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Einleitung
Claus Tieber / Anna Katharina Windisch

As anyone who has ever attempted research on the 
subject will readily attest, silent film sound is a mad-
dening topic. Not only are the performances themsel-
ves forever lost, but even their traces have systemati-
cally fallen prey to the low esteem accorded epheme-
ral and tributary phenomena like silent film sound 
(Altman 2004, 8).

Während der bereits annähernd 120 Jahre andauern-
den Film(-musik)geschichte hat sich die wissen-
schaftliche Aufarbeitung von Ton und Musik für den
Stummfilm, der ja erst mit der Einführung des Ton-
films als solcher bezeichnet wurde, jahrzehntelang 
auf einige wenige Bücher und verstreute Artikel in 
Zeitschriften beschränkt. Angesichts der Bedeutung 
von Musik und Ton für den Film – vor allem für die 
Vorführung von Stummfilmen – mag dieser Um-
stand bizarr anmuten. Seit ungefähr drei Jahrzehnten
jedoch ist das (wissenschaftliche) Interesse an die-
sem Themenfeld wiedererwacht, es erfreut sich 
großer Beliebtheit sowohl als Studienobjekt als auch
für die Vorführung auf Festivals und diversen Ver-
anstaltungen. 

Die Konjunktur an Stummfilmliteratur seit den 
1980er Jahren umfasste erstmals ausführliche Unter-
suchungen der Praxis (Gillian Anderson 1987; Mar-
tin Marks 1982, 1997) – hauptsächlich im amerika-
nischen Kontext – und bildete einen Grundstock für 
nachfolgende Arbeiten. Eine neuere und umfassende
Arbeit zu diesem Thema ist Rick Altmans Studie Si-
lent Film Sound (2004). Neben eingehenden Darstel-
lungen der Vorführkontexte in den Vereinigten Staa-
ten dokumentiert er wichtige Phänomene in der Ent-
wicklung der bewegten Bilder (bspw. die Illustrated 
Song Tradition) und sorgt mit seiner  Ansicht, dass 
Filmpräsentationen mitunter tatsächlich stumm ge-
wesen seien, nach wie vor für einige Diskussionen. 
Seine Definition der „Krise der Geschichtsschrei-
bung“ (crisis historiography [1]) hat darüber hinaus 

neue Forschungsansätze und Methoden im gesamten
Feld der Sound Studies angeregt. 

Mittlerweile wurden weitere nationale Kontexte 
wie der britische, französische und deutsche verhält-
nismäßig gut dokumentiert, auch wenn dabei klar 
wurde, dass die schiere Vielzahl und die Komplexi-
tät der künstlerischen Verfahren in der Begleitung 
von Stummfilmen weiterer Erforschung bedarf. Her-
vorzuheben sind hierbei Julie Browns und Annette 
Davisons rezente Studie The Sounds of the Silents in
Britain (2013), Martin Barniers Arbeit zur Geräusch-
kulisse in Frankreichs Kinos (Bruits, cris, musiques 
de films. Les projections avant 1914, 2011) sowie 
Forschungsprojekte unterschiedlicher Größenord-
nung und mit facettenreichen Foki wie The Sounds 
of Silents. Music and Sound in Viennese Cinemas, 
1895-1930 (Claus Tieber) oder das Digitalisierungs-
projekt von Kinoprogrammen für Stummfilme, 
durchgeführt von der schwedischen Nationalbiblio-
thek in Stockholm (Christopher Natzén). 

Neben der Beschäftigung mit regionalen und na-
tionalen Kontexten der Musikbegleitung von 
Stummfilmen gewinnt auch die Erforschung einzel-
ner stummfilmspezifischer Phänomene an Bedeu-
tung: Die Stimme im Stummfilm (Claus Tieber/ An-
na K. Windisch 2012), die Verbindung von Tanz 
und Pantomime mit Stummfilm (Katja Uhlenbrok 
1998) oder die Bedeutung von Operetten und Opern 
für den Stummfilm (Michael Wedel 2007; Gillian 
Anderson 2005; Paul Fryer 2006). Matthew J. Moo-
ney (2006, 2) spricht völlig zu Recht davon, dass 
„the most arresting characteristic of the picture show
was not the films in and of themselves but instead a 
constant mixing of media in which the moving pictu-
res were but one element of a diverse cinematic pro-
gram". Diese Verknüpfung von unterschiedlichen 
Medien war von künstlerischen, wirtschaftlichen 
oder sozialen Motiven getrieben und spielt in der Er-
forschung historischer Praktiken eine wesentliche 



Stummfilmmusik   //   Medienwissenschaft, 149, 2013   ///   2

Rolle. Dieser Sachverhalt spiegelt sich in den ge-
nannten Texten wieder, die sich dem Thema Stumm-
filmmusik aus interdisziplinärer Sicht annähern und 
Verbindungen zu koexistierenden Unterhaltungsfor-
men wie bspw. Oper, Operette, Tanz und Schauspiel 
herstellen. 

Die in den letzten Jahren zunehmende Anzahl an 
Tagungen und Konferenzen, die sich teilweise oder 
exklusiv dem Thema Stummfilmmusik widmen, hat 
in den letzten Jahren erfreulicherweise zur stärkeren 
Vernetzung und zum Austausch unter Forschenden 
geführt. Aus letztgenanntem Kongress ist im weite-
ren Sinne auch diese Bibliographie entstanden. Sie 
setzt sich sowohl aus aktuellen als auch aus zeitge-
nössischen Quellen zusammen. Wichtig sind hierbei 
vor allem die sogenannten Manuals und Antholo-
gies, also Publikationen, die für den Gebrauch von 
Stummfilmmusik herausgegeben wurden und sich 
direkt an die Musiker oder Dirigenten richteten. Die-
se nahe am Zeitgeschehen angesiedelten Texte sind 
vor allem hilfreich, das Repertoire der Kinomusiker 
zu erkunden, vielleicht gar den Idealzustand der 
Stummfilmbegleitung zu skizzieren. Weiters von 
sehr großem Nutzen sind die zeitgenössischen Fach-
zeitschriften der Filmindustrie (trade journals, peri-
odicals), in denen teilweise Diskurse zur Musikbe-
gleitung von Filmen erschienen sind. Einige dieser 
Zeitschriften (Moving Picture World; The Film Dai-
ly; Photoplay uvm.) werden seit kurzem mittels groß

angelegter Digitalisierungsprojekte online verfügbar 
gemacht. Zu den Primärquellen, oder genauer: zu 
den kultur-historischen Artefakten zählen auch die 
Cue Sheets (Auflistung an Musikvorschlägen für 
einen bestimmten Film), welche erstmals um 1909 
in den USA erschienen und vertrieben wurden, so-
wie die erhaltenen Partituren von einzelnen Film-
musiken. 

Anmerkungen:
[1] Mit crisis historiography bezeichnet Altman die Iden-
titätskrise, die neu auftauchende Medien durchlaufen, ver-
ursacht durch deren instabilen/unsicheren Status in Bezug 
auf bekannte, etablierte Medien und deren Funktionen. 
Anders formuliert, wenn neue Medien entstehen, ist deren
Position zunächst unbestimmt und deren ultimative Be-
deutungen und Funktionen werden erst im Laufe der Zeit 
durch die in der Gesellschaft bestehenden Gewohnheiten 
der Mediennutzung (welche natürlich von den Erfahrun-
gen mit etablierten Medien geprägt sind), durch geteilte 
Wünsche neuer Nutzungsmöglichkeiten und durch den 
langsamen Prozesses der Anpassung geformt. Die "Krise"
eines neuen Mediums wird aufgelöst, wenn sich die 
Wahrnehmung des Mediums, sowie dessen praktische 
Anwendung, auf irgendeine Art den bestehenden Katego-
rien öffentlichen Verständnisses darüber was das Medium
für wen und warum macht, angepasst hat (Altman, Rick: 
Silent film sound. New York [...]: Columbia University 
Press 2004, S. 15-26).

Silent Film Music: A Working Bibliography
Compiled by Hans J. Wulff, in cooperation with Claus Tieber

Contents:
Research guides
Bibliographies, Lists of Scores etc.
Dictionaries and Enyclopediae
Manuals, Instructions, etc.
Cinema-Organs, Instruments, etc.
Kinotheken, Cue Sheets, etc.
Printed Scores
Compilations of Classic Texts
Journals
Analyses, Individual Works, Historical Sketches, etc.

Research guides

Ingrosso, Flavia: La musica per film dal cinema 
muto agli anni cinquanta del Novecento: Edizioni e 
manoscritti musicali nell'Archivio e nella Biblioteca 
del Museo Nazionale del Cinema di Torino. In: Fon-
ti musicali Italiane: Periodico di Ricerca musicolo-
gica, 14, 2009.

The paper proposes bringing to the attention of schol-
ars an important collection of editions and manuscripts
preserved in the Archive and Library of the Film Mu-
seum of Turin which document some of the principal 
stages by which music gradually edged into films, first
as a simple accompaniment and later as an essential 
element of the screenplay.
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Pool, Jeannie G. / Wright, Howard Stephen: A rese-
arch guide to film and television music in the United
States. Lanham, Md. [...]: Scarecrow Press 2011, 
xvii, 174 pp.

Includes chapters on: Film music research - a brief 
history -- Silent film music resources -- Early sound 
film scores -- Primary sources for the study of a film's 
soundtrack -- What film and television music resear-
chers need to know about cue sheets -- Soundtracks 
and other recordings of film music -- Composer col-
lections - preserving the legacy -- Film music collecti-
ons in libraries and archives -- The literature of film 
music - a concise survey.

Bibliographies, Lists of Scores etc.

Anderson, Gillian B.: Music for Silent Films, 1894-
1929: A Guide. Washington, D.C.: Library of Con-
gress 1988, xlix, 182 pp.

A guide to locating the scores and musical cue sheets 
for films of the silent era. The entries are arranged al-
phabetically by film title and provide basic informati-
on about the film, as well as the location of the materi-
al. There is also an introductory essay on the nature, 
history, and presentation of the musical accompani-
ments for silent films.
Rev. (Hunsberger, Donald) in: American Music 11,2, 
Summer 1993, pp. 254-255.
Rev. (Cochran, Alfred W.) in: Quarterly Journal of 
the Music Library Association 46,3, March 1990, pp. 
636-637.
Rev. (Tagg, Philip) in: Popular Music 9,1, Jan. 1990, 
pp. 148-149.

Bassetti, Sergio: Silent Film Music on Record. In: 
Griffithiana: Rivista della Cineteca del Friuli / Grif-
fithiana: Journal of Film Studies 14,40-42, Oct. 
1991, pp. 135-156.

Bredehöft, Ellen: Musik für den Stummfilm. Ver-
zeichnis der Salonorchesterbestände in der Musikab-
teilung der Pfälzischen Landesbibliothek Speyer. 
Speyer: Pfälzische Landesbibliothek 1995, 61 pp. 
(Pfälzische Arbeiten zum Buch- und Bibliothekswe-
sen und zur Bibliographie. 19 .).

Houten, Theodore van: Silent cinema music in the 
Netherland; the Eyl-Van Houten Collection of Film 
and Cinema Music in the Nederlands Filmmuseum. 
Buren: Frits Knuf Publishers 1992, 328 pp.

Contains an introduction, with short essays on various 
critics, musicians, and films of Dutch silent cinema. 
The second section, entitled Original Scores for Silent 
Films in Dutch Cinema, contains short essays on se-

veral films, filmmakers, and composers. The catalogue
of music follows, arranged alphabetically by compo-
ser. Each entry in the catalogue contains the compo-
ser's name, then a listing of the music, the associated 
film, associated performer(s), the published form, and 
publisher information. Appendix A is a list of musical 
compositions in the Nederlands Filmmuseum sheet 
music collection that do not belong to the Eyl/van 
Houten collections. Appendix B contains lyrics to two 
songs from the 1910's related to the silent cinema. In-
cludes Select Index of Mood Music (the so-called "in-
cidental" music in the collection) over 1,600 original 
works composed or arranged for silent film.

Johnson, Richard J. / Shirley, Bernard Henry 
(comps.):  American dance bands on record and 
film, 1915-1942. 1-5. Fairplay, Col.: Rustbooks Pub 
2009-10.

1, 2009, A-D, xxiv, 968 pp.
2, 2010, E-J, pp. 970-1960.
3, 2010, K-N, pp. 1962-2926.
4, 2010, O-S., pp. 2928-3913.
5, 2010, T-Z, pp. 3915-4798.

Krummel, Donald W. / Jean Geil, Doris / Root, Dea-
ne L.: Resources of American Musical History. Ur-
bana: University of Illinois Press 1981.

The index directs the reader to numerous library col-
lections holding silent film cue sheets, piano-conduc-
tor scores, unpublished material, etc. An important 
tool in addition to the catalogue by Anderson.

Marks, Martin: Film music. The material, literature, 
and present state of research. In: Journal of the Uni-
versity Film Association 34,1, 1982, pp. 3-40.

At first in: Notes: The Quarterly Journal of the Music 
Library Association 36, 1979, pp. 282-325.
State of the art report, pp. 3-29. Selective biblio-
graphy, pp. 29-40. Broken down into: Bibliographies; 
II. Sources from the silent period (through 1929); III. 
Books, dissertations, pamphlets, and periodicals on 
film music, from 1930 to the present. Annotated.

McDonald, Gerald Doan: A bibliography of song 
sheets. Sports and recreations in American popular 
songs. Rochester, N.Y.: Music Library Association 
1958.

See pt. 4, Songs of the silent film, pp. 325-352, 502-
534.

Schnauber, George / Schnauber, Barbara: The Louis 
B. Schnauber silent film music collection. In: The 
Cue Sheet: The Journal of the Society for the Pre-
servation of Film Music 13,1, Jan. 1997, pp. 29-32.

Traces the life of the violinist Louis B. Schnauber 
(1893-1955), who assembled the large collection of 
music used to accompany silent films that was dona-
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ted to the Society for the Preservation of Film Music 
in May 1991.

Sherk, Warren M. (comp./ed.): Film and Television 
Music: A Guide to Books, Articles, and Composer 
Interviews. Lanham, MD: The Scarecrow Press 
2011, 698 pp.

Includes a chapter on music for the accompaniment of 
silent films.

Short, Marion: From footlights to "the flickers". 
Collectible sheet music. Broadway shows and silent 
movies. Photogr. by Roy Short. Atglen, Penn.: Schif-
fer 1998, 180 pp.

= Schiffer book for collectors.

Turconi, Davide / Schapira, Catherine / Villatte, Flo-
rence / Pazdro, Michel: Filmographie: Cinéma et 
opéra du film muet à la vidéo. In: L'Avant-Scène 
Opéra, 98, Mai 1987, pp. 118-161.

Wlaschin, Ken: The silent cinema in song, 1896-
1929. An illustrated history and catalog of songs in-
spired by the movies and stars, with a list of recor-
dings. Jefferson, NC [u.a.]: McFarland 2009, V, 388 
pp.

Dictionaries and Enyclopediae

Melano, Oscar Pedro: Song, dance and musical. Di-
zionario del cinema musicale 1915-1945. Milano: 
Libri Scheiwiller 2007, 191 pp.

Manuals, Instructions, etc.

Ahern, Eugene A.: What and how to play for pictu-
res. [s.l.: s.n.] [Twin Falls, Idaho: newsprint?] 1913, 
61 pp.

Repr.: Twin Falls: News Print s.d.

Beynon, George W.: Musical presentation of motion
pictures. New York: G. Schirmer 1921, [vi], 148 pp.

Contents: The evolution of picture musik (3-14). – 
The Musical Library: Its Contents (15-46). – Synopsis 
(47-60). – Proper Presentation of Pictures: The Theme
(61-66). – Songs (67-72). – The Choice (73-80). – Fit-
ting (81-88). – Scenic (89-94). – Pictorial (95-100). – 
Synchrony (101-120. – Orchestral Balance (121-136). 
– Silence: Its Uses (137-143). – Epilogue: Futurity 
(144-148).

Borch, Gaston: Practical Manual of Instrumentati-
on. Boston, Mass.: The Boston Music Company, in 
coop. with New York: G. Schirmer 1918, v, 56 pp.

How to make an orchestral arrangement work for any 
size of orchestra.

Brav, Ludwig: Thematischer Führer durch Klassi-
sche und moderne Orchestermusik zum besonderen 
Gebrauch für die musikalische "Film-Illustration". 
Berlin: Ed. Bote & G. Bock [1928], iv, 107 pp.

Also: Thematischer Führer durch die Orchestermusik 
des Verlages Ed. Bote und G. Bock. Zum besonderen 
Gebrauch für Film, Bühne, Konzert. Berlin: E. Bote &
G. Bock [1927],  iv, 107 pp.

Erdmann, Hans / Becce, Giuseppe: Allgemeines 
Handbuch der Film-Musik. Unter Mitarb. von Lud-
wig Brav. Berlin-Lichterfelde: Schlesinger [...] 
[1927].

1. Musik und Film. Verzeichnisse. xi, 155 pp.
2. Thematisches Skalenregister. vii, 226 pp.

Lang, Edith / West, George: Musical accompani-
ment of moving pictures. A practical manual for pia-
nists and organists and an exposition of the princip-
les underlying the musical interpretation of moving 
pictures. Boston: Boston Music 1920, 64 pp. [zzgl. 
Noten].

Repr. New York: Arno Press 1970 (The Literature of 
Cinema.).

Mills, May Meskimen: The pipe organist‘s complete
instruction and reference work on the art of photo-
playing. Written and comp. by May Meskimen 
Mills. Philadelphia, Penn: The Author 1921, 80 pp., 
5 pls.

Copyrighted 1922; includes bibliographic sections.

Sabaneev, Leonid: Music for the Films: A 
Handbook for Composers and Conductors. 
Transl. by S.W. Pring. London: Pitman 1935, 
viii, 128 pp.

Repr. New York: Arno Press 1978 (Aspects of Film.).

Tyacke, George, W.:  Playing to pictures. A guide 
for pianists and conductors of motion picture thea-
tres. 2nd ed. London: E.T. Heron & Co. 1914, 92 pp.

At first: London: Kinematograph Weekly [1910], 64 
pp.

Cinema-Organs, Instruments, etc.

Behlmer, Rudy: 'Tumult, Battle, and Blaze': Looking
Back on the 1920s-and Since-with Gaylord Carter, 
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the Dean of Theater Organists. In: Film Music I. Ed. 
by Clifford McCarty. New York: Garland 1989, pp. 
19-59.

Carter, C. Roy (comp.): Theatre organist's secrets. A
collection of successful imitations, tricks and effects 
for motion picture accompaniment on the pipe or-
gan. N.l.: The Console [1968?], 23 pp.

Courtnay, Jack: Theatre Organ World. London: 
Theatre Organ World Publications 1946.

Dettke, Karl Heinz: Kinoorgeln und Kinomusik in 
Deutschland. Stuttgart/Weimar: Metzler 1995, xix, 
465 pp.

Rev. (Motte-Haber, Helga de la) in: Die Musikfor-
schung 50,2, April-Juni 1997, pp. 261-262.

Dettke, Karl Heinz: Kinoorgeln. Installationen der 
Gegenwart in Deutschland. Mit Beitr. von Dagobert 
Liers [...]. Frankfurt: Bochinsky 1998, 238 pp. (Das 
Musikinstrument. 66.).

Foorte, Reginald: The cinema organ. London: Pit-
man 1932.

Repr.: The cinema organ; a description in non-techni-
cal language of a fascinating instrument and how it is 
played. 2nd ed. Vestal, N.Y.: Vestal Press [1970], vii, 
199 pp.

Landon, John W.: Behold the Mighty Wurlitzer: The 
History of the Theatre Pipe Organ. Westport, Conn.:
Greenwood Press 1983 (Contributions to the Study 
of Popular Culture. 6.).

Contains a general introduction, brief surveys of the 
principal builders, and an overview of activity on the 
part of theatre organ enthusiasts in the period after 
World War II. Of particular value are the capsule bio-
graphies of theatre organists (appendix 1) and the "no-
tes on sources" (pp. 197-206).

Lipski, Thomas: Robert Hope-Jones und seine Orgel
von 1896 in der Kathedrale zu Worcester. Ein Bei-
trag zur Geschichte der Kino- und Theaterorgel. In: 
Ars Organi 51,2, 2003, pp. 83-87.

Robert Hope-Jones (1859-1914) konnte mit dem Or-
gelbau in der Kathedrale zu Worcester 1896 erstmals 
in großem Umfang seine Idee von der dynamischen 
und orchestralen Orgel verwirklichen. Dabei entwi-
ckelte er den von Edmund Schulze (1824-80) auf den 
englischen Orgelbau nachhaltig ausgeübten Einfluss 
fort, indem er die Extrembereiche von weiten und en-
gen Pfeifenmensuren vollständig ausschöpfte. Dabei 
arbeitete er durchweg mit variablen Mensuren. Die 
Orgeltechnik versuchte er durch konsequente Anwen-
dung des elektrischen Stromes zu revolutionieren, wo-

bei die differenzierte Positionierung einzelner Teil-
werke der Orgel zur gesamten Beschallung großer 
Räume seine Absicht war. Überhaupt entfernte er sich 
immer mehr vom traditionellen Orgelkonzept zu ei-
nem dynamisch hoch wirksamen, orchestralen Instru-
ment, das durchweg als Einmannorchester zu bezeich-
nen ist. Dazu zählen unter anderem gemauerte 
Schwellkästen, um eine möglichst große dynamische 
Bandbreite zu erhalten - also völlig im Gegensatz zur 
sinfonischen Orgel von Aristide Cavaillé-Coll, die 
nicht das Einmannorchester repräsentiert, sondern 
dem Sinfonieorchester ebenbürtig gegenübertritt. (Au-
tor)

Mathiesen, Thomas J.: Silent Film Music and the 
Theatre Organ. In: Indiana Theory Review 11, 
Spring/Fall 1990, pp. 81-117.

Schütz, Karl: Theater- und Kinoorgeln in Wien. 
Wien: Verlag der Österreichischen Akaddemie der 
Wissenschaften 1991, 253 pp. (Veröffentlichungen 
der Kommission für Musikforschung / Österreichi-
sche Akademie der Wissenschaften. 25.)/(Sitzungs-
berichte der Österreichische Akademie der Wissen-
schaften, Philosophisch-Historische Klasse. 564.).

Tootell, George: How to Play the Cinema Organ: A 
Practical Book by a Practical Player. London: Pax-
ton, 1927.

Partially reprinted in: Theatre Organ Bombarde 9,2, 
April 1967, p. 8; 9,3, June 1967, pp. 8-10, 14; 9,4, Au-
gust 1967, p. 22; 9,5, Oct. 1967, pp. 18, 32, 42-45.

Whitworth, Reginald: The cinema and theatre or-
gan. A comprehensive description of this instrument,
its constituent parts, and its uses. London: Musical 
Opinion 1932, 112 pp.

Kinotheken, Cue Sheets, etc.

Anderson, Gillian B.: Music for Silent Films, 1894-
1929: A Guide. Washington, D.C.: Library of Con-
gress 1988, xlix, 182 pp.

Repr. 2011, xlix, 182 pp.
A guide to locating the scores and musical cue sheets 
for films of the silent era. The entries are arranged al-
phabetically by film title and provide basic informati-
on about the film, as well as the location of the materi-
al. There is also an introductory essay on the nature, 
history, and presentation of the musical accompani-
ments for silent films.

Becce, Giuseppe: Kinothek. Neue Filmmusik; dra-
matische Musik. Berlin-Lichterfelde-Ost: Schlesin-
ger [...] 1919-29.
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8. Andante appassionato / Passion. [Ausg. für Salonor-
chester, Stimmen.] 1921.
9. Tragisches Drama. Inseguimento e fuga / Verfol-
gung und Flucht. [Ausg. für Salonorch., Stimmen]. 
1920, 13 St.
75. Luoghi della miseria / Stätte des Elends. Arr. : St. 
Stefanoff. [Ausg. f. Piano.] 1929, 3 pp.
76.  Canto appassionato d'amore / Leidenschaftlicher 
Liebesgesang. Arr. St. Stefanoff. [Ausg.: Piano-Direc-
tion.] 1929, 4 pp.
77. Scherzando. Arr. St. Stefanoff. [Ausg.: Piano-
Direction.] 1929, 5 pp.
78. Popolo giocondo / Lustiges Volk. Arr. St. Stefa-
noff. [Ausg. f. Piano.] 1929, 5 pp.
80.  Fuga comica / Komische Fuge. Arr. St. Stefanoff. 
[Ausg. f. Piano.] 1929, 3 pp.
81. Marcia solenne / Feierlicher Aufmarsch. Arr. v. Fr.
Schimak. [Ausg. f. Piano.] 1929, 3 pp.

Breil, Joseph Carl: J.C. Breil's Original Collection 
of Dramatic Music for Motion Picture Plays. [P. F.] 
London: Chappell & Co 1917.

Mills, May Meskimen: The pipe organist‘s complete
instruction and reference work on the art of photo-
playing. Written and comp. by May Meskimen 
Mills. Philadelphia, Penn: The Author 1921, 80 pp., 
5 pls.

Copyrighted 1922; includes bibliographic sections.

Rapée, Ernö: Motion Picture Moods for Pianists and
Organists. New York: Schirmer 1924, 678 pp.

Faksimile repr. New York: Arno Press 1974.
Excerpt: "Musical Accompaniment to the Feature Pic-
ture" (1925). In: The Hollywood film music reader. 
Ed. by Mervyn Cooke. New York, NY [...]: Oxford 
University Press 2010, pp. 21-28. 

Rapèe, Ernö: Encyclopedia of music for pictures. 
New York : Arno Press / The New York Times 
1970, 510 pp. (The literature of cinema.).

Also: Manchester: Ayer 1970.
Repr. d. Ausg. New York 1925.
Repr. 1978.

Printed Scores

Huppertz, Gottfried: Metropolis. Musik zum Fritz-
Lang-Stummfilm von 1925/26, op. 29. Bearb. zum 
Film von Berndt Heller für Orchester. [Partitur, Erst-
ausg.] Mit einer Einl. von Friedemann Beyer und 
Berndt Heller. Berlin: Ries & Erler 2006, VII, 394 
pp. 

Langey, Otto / O'Hare, Christopher: Ditson's music 
for the photoplay.  Boston: O. Ditson Co. [1918], 14 
pts.

Motion picture music.  For orchestra.

Stubblebine, Donald J.: Cinema sheet music. A com-
prehensive listing of published film music from 
„Squaw Man“ (1914) to „Batman“ (1989). Jeffer-
son, NC [...]: McFarland 1991, xii, 628 pp.

Contents: Alphabetical Listing of Music – Biblio-
graphy – Songs from Selections Books – Thematic 
Cue Sheets – Music Collectors Groups – Composer 
Index – Song Index.

Stubbledine, Donald J.: British cinema sheet music. 
A comprehensive listing of film music published in 
the United Kingdom, Canada and Australia, 1916 
through 1994. Jefferson, NC [...]: McFarland 1997, 
viii, 207 pp.

Compilations of Classic Texts

Cooke, Mervyn (ed.): The Hollywood film music 
reader. New York, NY [...]: Oxford University Press
2010, ix, 382 pp.

Hubbert,  Julie  (ed.):  Celluloid  symphonies.  Texts
and contexts  in  film music  history.  Berkeley,  Cal.
[...]:  University of California Press 2011,  xiv,  507
pp.

Includes a long section on silent  film music: I.  Part
One. Playing the Pictures: Music and the Silent Film
(1895-1925).  --  1.  F.  H. Richardson /  Plain Talk to
Theater Managers and Operators (1909) (35-38). -- 2.
Incidental Music for Edison Pictures (1909) (39-41).
-- 3. Louis Reeves Harrison / Jackass Music (1911)
(42-44). -- 4. Eugene A. Ahern / from What and How
to Play for Pictures (1913) (45-52). -- 5. Clarence E.
Sinn / Music for the Picture (1911) (53-55). -- 6. W.
Stephen Bush / The Art of Exhibition: Rothapfel on
Motion Picture Music (1914) (56-61). -- 7. Edith Lang
and George West / from  Musical Accompaniment of
Moving  Pictures  (1920)  (62-73).  --  8.  George
Beynon / from Musical Presentation of Motion Pictu-
res  (1921) (74-83). -- 9. Erno Rapée / from Encyclo-
paedia of  Music  for  Pictures  (1925) (84-96).  --  10.
TwoThematic Music Cue Sheets: The Thief of Bagdad
(1924) and Dame Chance (1926) (97-99). -- 11. Hugo
Riesenfeld / Music and Motion Pictures (1926) (100-
105). -- 12. Publishers Win Movie Music Suit (1924)
(106-108).  -- II.  All  Singing, Dancing, and Talking:
Music  in  the  Early  Sound  Film  (1926-1934)  (109-
132).  --  13.  New  Musical  Marvels  in  the  Movies
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(1926) (133-135).  --  14.  Musicians to  Fight  Sound-
Film Devices (1928) (136-137).

Toulet, Emmanuelle (éd.): Musique d'écran. 
L'Accompagnement musical du cinéma muet en 
France, 1918-1995. Textes de André Antoine [...]. 
Paris : Réunion des Musées Nationaux [...] 1994, 
237 pp.

Journals

Film-Ton-Kunst. Eine Zeitschrift für die künstleri-
sche Musikillustration des Lichtbildes. Hrsg. v.  Giu-
seppe Becce. Schlesinger'sche Buchhandlung, Berlin
1920-27.

Monthly. 1, 1920 to  7,11, Nov. 1927 (last iss.).
Changing titels: Film - Ton - Kunst. From 1921: Kino-
musikblatt. From 6,4, April 1926: Film-Ton-Kunst. 
Eine Zeitschrift für die künstlerische Musikillustration
des Lichtbildes. Followed by 1928: Vertrauliche Mit-
teilungen des Reichsbunds deutscher Kinokapellmeis-
ter
Issued as an microfiche ed., Mikrofilmarchiv der 
deutschsprachigen Presse e.V. Tauche: SZK GmbH 
2008 (1 reel).

Analyses, Individual Works, Historical 
Sketches, etc.

Abel, Richard / Altman, Rick (eds.): The sounds of 
early cinema. Bloomington, Ind.: Indiana University
Press 2001, xvi, 327 pp. 

Selected papers, rev., of Domitor's four-day Fifth Bi-
ennual Conference, hosted by the Motion Picture Di-
vision of the Library of Congress, Washington, D.C., 
during the first week of June 1998.
The Sounds of Early Cinema is devoted exclusively to
a little-known, yet absolutely crucial phenomenon: the
ubiquitous presence of sound in early cinema. "Silent 
cinema" may rarely have been silent, but the sheer di-
versity of sound(s) and sound/image relations charac-
terizing the first 20 years of moving picture exhibition 
can still astonish us. Whether instrumental, vocal, or 
mechanical, sound ranged from the improvised to the 
pre-arranged (as in scripts, scores, and cue sheets). 
The practice of mixing sounds with images differed 
widely, depending on the venue (the nickelodeon in 
Chicago versus the summer Chautauqua in rural Iowa,
the music hall in London or Paris versus the newest 
palace cinema in New York City) as well as on the 
historical moment (a single venue might change radi-
cally, and many times, from 1906 to 1910).

Abel, Richard: Refining the Vaudeville/Moving Pic-
tures Debate with Illustrated Songs. In: Quaresima, 
Leonard / Vichi, Laura (eds.): The Tenths Muse. 
Udine: Forum 2001,  pp. 437-484.

Ackeren, Robert van: Wie ein Klassiker zum Video-
Clip getrimmt wird. In: Der alte Film war tot. Hrsg. 
v. Hans Helmut Prinzler u. Eric Rentschler. Frank-
furt: Verlag der Autoren 2001, pp. 272-275.

On Giorgio Moroder‘s music for Fritz Lang‘s Metro-
polis (1926).

Albanesi, Dante (a cura di): Cineforum San Benedet-
to del Tronto. Da „Cabiria“ a „Moulin Rouge!“ Un
secolo di musica per il cinema. [S.n.e.], 2002, 109 
pp.

Aldridge, Henry Belden:  Live Musical and Theatri-
cal Presentations in Detroit Moving Picture Thea-
tres, 1896 to 1930. Ph.D. Thesis, University of Mi-
chigan, 1973.

As microfiche ed.: Ann Arbor, Mich: University Mi-
crofilms 1974, 326 pp.

Altman, Rick: The Silence of the Silents. In: The 
Musical Quarterly 80,4, 1996, pp. 648-718.

Altman, Rick: Nickelodeons and popular song. In: 
Cinesonic. The world of sound in film. Ed. by Philip 
Brody. Sydney: AFTRS 1999, pp. 244-256.

Altman, Rick: Film Sound – All of It. In: Iris, 27, 
Spring 1999, pp 31-48.

Altman, Rick: Cinema and Popular Song: The Lost 
Tradition. In: Soundtrack Available: Essays on Film 
and Popular Music. Ed. by Pamela Robertson Woj-
cik & Arthur Knight. Durham: Duke University 
Press 2001, pp. 19-30.

Altman, Rick: The Living Nickelodeon. In: The So-
unds of Early Cinema. Ed. by Richard Abel & Rick 
Altman. Bloomington, Ind. Indiana University Press 
2001, pp. 232-240.

Altman, Rick: Silent film sound. New York [...]: Co-
lumbia University Press 2004, x, 462 pp. (Film and 
Culture.).

Contrary to received opinion, silent films were not al-
ways accompanied, nor were accompaniments uni-
form. Beginning with sound practices before cinema’s
first decade and continuing through to the more fami-
liar sound practices of the 1920s, Rick Altman discus-
ses the variety of sound strategies and the way early 
cinema exhibitors used these strategies to differentiate 
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their products. During the nickelodeon period prior to 
1910, this variety reached its zenith, with theaters of-
ten deploying half a dozen competing sound strategies
—from carnival-like music in the street, automatic 
pianos at the rear of the theater, and small orchestras 
in the pit to lecturers, synchronized sound systems, 
and voices behind the screen. During this period, 
musical accompaniment had not yet begun to support 
the story and its emotions as it would in later years. 
But in the 1910s, film sound acquiesced to the deman-
ds of captains of the burgeoning cinema industry, who
successfully argued that accompaniment should en-
hance the film’s narrative and emotional content rather
than score points by burlesquing or “kidding” the film.
The large theaters and blockbuster productions of the 
mid-1910s provided a perfect crucible for new instru-
ments, new music-publication projects, and the deve-
lopment of a new style of film music. From that mo-
ment on, film music would become an integral part of 
the film rather than its adversary, and a new style of 
cinema sound would favor accompaniment that wor-
ked in concert with cinema storytelling.
Rev. (Helmers, Maike) in: The Soundtrack 1,1, 2008, 
pp. 61-63.

Anderson, Gillian B.: The Presentation of Silent 
Film or Music as Anasthesia. In: The Journal of 
Musicology 5,2 1987, pp. 257-295.

Repr., with additions: A warming flame. The musical 
presentation of silent films. In: Music for silent films, 
1894-1929. A guide. Washington, DC: Library of Con-
gress 1988, pp. xiii-xliv.
During the silent film era, two methods of accompani-
ment developed - the organ and the orchestra - with 
two methods of scoring - compilation of preexisting 
material and composition of an original score. Before 
1929 the compiled score predominated, but after 1929 
the original score came to be the rule. The music that 
accompanied silent films added excitement to the 
screening. The musical elements of suspense and un-
predictability provided an immediacy not present in a 
totally mechanical presentation. D. W. Griffith was 
one of the first American directors to maintain control 
over the selection and distribution of musical accom-
paniment for his films. A table lists orchestral overtu-
res conducted by Hugo Riesenfeld between 1918 and 
1921.

Anderson, Gillian B.: Silent Film Scores and Cue 
Sheets: Sources in the United States. In: Cum Notis 
Variorum, 131, 1989, pp. 19-21.

Anderson, Gillian: Preserving our film heritage or 
making mongrels? The presentation of early (not si-
lent) films. In: Journal of Film Preservation. 57, 
Dec. 1998, pp. 19-24.

Anderson, Gillian B.: Musical missionaries: “Suita-
ble” music in the cinema 1913-1915. In: Civiltà 
musicale (Vicchio, Firenze: LoGisma Ed.) 19,1 
[=51-52], gennaio-agosto 2004, pp. 173-189.

Anderson, Gillian B.: Geraldine Farrar and Cecil B. 
DeMille: The Effect of Opera on Film and Film on 
Opera in 1915. In: Carmen: From Silent Film to 
MTV. Ed. by Chris Perriam & Ann Davies. Amster-
dam: Rodopi 2005, pp. 23-35.

On Cecil B. DeMille‘s  film adaptationof Bizet‘s ope-
ra Carmen (1915).

Anderson, Tim: Reforming 'Jackass Music': The 
Problematic Aesthetics of Early American Film 
Music Accompaniment. In: Cinema Journal 37,1, 
Fall 1997, pp. 3-22.

Andrieu, Michaël: Quand l’utilisation de musiques 
préexistantes donne naissance à une forme musicale 
spécifique: La musique des films muets entre 1895 
et 1927. In: Observatoire musical français. Rencon-
tres interartistiques. Actes de la journée du 21 mars 
2007 [des 4e Rencontres interartistiques de l'Obser-
vatoire musical français]. Coordination, réunion et 
édition, Philippe Lalitte. Paris: Observatoire musical
français, Université de Paris-Sorbonne 2008, pp. 53-
61 (Observatoire musical français. Série Con-
férences et séminaires. 35.).

Music played a fundamental role in the 30-year period
of silent movies, creating a link between the spectator 
and the film. To this end, composers often resorted to 
pre-existing music. Analysis of tracks scored by Paul 
Fosse (at the Gaumont Palace in Paris), cue-sheets, 
and orchestrations, reveal how the music of the silent 
film era served as a model in the history of film music.

Arce Bueno, Julio Carlos: Aproximación a las rela-
ciones entre el teatro lírico y el cine mudo. In: Cua-
dernos de Música iberoamericana, 2-3, 1996, pp. 
273-280.

During the era of silent films, theater and cinema be-
nefited each other. While theaters used films to adver-
tise their plays, many plays were adapted to films. In 
this regard, it is paradoxical that silent film versions of
zarzuelas had great success in Spain in the 1920s. 
Tomás Bretón's adaptation of the music of his zarzuela
La Dolores for the film version of the same title is 
analyzed. (RILM)

Arce Bueno, Julio C.: The Sound of Silent Film in 
Spain: Heterogeneity and homeopatía escénica. In: 
Music, Sound, and the Moving Image 4,2, Dec. 
2010, pp. 139-160.

This article discusses the period of 'silent' film, from 
the first exhibition of the Lumière Brothers' Cinémato-
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graph in Madrid in 1896 to the arrival of talkies in the 
late 1920s. Spanish film historians had little interest in
this subject, often covering the whole subject of musi-
cal accompaniment of silent film in a few lines. Ho-
wever, this was a diverse period in which various ex-
periments took place, driven by different concepts of 
what sound could accompany motion pictures, and by 
different motivations. It is important to recognise this 
heterogeneity. The new cinematographic shows initi-
ally existed in the context of various forms of popular 
entertainment deeply rooted in the population. In order
to breathe new life into the cinema, operators needed 
to 'inject' a dose of theatre to survive. This 'homeopa-
thic' approach resulted in hybrid and heterogeneous 
events in which new realities combined with the alrea-
dy established forms of entertainment.

Baier, Christian: Der visuelle Ton. Der Filmkompo-
nist Edmund Meisel. In: Neue Zeitschrift für Musik 
156,4, 1995, pp. 16-21

Edmund Meisel (1894-1930) galt bei seinem Tod als 
der umstrittenste und meistdiskutierte deutsche Film-
komponist. Er hatte die Revolutionierung der musika-
lischen Begleitung von Stummfilmen mit jener radika-
len Konsequenz vorangetrieben, die dem Soundtrack 
und der Geräuschkulisse des beginnenden Tonfilms 
den Weg ebnete. Meisel strebte eine größtmögliche 
Synchronität zwischen der visuellen und der akusti-
schen Ebene des Films an. Im Zentrum der Untersu-
chung steht seine Musik zu den Filmen Panzerkreuzer
Potemkin, Berlin. Die Sinfonie der Großstadt, Oktober
und Gobuloj Ekspres (Der blaue Expreß). (Wagner, 
Dorothea)

Barham, Jeremy: Recurring dreams and moving 
images. The cinematic appropriation of Schumann's 
Op. 15, No. 7. In: 19th Century Music 34,3, 2011, 
pp.. 271-301.

Schumann's music took its place alongside that of 
many other nineteenth-century composers in the lexi-
con of silent-film accompaniment. Evidence of early-
twentieth-century scoring practices indicates that 
“Träumerei” quickly proved to be an especially popu-
lar choice for scenes of pathos and romance. This ap-
propriation is viewed in the context of the piece's ge-
neral reception history and the tradition of its concert 
performance in isolation from the rest of op. 15 (and 
in any number of instrumental arrangements) that had 
come to a peak at this time. The assumption of “Träu-
merei” into the world of film is explored with refe-
rence to the aesthetics and changing cultural econo-
mies of Schumann's own compositional activities, the 
nineteenth-century Biedermeier Hausmusik tradition, 
and the “child” topos. The emergence of a “Träume-
rei” protocol in film scoring is uncovered in an exami-
nation of its continued appearance in animated and 
live-action sound cinema from the 1930s to the pre-
sent day. The risks of semantic impoverishment of the 

music through clichéd film usage are assessed. (Vor-
lage)

Barnier, Martin: Bruits, cris, musiques de films. Les 
projections avant 1914. Préf. de Rick Altman. Ren-
nes: Presses Univiversitaires de Rennes 2010, 303 
pp. (Le spectaculaire.).

Contents: 1: Projections d'images (27-36). -- 2: Vacar-
mes de foires (37-60). -- 3: Cris, applaudissements et 
bruits du public (61-88). -- 4: Conférenciers et boni-
menteurs (89-120). -- 5: Bruitages (121-138). -- 6: 
Musiques et variété (139-172). -- 7: Chants (173-188).
-- 8: Synchronisations (189-258). –Conclusion (159-
174).

Bassetti, Sergio: Silent film music on record. In:
Griffithiana, 40/42, Oct. 1991, pp. 135-145.

Becce, Giuseppe: Der Film und die Musik. Illustrati-
on oder Komposition? In: Melos. 7, 1928.

Beiche, Michael: Musik und Film im deutschen 
Musikjournalismus der 1920er Jahre. In: Archiv für 
Musikwissenschaft 63,2, 2006, pp. 94-119.

Selbst 1928, als sich endgültig die Ablösung des 
Stummfilms durch den Tonfilm abzeichnete, befand 
sich die Frage einer Filmmusik noch im Stadium ers-
ter Klärung. Diese skeptische Ansicht Hans Mers-
manns steht paradigmatisch für Äußerungen zeitge-
nössischer Musikjournalisten, Musikwissenschaftler 
und Komponisten. Paul Hindemiths Beitrag "Zu unse-
rer Vorführung ,Film und Musik'" anlässlich der Ba-
den-Badener Kammermusiktage 1928 bildet quasi die 
Folie für die systematische Auswertung anderer Texte 
aus den Zeitschriften "Die Musik", "Melos" und 
"Musikblätter des Anbruch" bis etwa 1930. (Autor)

Belaygue, Christian: Musique d'écran: L'Accompa-
gnement musical du cinéma muet en France dans les
années vingt. In: Musica, cinema e letteratura. A 
cura di Giovanni Dotoli. Fasano: Schena 1997, pp. 
161-170.

Bellano, Marco: Metapartiture. Comporre musica 
per i film muti. [Mestre]. (Venezia): Cinit 2007, 96 
pp. (I quaderni di ciemme.).

Especially on Metropolis (Fritz Lang, 1926) and Bus-
ter Keaton‘s The General (1926). Theoretical intro-
duction: Musica per i film muti: la tradizione della no-
vità / Musica e immagine.

Bellis, Richard: Music from the silent film era. In: 
Cue Sheet 9,3, 1992, pp. 24-25.
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Belton, John: Awkward Transitions: Hitchcock's 
Blackmail and the Dynamics of Early Film Sound. 
In: The Musical Quarterly 83,2, 1999, pp. 227-246.

Berg, Charles Merrell: The Human Voice and the Si-
lent Cinema. In: Journal of Popular Film 4,2, 1975, 
pp. 165-177.

Berg, Charles Merrell: An Investigation of the Moti-
ves for and Realization of Music to Accompany the 
American Silent Film, 1896–1927. New York: Arno 
Press 1976, 300 pp. (Dissertations on Film Series.)/
(The Arno Press Cinema Program.).

At first: Ann Arbor, Mich.: University Microfilms, 
1974, ix, 300 ls.
Ph.D. Thesis, Univ. of Iowa, Music Studies 1973.

Berg, Charles: Music on the Silent Set. In: Litera-
ture/Film Quarterly 23,2, 1995, pp. 131-136.

Berliner, Todd, / Furia,  Philip: The sounds of si-
lence: Songs in Hollywood films since the 1960s. In:
Style 36,1, 2002, pp. 19-35.

Bernatchez, Hélène: Schostakowitsch und die Fa-
brik des Exzentrischen Schauspielers. München: M-
Press [Martin Meidenbauer], 2006, IX, 270 pp. (Fo-
rum Musikwissenschaft. 2.).

Zugl. Diss., Universität Köln 2005.
Dmitri Schostakowitsch hat einen der letzten Stumm-
filme und kurz darauf einen der ersten Tonfilme in der
UdSSR vertont, nachdem er als Klavierspieler in den 
Stummfilmkinos gearbeitet hatte. In Bernatchez‘ Buch
wird die russische Kinogeschichte zusammengefasst 
mit besonderem Augenmerk auf den Übergang zwi-
schen Stumm- und Tonfilm, bei dem Schostakowitsch 
maßgeblich mitgewirkt hat. Zu dieser Zeit, in den 
1920er und 1930er Jahren, war er Mitglied einer Film-
gruppe namens FEKS (Fabrik des Exzentrischen 
Schauspielers), die sich für die Aufhebung der Gren-
zen zwischen Theater, Film, Zirkus, Music-Hall und 
Oper engagierte. Gemeinsam mit dem Komponisten 
entwickelte die Gruppe eine Geheimsprache, mit de-
ren Hilfe sie das System kritisierte. Dabei mussten die 
Künstler auf subtile Weise ihre politischen Witze tar-
nen.

Birett, Herbert: Stummfilm-Musik. Materialsamm-
lung. Berlin: Stiftung Deutsche Kinemathek 1970, 
210 pp. (Deutsche Kinemathek. 19.).

Blanchard, Gérard: Images de la musique de cinéma.
Paris: Edilig 1984, 331 pp. (Collection Média-
thèque.).

Within the context of an examination into film music 
as a component equally crucial to the film as the 

images on the screen, musical borrowing is discussed 
with special attention paid to the musical cliché. The 
use and creation of musical clichés in film music deri-
ves first and foremost from the recontextualization of 
"classical" music in film. The musical cliché is analo-
gous to the literary. In some cases, the classifications 
and associations assigned to the musical cues of the si-
lent films derive from already established semiotic co-
des, but in most cases film composers were creating 
and re-creating cultural and psychological points of re-
ference in the ears and minds of the film spectators. In
the process of recognizing the real social importance 
of these musical clichés, their respective archetypes 
are uncovered. (DBO) 

Boller, Paul F., Jr.: The Sound of Silents. In: Ameri-
can Heritage 36,5, Aug.-Sept. 1985, pp. 98-107.

A discussion of silent film music and musical materi-
als developed for use in the accompaniment of films.

Bolte, Marie-Luise: Dessaus Filmkompositionen im 
Zeitraum 1928-1933. In: Paul Dessau. Von Ge-
schichte gezeichnet. Symposion Paul Dessau Ham-
burg 1994. Hrsg. v. Klaus Angermann. Hofheim: 
Wolke 1995, pp. 47-59.

1928 verläßt Paul Dessau nach unliebsamen Erfahrun-
gen den Opernbetrieb und widmet sich der Begleitung 
von Stummfilmen. Als Kapellmeister im Lichtspiel-
theater „Alhambra“ am Kurfürstendamm Berlin kom-
poniert er für sein 15 Mann starkes Orchester Musik 
zu Kurzfilmen, die sich durch frische Modernität aus-
zeichnet. In Sonderveranstaltungen, betitelt "Kammer-
musik und Filmmusik", präsentiert er diese Filme 
(Alice-Filme aus der Walt Disney-Werkstatt, Die 
Wunderuhr und Der verzauberte Wald von Ladislas 
Starewitch) zusammen mit konzertanten Werken an-
derer zeitgenössischer Komponisten und der Frühklas-
sik. Schon 1929 arbeitet Dessau für den Tonfilm, z. B.
mit dem Star-Tenor Richard Tauber und dem Regis-
seur Arnold Fanck. (Autor)

Bottomore, Stephen: An International Survey of 
Sound Effects. In: Film History 11,4, 1999, pp. 485-
498.

Bowers, Q. David: Nickelodeon theatres and their 
music. Vestal, N.Y.: Vestal Press 1986, xii, 212 pp.

Brand, Neil: Distant Trumpets: The Score to The 
Flag Lieutenant and Music of the British Silent Ci-
nema. In: Young and Innocent? The Cinema in Bri-
tain, 1896-1930. Ed. by Andrew Higson. Exeter: 
University of Exeter Press 2002, pp. 208-224.

On the musical accompaniment of Maurice Elvey‘s 
The Flag Lieutenant (1926).
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Brown, Julie: Audio-Visual Palimpsests: Resynchro-
nizing Silent Films with "Special" Music. In: The 
Oxford Handbook of Music in Film and Visual 
Media . Ed. by David Neumeyer. New York: Oxford
University Press 2012, pp. 583-610.

Brown, Julie / Davison, Annette (eds.): The Sounds 
of the Silents in Britain. New York [...]: Oxford Uni-
versity Press 2013, xv, 334 pp.

Explores the sonic dimension of film exhibition in 
Britain from the emergence of cinema to the introduc-
tion of synchronized sound. Written by experts on Bri-
tish silent film and film music, the chapters provide an
introduction to diverse aspects of early film sound: vo-
cal performance, from lecturing and reciting to voi-
cing the drama; music, from developments in accom-
panying techniques to the impact of legislation on 
musical practice overall; and performance in cinemas 
more generally, from dancing and singalong films to 
live stage prologues. The book also debunks some of 
the myths about the sonic dimension of film exhibiti-
on: it reveals that exhibition practices in London were 
arguably more sophisticated than those in New York 
before the onset of World War I, for instance, and that 
venue licensing decisions had a profound effect on 
whether music could even be performed with film in 
some theatres. Based on extensive archival research 
and musicological analysis, The Sounds of the Silents 
in Britain represents an important addition to early 
film and film music scholarship. (Editor)
Contents: Introduction: the sounds of the silents in bri-
tain / Julie Brown, Annette Davison. -- 1. Professional
lecturing in early british film shows / Joe Kember. -- 
2. "Now, where were we?" Ideal and actual early cine-
ma lecturing practices in Britain, Germany and the US
/ Judith Buchanan. -- 3. Eric Williams: SPeaking to 
pictures / Stephen Bottomore. --  4. Sounding Scottish:
Sound practices and silent cinema in Scotland / Trevor
Griffiths. -- 5. "Suitable music": Accompaniment 
practice in early London screen exhibition from R. W. 
Paul to the picture palaces / Ian Christie. -- 6. The art 
of not playing to pictures in British cinemas, 1906-
1914 / Jon Burrows. -- 7. "The efforts of the wretched 
pianist“: Learning to play to the pictures in Britain, 
1911-1913 / Andrew Higson. -- 8. The reception of 
British exhibition practices in The Moving Picture 
World, 1907-1914 / James Buhler. -- 9. Selsior dan-
cing films, 1912-1917 / Stephen Bottomore. -- 10. 
Song performance in the early sound shorts of British 
Pathé / Derek B. Scott. -- 11. Atmospheric film prolo-
gues and the British film trade papers, 1919-1926 / Ju-
lie Brown, Royal Holloway. -- 12. Animating the au-
dience: singalong films in Britain in the 1920S / Mal-
colm Cook. -- 13. Workers' rights and performing 
rights: cinema music and musicians prior to synchro-
nized sound / Annette Davison. 14. Sound at The Film
Society / John Riley. / 15. Edmund Meisel's "visual 

sound" in The Crimson Circle (1929): The case of the 
vanishing part-talkie / Fiona Ford.

Brown, Royal S.: Music and the Silent Film. In: Ci-
neaste 24,1, 1998, pp. 92ff.

Brownlow, Kevin.: The Silents Were Never Silent. 
In his: The Parade's Gone By. New York: Knopf 
1968, pp. 337-342.

German: Pioniere des Films. Vom Stummfilm bis Hol-
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of preexisting classical and light music would be crea-
ted and performed. The cinema musician encountered 
multiple problems in the attempt to follow cinematic 
projections and illustrate them by musical accompani-
ment. Success depended on the optimal correlation of 
general skills (intelligence, creativity, a developed 
emotional sensitivity, visual memory, and so on) and 
special musical skills with a deep knowledge of the 
musical repertoire. Film producers, understanding the 
damage that could be done to the audience's experi-
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extravagance of the singing voice but from its pointing
to the limits of vocal expression and to meaningless-
ness. Silent film if uniquely suited to revealing opera's
tendency to go beyond song, in its fascination with 
and anxiety about silence. In The phantom of the ope-
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Garland Press 1989, pp. 61-79 (Garland Reference 
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ster / Paul Fryer. -- Listening for Wagner in Fritz 
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Jonge, Jon de: Tune up the hoover! Cinema musi-
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cians, who had to adapt to successive inventions and 
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own or published cue-sheets. The repertoires of the 
pianist Eduard Binderup and the conductor Jacob 
Gade are described: classical as well as popular music,
few Danish works, and a small amount of original Da-
nish film music. The music's authenticity and interpre-
ting character are put into a theoretical framework.

Leutrat, Jean-Louis: Musiques des westerns à l'épo-
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[...]: Princeton University Press 2012, pp. 357-369 
(The Bard music festival.).

Saint-Saëns created one film score, for the French film
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of themes from Saint-Saëns's Carnaval des animaux 
in Days of Heaven (1978). Saint-Saëns figures pro-
minently in the 1995 film Babe, where the chorale 
from his Organ symphony is a central component of 
Nigel Westlake's score.

Marzal Felici, José J.: El sonido del cine mudo: Mú-
sica e integración narrativa en algunos filmes de 
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Zuerst u.d.T. Formprobleme in der Filmmusik bei der 
Ablösung des Stummfilms durch den Tonfilm als Diss. 
Marburg 1983.

Rügner, Ulrich: Musik zum Stummfilm - Historische
Originalversionen und neue Kompositionen. In: 
EPD Film 5, Juli 1988, pp. 2-4.
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which uses an arrangement of the original music by 
Richard Strauss, is one of the few documents of a ci-
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Discusses the general functions of film music, distin-
guishing the various categories, and emphasizing the 
importance of the musical accompaniment for silent 
film.

Schmidt, Hans-Christian: Liebe, Lust und Leid mit 
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The Kalem series of piano scores for silent films was 
discontinued in 1913, probably because it was not 
practical for the pianist to read the score and watch the
film at the same time. Specially-composed silent film 
scores became more common with the advent of the 
film orchestra, whose players had to read from parts 
and whose conductor was freer than the pianist to look
up from the score. There are dangers in reading too 
much into the use of a particular song in a silent film 
score. Sometimes the tune is used merely because of 
the associations of its title; sometimes the meaning for
an audience of 1914 would be different from the mea-
ning for an audience of today.
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Robert Wiene's film of Strauss's opera Der Rosenka-
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