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INTRODUCTION
D~ ‘
intended to dictate any specific method for playing motion pictures,

nor to enter into any discussion regarding the past or present methods
of synchronizing music to the sereen; but rather to stimulate a correct

method of thinking, formulating basu: ideas wherewith' the individual musician, by

studious application of his or her talent or. gemus ‘may be assured of success, equal
to the amount of effort apphed : -
It is ridiculous to assume that at.any t1me in the future, prescnbed musxcal

'accompanlment in every popular—prleed motion plcture theatre will be a fact ‘Such 3
a protedure would stifle competitive effort on the part of the mus1c1an entering this

' partlcularﬁelcl of endeavor, and without competition there can be no progress.

The motion picture has added a great commercial value to the art of music.
Great care is necessary, therefore, that commeretahsm does not. devour the art, .
mtroductlon into busmess of so—called efﬁc1ency experts whose methods are strlcﬂy
antagonistic to all that is really artistic. .

The problem of attaching the commercial value of the motion- plcture theatre

to the art of music, without the possible destruction of music as an art, can only
be -successfully and advantageously solved by two factors: - First, the- competitor;
second, the public, whose desires in the motlon-plcture theatre are paramount to

'_OWner manager or efficiency expert, wherever success is apparent

It is, therefore, the writer's wish to encourage competition, and not destroy
it /by suggesting dictatorial methods, always remembering that the many musical

COMPpOSErs, llvmg or dead, are in competltlon each and every tlme one of thelr

compositions is being rendered.
(1) To promote correct thinking, and the cultivation of picture musi€ intel-

ligence; (2) To provide “a means of intelligent understanding between theatre

manager and musician; (3) To stimulate the further development, of individual

talent and genius; (4) To promote intelligent and commendable competitive effort;

~_____(5) To make motion-picture music the most artistic as well as the most lucrative

branch of the musical profession; (6) To obtain the maximum result at minimum
cost: and, (7) to invite and deserve public approval, is the writer's fondest hope,
and to this end he dedicates this work. :

— BY THE AUTHOR. -

8IN presenting this Treatise and ‘“The Symphonic Color Guide,” . it is not ‘
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PERTINENT FACTS FOR EXHIBITORS AND
PHOTOPLAY THEATRE MANAGERS

=N developing “The Symphonic Color Guide,” it was intended to create
| a device whereby_j:he management, or those connected with the theatre
“who come in close contact with the patrons, could, without any musical
training or lengthy study of musical detail, become of invaluable assist-
ance to their music departments in furthermg' better and. doser musical
synchrony to screen action.

To criticize or condemn anythmg is no art, and unless crmcxsm mdudes a
remedy, it is destructive and not constructive. = -

The “LUZ” Symphonic Color Guide® places-the management in a posmorr
to_supply the - rerrredy andﬁl—_he mlsundemtanémgs and arcuments subsequent
to all criticism.

It is_further intended that the Symphomc Color Gmde should be a ey

" wherewith success in photoplaying would be assured to the capable and advanced
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musician m every community; regardless of the lack of what is. termed Show- o

manship.”’
With the aid of the Symphomc Color Guxde the management wﬂl find. it
an easy matter to make a good Showman: of the, capable musician.

In these days, the public resents so- “called improvisation, or faking, and the

cheap method of titular Mimicry in Musical Synchrony to photoplays all of which
is unnecessary when the Symphonic Color Guide is used.

Furthermore, the public of today expects Symphonic or Operatlc form in
Musical Synchrony to photoplay features, and modern photoplay direction requires
tl’llS same form of musical interpretation. :

To give a Symphonic or Operatic impression, the music score must have as
a basis, correct themes—er—metlfs,—pfoperly placed and-repeated; as is- essenh_al to the -

~ screen story, or as required to create proper atmosphere, emotions or moods.

~ This, at the present time, is a costly procedure, compelling the theatre
manager or musician to purchase, in duplicate, many compositions, or sacrifice the
better and correct synchrony. of

~~— — The Symphonic Color-Guide not—onl‘y_makes “the symphonic and epel:atlc

form of synchrony a fact, but it also makes unnecessary the purchase of any
composition in duplicate, at the same time reducing the cost of music in the

'score by one-half, and 'increasing the efficiency of the music score three hundred

per cent.

By giving slight attention to the following suggestions and instructions, the
Symphonic Color Guide will accomplish everything claimed for it, and more.

1. Read this entire book of instructions through slowly and carefully and
keep handy for ready reference.

2. Familiarize yourself with the different colors and the emotions, moods,
character or atmosphere they represent. =~ This'is simple as there is an easily remem-

“bered reason for every adopted color.

E




..colm' ciasmﬁcatzons as a mechum for creating a umversal plcture'

gence in your theatre, promoting the idea: of s'nchron to emotions, _ :
and note the wonderful results. .} iy > e

Don'’t let the entife responsibility rest w1ﬂ'1 your Musma] Director or
. , for they have great: responsibilities and any constructive help from the
ront of e e always appreciated. Their desire to please the patrons. and
their employer, should always be unquesT_oned s : :
9. Before passing a patron’s criticism on to your Musu‘. Department try -
o discern the cause and remedy by the aid: of the Symphomc Color Guide.- Then,

transmit it intelligently.

10. Promote the idea that everyone is WOrkmg for the entertainment and

' comfort of the patrons and that your observations "are for constructive reasons.

Continual censure, without occasional praise, accomplishes nothing.

> ~ 11. Proceed with the knowledge that two heads are better than one, when
- the required results are of mutual benefit to both. The Symphonic Color Guide
is a basis of understandmg, which readily promotes a fnendly and efficient

- “9\ ‘co-operation. —
B 12 JEfficiency: is the_ﬁrst J‘eqmsu:g:,_for that alone makes possible every
b {endeavor. Employ the best musicians in your commumt;.z,_hs:lp_them to clevelop a

; :i-:Color Gulde

This is not a dlscourse on Mot10n—P1cture Musm, but a concise treatise on

you have a right to expect, and how you can help to get it. -
The manufacturers are positive that the SYMPHONIC COLOR GUIDE

2 ——---w;ll-get you immediate results. Should you have any difficulty or encounter con-
- ditions not hereln explained, address,

MUSIC. BUYERS CORPORATION |
| 1520 Broadway, New Y ork City - : et

~ for the remedy, whibh_. will be given you, gratis.-

== — — T . = - "



CHAPTER I

i e , uo-_-mﬁ-..—;}u ' @ ; 1

' MOTION PICTURE SYNCHRONY S
WHAT IT MEANS, AND HOW' APPLIED

EGARDLESS of what you may ‘strive-to accompllsh you are Immedlately- .
3 confronted with three dominant factors: WHAT i zs to be accomphshed? _
HOW? and WITH -WHAT? b #
. Assuming that the Reader’s aim is to perfect—h;mself—er—herself in
: knowledge pertaining to Motion Picture Synchrony, and ‘that his or her
" ambition may be to musmally synchronize or successfu]ly play to, the photoplay )
screen, the question. “HOW?” immediately- preseénts itself. )
————h—_ﬁ_____:l" he answer is very 31mp1e Make an- mtelhgept and exhaustlve study, apper— w - Jr
tammﬁhe meaning of Musical bynchrony In'its practlcal adaptation - to motion- |
picture playing. : : 4% R j

Synchrony and Mimicry Are Not the Sa’mé g | , | ‘

: Getting quickly to the pomt “let us first make a distinction between Syn-
=0 chrony and Mimicry. { |
W ebster defines “SYNCH RONY” as “the concurrence of two or more events ab :

the same time:; “MIMICRY” as “a ludicrous imitation for 9port or ndzcufe, or, a close

= —external likeness” '
e { ; _ Here is your first and most important thought. You should never confuse :!
' them: They do not mean the same and never should be applied in like manner.

I - Playing to Motion=Rictures requires both Synchrony and Mimicry, but in
I ~ very unequal proportions. A fair and liberal ratio would be 90% Syfichrony and J
{ 10% Mimicry. 15
N  Let each and every reader take a mental inventory of his or her past 4
endeavors, or try to recollect the impression formed, while observing the efforts of !
others, and you will find that the foregoing ratio is often reversed. Therein lies -
|
—

all the difficulties encountered in Motion Picture Playing.
" ; To prove this, let us first diagnose the value of Mimicry i in Motlon Plcture

|
Playing.

i ~__ A “mimic” is an imitator, and is only privileged to add any original or -3
mdlwdual materzal when it ey please to burlesque. o # . i

NOTE: In this work, we use the noun “Synchrony,” instead of ‘‘SYNCHRONISM," to ‘establish’ a
~—— distinction when applying the term to what 15 each year [ hecommg _more of an art, namely Mus:ca.l
Synchrony to the Photo Play.




me exceptions, Burlesque illus-
chr on to P hoto Plays, are less than

g Peiazaseiadion the o - g ___l

-rony—that-xs-more injurious than helpful, s Sl

regardless of musical value.

d;a fan' example of titular value. You become '~ |

] ‘ore the Overture. Afterward you listen 5

. _voices, and if perchance you should get any of the [
nay b e it will be—I Love You! I Love You!! I Love e DL

e more—I| me You! ['Love You!!ll Love Youl!!l" . : |

: value is of no consequence in Opera, the most. highly

g '_rm of musical entertainment, how can we in our wildest dreams

ve in Motion Picture Synchrongt{by musical burlesque instead of sl
perfectly safe to advise that.no thought should be wasted on this i

, for it’ never should be resorted to’ unless positively suggested Gy

and layman ‘or musician’ can avmd c‘a)mg thls by applymg an ordmary - - J

e N _otmn Plcture tOWard perfectmn docs not ment such cheap musmal
m!_er_y (other than burlesgue) wl'ule its ratm of requirement is small, -

 In view of the fact that such Mnnlcry accompames definite screen sugges-
tion, it is made doubly important. :

This form of Mimicry includes dancing, smgmg, playmg of musical instru-
‘ments and the imitating of effects.
B The first three are very important, and tempo 1s as 1mportant as the music.
E 3 Theatre should have speedometers installed on all pl‘O]CCth‘ﬂ machines, for
only by their use is mtelhgent Mimicry | p0331b1e :

s . Eﬂects Need Intelllgent Thlnkmg e z _'__

hmtatlon effects are open to widely spread criticism. Many claim they have
= n the silent drama; others, that they—materially add to the realism of the
Screen. | =
e personaﬂy, agree with those who speak for realism, and | have e
: eﬁects to great advantage.
: HoWever, we are again confronted with the burlesque ev11 fnr_lmr- —
lesque does n no way ‘add to the realism of the screen.
- 3 -'rmg is pos:twe._ Effects when used must be correct.

Synchronize




MOTION PICTURE SYNCHRONY

? colhmen:‘*_auto accwlent collapse of bullchngs, etc., can also be used to add to the
realism of screen action. A slight suspense pause before a segue mto the next
numbeér should always follow the above effect. = ‘

| - ]

- L g _' Suspense Pauses Very Effective

mfglﬁ: suspense pause after unexpected interruptions when a composition
. ~ being played is abruptly stopped with .accenting effect, SImultaneously w1th screen
i . action, is permissible and effective.

o O With the above accomphshed Mlmlcry has no further purpose in Motmn ;

I Picture Synchrony. It is, therefore, perfectly safe to say that the ratio of ten-per

cent. exaggerates the value of Mimicry in Motion Picture Playing. . -

- The remaining ninety per cent. or more of the musical requlrements of the

o Motmn Picture is directly, counter. to. Mnmcry and for the want of a better or more
' . appropriate term, we call it Synchrony The 11tera1 definition, the happemng of :
~two or'mote events at the same time, is nothmg more than a ]ustxﬁcatlon for the - }
use of the term. > Lt |
; To add clarity to what 1s to fonow, 1t 1S necessary to ‘give the term !
Synchrony a similar yet somewhat d.lﬂ:erent deﬁmtlon when applled tomusicand - &
the Motwn Picture -1 I s == Saie Lok RSN

33

What Motion Picture ‘Sffnchfensf Real'ly‘Meané |

My definition would be “A4 concurrence of two or more events_at the -same
time, mtenszfymg or exciting the human senses by simultaneous receptwn through
eye and ear.

In the spoken drama, the eye defines the stage action; the ear, the dialogue.

- _In the Silent Drama, or Photoplay, the eye defines the screen action; the ear,
the music.
-. Music is the Photoplay’s substitute for dialogue or oratorlcal effort, where-
— it “to-intensify the action, and play upon the human senses:
: ~ Motion Picture Synchrony should cater to the three human senses: hearing,
seeing and feeling, in concurrence with screen story or action, making more intel- 3
ligible that which is portrayed, by creating the proper atmosphere, mood or emotion '
necessary to the better enjoyment of the entertainment>
I quote from the ritual of wise men the followmg sustaining facts:
- “Music is that_science-which-affects the -passions by sound. There are few
. who have not felt its charms, and acknowledged its expressions to' be intelligible to
~— —— —the heart.—1It is a language of delightful sensations, far more eloquent than words; it .
breathes to the ear the clearest intimations; it touches and gently agitates the agreeable
' _ and sublime passions; it wraps us in melancholy, and elevates us in joy; it dissolves
and inflames and excites n?lt%:ﬂ‘(:; y
Synchrony, therefore, has a greater 51gn1ﬁcance than the setting of music _
to the picture, for the purpose of- rehevmg the monotony of silence. g
4 Excellent 'rendition of music, avoiding all annoying or chsconcertmg inter-
C pretation, is but one factor of the many that present themselves in Musical Syn-
———chrony to: the- Metlon Picture. - ;




&

ion, Pwt:ureSynchrony :
1€ lesser factor “Mimicry,” Motion chture Synchmny is the art
timed and placed concurrent to screen story or action, so as to
-sr,multaneously the three human senses, Seemg, H earmg and

_ nd agwate the emonons, wherewzth to agreeably entertam and malke
loquent the screen’s endeavor.
We, therefore, find. three cq;ptenflfng factors to deal" it Atmosphere,
Moeds Za : d Emotmns ' : . .

ERSCR

Atmusphere Illustratlons \{ery Important

3'*." .s‘pkere"“zs that mfluence, either mental or, moral, exerr,ed upon a. person

e_nvrramﬁent Should the environment be_Onental,»LTroplcal African or Indian,

al music.immediately becomes the dominant factor. Should mental or moral

exultation or remorse be dominant in the screen story, that atmesphere becomes

paramount and should be maintained. - : & e
Musmal ‘atmosphere, as -called for in Motxon Picture Synchronye, does—notﬂ

necessarily illustrate anything, but develops a background whereupon we describe
‘the mood, emotion or the dramatic. Not unlike the reading of a good book, or the
- transferring of a thought to canvas in colorsay- - :
- - The writer first transports the reader to a scene, surrounds it W1th a certain
‘environment, enhances it with ethereal description and placing his characters

" against this background, develops certain moods and emotions by dzalogue

‘The artist tells his story in similar manner.
Motion Picture Synchrony is then, furthermore, tl%e art of telling the screen
- story with music, and right at this point we ericounter our greatest difficulty. -

MOthIl Plcture Music Must Tell the Story

Recently, after vxewmg an elaborate Photoplay presentation, and hstenmg
to an excellent orchestra and good music, | asked a friend who was a member of
“the party, “How did you like the music?”” The answer was, ‘Very beautiful, but
it did not seem to tell a story.” -My friend was a music lover, had no musical
ability—or training, and spoke as one in search of entertaihment, nothing more.

It appears that those who can enjoy reading fiction and who derive agree-
able and delightful sensations therefrom, are better fitted to’ succeed in. Motion

‘Picture Synchrony.

Regardless of anythmg that may be said to the contrary, readmg fiction with

- musical synchrony in mind, is a truly mtellectua] diversmn and will improve the -

Motmn Picture Player
‘Having established atmospherical value and the necessity of synchronous_
sical portrayal, the application of musical illustrations depicting moods and emo-

tions ’becomes less difficult.



e __ —MOTION PIGTURE SYNCHRONY

- Mood Illustrations Help the Story
" . Mood is a certain manner or condition of mind which has @ dominating
influence. In applymg it to Motion Picture Playmg, we should think of mood as
that ‘which is of pensive character. While it is quite true that a dlsplay of temper -
“and an agitated condition of the mind may be considered a mood, it is better to
avoid such an interpretation in Motmn Plcture Playing, such condition of mind
o being better illustrated by the term “Emotion.” _ J
I ———— For the purpose of avoiding confusion and conﬂict between the terms
- “Mood” and “Emotion,” it is best to confine the term ‘“Mood’ to a pensive,
gloomy, sad, jovial or hilatious condition of mind, entirely avoiding the dramatic .
or more agitated. Mood interpretations, therefore, should be slightly more serious
_in-intent than the atmospherical. Yet both of these-modes of Synchrony are what
_is at the present time commonly called descriptive or neutral playing. |
By cultivating an understanding of the -atmospherical. and mood require- e
 ments, we immediately alleviate the present vogue of playing any musical compo-
sition, good, bad er indifferent, -at such poirts in, the picture, which we have
hitherto thought of only as descriptive or:neutral, conﬁnmg ourselves only to the -
definite suggestions of the screen for our synchronous effort. Every foot of the
Photoplay from the opening title to the last fade-out deserves intelligent synchrony,
| for only by such synchrony can a-story be-told and'; proper: cenhnmty*mahitame ‘
&—— . It is an admitted fact that when the Photoplay is faulty in its continuity and dram- =
atic sequence, it is a ‘poor picture. Why should not the same apply to the music
synchronized to the picture? ~ s '

Lo Y W

L

Mood Illustrations Induce Mental Recept*io',:n'-

In musically illustrating moods, we should remember that such illustrations
are intended to place the hearers in a more receptive state of mind, wheremth___————
_to better en __m_}gth&seﬂsa{wns—or—emﬁt_ons about to be described®upon the screen. - !

The music selected for illustrating moods should be of flexible character, '
{ and lend itself easily for interpretative purposes. The compositions illustrating
’ ¥ = atmosphere and moods should be melodious and interesting as they form the back-

ground for your Musical Program, against which you contrast the em&tlonal and
_dramatic.

Musical Contrast Very Important e

Contrast is life itself, and without contrast there can be no super-attainments
in any of the known arts. Therefore, contrast is very essential in picture playing,
if your musical program is to be interesting and entertalmng as well as illustrative. 1
' ‘In the foregoing, the ratio of accomplishment is fairly estimated at fifty
per cent., namely, ten per cent. or less allotted to Mimicry; fifteen per cent. to the j
Atmosphencal and twenty-five per cent. to Moods. The remaining fifty per cent.
= > is allotted to the Emotional, under which heading we muswally illustrate the melo-
dra_mg_tlc,_g_lrarpa!:lc, agitation or incidents that forc1b1y excite the imagination.




. playing under this headmg is that it has
of_plcture players resort to methods

of ;progress =
is very 1mportant Therefore, many com-
| suggestion, allow ‘themselves to be played in
at the Emotlon, as well as the Mood can ‘be ‘

ese two. lllustratlons ﬂxe thoughfful musician Wlll always be...
select a well-known composmon, and musxcally destroy it beyond » |

n all worth: 1_le Mthon Pictures, EMOTIONS PASSIONS’ and EXCI Jef =
( @', TIIC) OF MIND are clearly defined. Imagination and a certain . . l
- of i “intelligence is all that is necessary to correctly locate what is |
ial. Confine yourself to the rules herein given to the terms, and Al

‘have i dlfﬁculty to properly give the correct musical illustration.
b to thls pomt, Motion Picture Synchrony has conﬁned 1tse1f more exclu-

T F

- Comedies Need Different Tregtment U

form of comedy, Burlesque and Mimicry play a more important part.
gently burlesque or mimic without resorting entirely to the titular bur- -
is essentlal that the Motion Picture Player be familiar with Motion Picture
1y as e set forth. When this is accomplished and interesting musical
obtained, it remains only neCessar?"t’cTT:]IverTyour synchrony from

o the hghter or more frivolous illustrations. X

Muswal Treatment for Scenics

'f ty j:o play anythmg in music is erroneous.
oms can be maintained in playing to Scemcs, ‘and more :
1s can be rendered but the need for Synchrony is decidedly

should miss this opportumty for creatmg proper musmal
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ON PIOTURE SYNGHR@NY

The, We a NeWs or>Current Events combines ancry and Atmos here,
a eidom m]'ected spot for a mood illustration. - The musician who ha’sf- -
! somé‘ﬁers‘ﬁl prlde, and fears the criticism of his audience, finds little difficulty in
~ placing correct music to his weekly. The obstacle encountered in playmg the
weekly as it should be played is the lack of‘bpportumty to view it in advance,j
and make a proper music plot. Some day, in the near future, we hope, producers
distributing Weeklies, News and Current Events may see fit to so edit and cut these
 subjects, that they will easily lend themselves to Musical Synchrony.
Knowing that these subjects.are dehvered to the theatre at the last minute, the
= ‘producer should issue-a definite musical analysis with every release A 31mple mat— s
ter that will cost little or next fo nothing. =~
el gy ~ Having covered the field of Motion Picture’ Synchrony with a view of glvmg
' -+ you the basis of thcught whereupon you can build results as high as the heavens,
v - ~we would still lack in accomplishment if we. did not forcnbiy m1press upon you the
| Mg paramc\}.mt value of CONTRA?T '_ S ; : ;

~ _ >

e

Muswal Contrast an Art in Pwture Playlng

CONI RA.')I IS iﬂﬂ.?RT*OF—"PLACING TWO- OR MORE SUBJECTS OR 1%
OBJECTS IN SUCH A WAY. AS TO SHOW DIFFERENCES. :
However careful and positive you may be when you select the musu:al num-

bers to illustrate Burlesque, Mimicry, Atmosphere, Mood or Emotion, if you have
not kept the necessity of contrast paramount in your mind, -your program will be |
uninteresting, its continued likeness will be monotonous, and it will be difficult s _i
|

i

R ————

for you to convince anyone that you have resorted to Motmn Plcture Synchrony
when preparing your musical program. -

- Contrast, therefore, is very important, and requires your continued thought

| Lot and endeavor, for without it, you accomplish little or nothing of audience value. "#

: = : ' _ _ﬁ—_——_____————;—:_ BRSSP e
( ' Relative Keys Not So Important o q

’ L U [n Motion Picture Synchrony we are also confronted with the subject of

relative keys in seguing from one number to another. Many claim that this is

“highly essential. After years of careful study, | find but two thoughts which

[ are worthy of consideration and seem to be important. Neither of these are so

___important that fixed rules need apply. - ' ;

~ Thought No. |—When an Eprsudeerﬁequence in a picture reqmres tWO O

| more different cempositions to properly illustrate them, compositions i relative

| - keys or numbers that may be segued to or from without a dissonant or discordant
= change, are:best. Dissonant or discordant effects are likely to divert the attention
* of the audience and that is not desired. Therefore, such a segue should be avoided.
' Thought No. 2—When there is a jarring interruption of action on the
screen, a deliberate change in locale, or an episode requiting a new trend of

S e : thought the chssonant or chscorclant seglie is not bad, and it is a debatable question




e greatest ease:’

“THE SYMPHONIC |

. MUSIC FOR- MOTION PICTURE rl;l-llilzﬂthRE'. :
"‘CL.ASSIFYING /A MOTION . PICTURE. MUSIC

* equips you with all that i is necessary to get-positive and.

TRUCTIONS AND SUGGESTIONS TO ORGANISTS ¢ ]

A 'LEADERS” for convenient and efficient uses of ' the
R GUIDE are of great practical value.

-




TR MOTION PICTURE SYNCHRONY

S CHAPTER I

THE SYMPHONIC COLOR GUIDE

=T OR years the writer has utlllzed a method of abbreviated terms anﬂ char--
“acters somewhat similar to stenography, to designate the requu‘ed
il atmosphere, mood or emotion while viewing pictures, with great success.
‘It was a difficult method to transmit intelligently to others, and was
entirely too flexible to be of universal value to all. = - : : =
: After an extensive research and a condensing of. the facts mvoivecl it soon -
became apparent that there were not nearly as mang essenﬁ&l‘fabtms—as—one WD‘[.‘[I‘d
imagine on first thought. . .-
To Mimic and Burlesque requires no musical research for these :reql.ure-
ments are definite and cannot readily be confused. :
Atmospherical suggesuensere also- deﬁmte,_and_unless _Eummd or .emotion
b 1S added little difficulty is expérienced in placmo* such compositions by the thought—
ful musician. o
= To properly illustrate moods and emotlons requires an imagination and an
intelligent research and analysis of all comp051t10ns which are prospective additions :
to the repertoire. = R s ‘

b

[P

s

Impossible to Remember Picture Value of Enti‘ré- Library

\ It is sheer foolhardiness to hope that one may indefinitely remember an

- analysis of a composition, so as to be able to properly place it at will, and in the

: short space ‘of time usually allowed. Consequently, the Motion Picture Player

{ cultivates a too flexible and haphazard conception of his repertoire, is uncertain in

] 7 placing numbers, eventually becoming discouraged through lack of results, believing

it cannot be done, and_the art of motion picture playing loses a stucknt and the
profession at large an earnest worker.

. This rgndltmn is easily overcome, for it is only encountered in mood and

" emotional illustrations.

“There Are Only a Few Different Moods or Emotions

Have you ever stopped to think how few moods and emotions there really

are? . 5 t :

Think as hard as you will and you cannot define more than six, that differ
sufficiently to be worthy of mention. There are different degrees of every mood
and emotion, which define the condition of mmd but the thought mvolved remains
the same. : _ =



bod and emotion obstacles to a matter of six,

ed, ;and in presentm_g at this point the
, convinced that it will solve every
e to 'more 1mpresswe ‘results in Motion Plcture-

—

e ‘Dair‘Blue,‘ M—%n, Yellow, Black, Brown, Purple, Orange,
' Gmy, Light Blue a.nd Ltght Green. iy

RED being the co color ut!versaﬂy Tl to demgnate danger, ‘that color in
YMPHONIC COLOR GUIDE serves a simi'ar purpose, illustrating
raracter or Villain, the Mystical, the Ominous, that which is of threat-

on the screen, which wxeld an influence of evil or: threaten danger.

r_ll - color scheme.
“heg P !In iEhe CINUZ” SYMPHONIC COL.OR GUIDE. it is adopted to lﬂustrate

lodious in music, unharmed by the dramatic, or.other mterpolatlons that
might mar its s;mphc;ty or make it less effective as a melody :

. We call it the LOVE THEME. = °
~ When using as a Motif, or Theme, it should accompany actlon or characters,
cting a love as pure as its emblem, WHITE.

Ma]or Keys. are preferable for musical illustrations under this heading.

» == nd is, therefore, associated wi ~the more tense emotions: —
i in The * SYMPHONIC COLOR GUIDE. Under tl‘ns head-
cal illustrations, 'tendmg to intensify the dramatic value of the plot or
action, depict temper, agitation, tumult, hurried suspense and simfilar agltated
ns, are classified. -

In classifying music under thls headmg, separate the Symphonic from the

aracter (Other than the Agitato), or that which forebodes evil or danger. -
/hen using as a Motif, or Theme, it should accentuate action..or characters

ﬁ RK BLUE is the primary color necessary to all intensive color

Meié—.ramatlc. = -

__ff_mhed numbers do not illustrate that which their titles or sub-titles imply. A

y thought out, for they are all helped by interpretation when playing.
~ When propeﬂy classified and placed, many may be used effectlvely as

--umber is not always good as a storm agitato. Many so-called hurries

o class;ﬁcatmn of theee numbers can be as good as your own, when intel-

o) Tl'ns character of music requires great care In its claSSIﬁcatlon, as_many .

& f 3 .~ 2. WHITE has in all ages been the emblem of purity- and love. .'Having ikt ;
" no color value, its SImpllmty and -adaptability for contrast makes it- uaiuable to. any
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- At "_MOTION“‘PTOTURE SYNGHRONY i @

¢ 4, DAR_K' GREEN has always been associated with envy or ]ealousy by;
great poets and authors, for which reason it is adopted in The “LUZ" SYM-
PHONIC COLOR GUIDE to illustrate ' moods or emotions common to' envy or,

. jealousy.
~ Under.this color should be classified the seductwe, or vampire illustrations,
the depressive or oppressive, and Motifs or Themes which are counter to the Love
Theme, WHITE. Melodies of the Tropics, which are more or less sensuous in
their musical appeal, should also be classified here.

" Minor Keys are preferable for musical illustrations under this heading, thus
obtammg a definite contrast to the Love Theme or WHITE. You will find excep-

tions to this rule in your research for comp031t1ons of seductlve intent' among the

melodles of the tropics.

, 5.- -YELLOW, one of the pnmary -colors; is used intallicolor schemes to
lessen the intensity of the two other primary: colors, DARK BLUE and RED, thereby
_ acting as a relief and making possible the many varled 'shades of the primary colors
. SO beautlfully illustrated by the rainbow.

In The “LUZ" SYMPHONIC COLOR GUIDE YELL()W prowdes the'_

musical relief or transformatmn numbers.

Manysa beautiful compomtlon has been wasted in Photo Playmg, to provlde .

a short link to connect two or more of the Motifs or Themes.

A careful research will prove that many comp051t1ons have no more than
16 or 24 bars adaptable to Photo Playing, which are invaluable as relief numbers or
_connecting links for Motifs or Themes. . Their use ‘as YELLOW Motifs, or Themes,
saves the 1onger compomtions for descriptwe or neutral perlods requ1r1ng more
music.
The motif under this heading may be either frivolous or serious, dependmg
¢ entlrely upon the Photo Play. When the story is intensely dramatic, the frivolous
is the better, if possible to place correctly. Should the picture plot be of light or
* humorous character, the serious often affords the better relief.

*
!
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It is 1mportant that YELLOW Motifs can_he_easd%segaed—%e-or‘ﬁ‘_///_l_é:

| { ' 6.- BLACK and its color significance is so well known throughout the

world that further definition is superfluous. In The “LUZ’’ SYMPHONIC COLOR

GUIDE we adopt it to illustrate sorrow, the plaintive, funeral march§ dlrge, or
other theme or Motif suggesting death or the hereafter.

When spoken of, relative to the nocturnal, night or darkness, it also suggests

the ominous, for which reason it is used as an alternate color for RED.

7. BROWN or SEPIA is associated with the Pastorale, and. is i:hat color, in
contrast to which all the elements of nature, with all its color beauty, assume their

true character, surrounding us with an atmosphere of reality, making a suitable back- -

ground for depicting life, be it horticultural, botamcal animal or human, in all its
gayety and glory
In The “LUZ" SYMPHONIC COLOR GUIDE we classify under BROWN

all characteristic compositions of unmistakable suggestion, such as rural nautlcal _'

folk dances or songs, and typical life illustrations.

. ~

__:4
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S1 an dye of purple hue, has ever been the
ings and other dignitaries. Its association with :

I known. We, therefore, adopt it in The “LUZ"" I

' accentuate the Regal or ANCIENT atmosphere ~

jon. - Composmons under this heading have been ' |
' '.';_rs of every -required character, ‘mood or emotmn e

Q/

Musm I..lbrary to Colors S, ‘ LR

lxs a color extenswely used by natwes of the erent and
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: ; ackground typlcauy Urlental or Monggolxan,

eon to descnbe the necessary moods or emotions suggested on the 'screen: =~ - . - I

Compositions typically illustrative, are extenswe}y published, defining ‘every f
sod or emotion, therefore this color designates atmosphere, easily enhanced by

the addition of the necessary moods or emotions.

e For proper classification, see:—Classifying a MOthI]. P1cture Musm lerary
- to Colors

N L f o 10 GRAY. is that color in The “LUZ" SYMPHONIC COLOR GUIDE

that i 1s known as an. alternate color. It is given no deﬁmte clasmﬁcatlon and can < -

to. duplicate ‘anyof the previous moods or colors, when required by the

T screen actmn or story.

4 out giving to the player, a color for the development of his or her genius and
= e originality, —— — — ——— = i

'  ,  The Artof Photo Piaymg, still in its infancy, must be glven a wide latltude
AR {ior the develepment of new genius, and as the Photo Play Theatre is ever offering |
. new opportunities for originality and individuality in Photo Play Musical Syn- - |
B - c y, The "LUZ” SYMPHONIC COLOR GUIDE would not be mmplete E
Pt |

Gray Is, Therefore, the Player s Color

When using GRAY as an alternate color, it is more appropnately used as - |
an alternatlve for WHITE, when more than one Love Theme or melodious composi- — - -

tion is s repeated throughout score. <

1. LIGHT BLUE is adopted as an altemate color to DARK BLUE, whose
llustrative requirements are so extensive and varied, that it often will need an
color. When using the alternate color the heavy illustration should be
"t‘he hghter illustration, LIGHT BLUE. : gyigale L N gl

-







__'TI. N P}CTURES

t}xe cueing of music to motmn _plctures,_ differ as does
rht, and we wonder why there should be such a dlﬁ:erence

G MUSiC TQ MOTION. PICTURES (usmg the phrase

e reason.. R ¢

. e dtﬁerences in opmlon—relattve to: what mttmt‘ﬁl—om— i
yed at certain pomts during the picture, and nghtfully so, but |
| | be no difference in’ opinion relatxve to. the 111ustrat1ve value of the
'comPOSthon played " e R e 2z

3p JVAT SRTEL s . =
= te = %

— == O &

Cuemg -Musm to Motlon Plctures All Wrong it L

ng music to motion pmtures is notiat all practxcal and | doubt very

' much that it is at all possxble

It would indeed require a colossal mentality to think of the -proper com-
“to fit each scene, situation, episode or sequenee in the time allotted for
‘the plcture on the screen while viewing it, not unmindful of the fact
y to have at your command several numbers. for every require-
. to avoid repetition, or the continual use of the same numbers.
" ramn—of—the—fﬁregomg,—wﬂl—readﬂy—cmwntvanyone —that

I ¢ Atmosphere, Moods and Emoﬁoﬁs_Mﬁ'e*ImPo‘!tﬁnt |

Cue your pictures to the atmosphere, mood or emotional requirements by

| of the Symphonic Color Guide, and then, at your lexsure, set them to o
ing the required Atmosphere, Mood or Emotion, is the only proper —
E Mo on Pictures, and a sure road to success. _ 4.
g ¢ to Motion Pictures is mlslcadmg, for what really should be

c' Plot, Analysxs or Dlagnosw, in accordance with Motlon:r

Vhen applying this method, any number of varied muslca-l. programs may
“synchronously to one and the same picture, every one of them




: numerous themes, it is also applicable to the scoring of the entire picture.

~ the term contrast, we do not mean contrast in tempo musical form or style alone,

MOTION PICTURE SYNGHRONY

Colors Simp'iify Cueing of Motion Pictures

- While the Symphonie Color Guide is pnmanly intended to make possnble
the repetlflon of two or more numbers in the same music score, without purchasing
duplicate copies, thereby affording the musician a greater latitude for the placing of

~ Not unmindful of the different degrees of seriousness possible in every illus-
 tration desired, particularly true in atmosphere and mood illustrations, we adhere
to our color scheme and designate the different degrees required, by adding to the |

_ selected color the terms—Light, Medium or Dark.

'Cont’rast Very Ifﬁportant'

“The degree of seriousness is dependent upon the contrast desired. In using

TR

but rather contrastin illustrative value. - Contrast in key is also important, whether
you are placing numbers in relative or dissonant keys. , :

- There is nothmg so monotonous in motion picture rnusn:al programs as a
continued playing in the same key. Relative keys are not necessarily the same

—key.—C-G-Bflat or A flat-are relative keys-to E flat and may be segued to or from, - |

- without modulation or musical ‘preparation, and theit. use adds to the musncal value
of your program. :

When makmg a music plot to a motion plcture analyzmg the picture
according to its atmospherical, mood or emotional- value, the necessity of contrast
should ever be before you, for your program cannot be vaned and mterestmg unless
your analysis or plot shows contrast. -

Contrast should be extreme when the mood or emotlonal changes are
extreme, and exaggerated illustrations under such conditions are more intelligible
and pleasing. :

To obtain contrast in pictures of lighter tendency, such as comedies,
comedy~dramas etc., a greater imagination, and decidedly more care is required.
As explained in the musical analysis of the color YELLOW, musical contrast in
lighter pictures should be exaggerated at the serious points, and in the more serious
pictures, exaggerated at the more frivolous points. v

When familiar with the definition of colors, keeping ever in mind the value 4
of contrast, you will soon cultivate a basis of thought and imagination, where- l‘
upon you will build original endeavor that will surprise and gratify you. =

To get the best results, it is necessary to first view a picture in a quiet pro-
jection room, undisturbed, making only mental notes or memorandums of the
atmospherical requirements, the different themes or motifs that are suggested, and

. the degree of illustrative intensity required.

|

|

- Pre-Viewing Pictures a Necessary Factor : < Jl
-4




e pu:ture should be revlewed with the compo-
111__ find. the settmg of a music score. to Motion

be l'-.he.- natural consequence.
greatly augmented by interpretation; therefore, when—

0 tnnlty for pre-views, and are compelle& to-resort to cue sheets,
roducers gratuitously, for results; but there is nothing contained
MPHONIC COLOR GUIDE, that cannot. be -understood by the

rs of cue sheets, and the pla.yers needs should be their paramount

! liti ‘Wlll" be reﬂected mn forthcormng cue, sheets.

‘When reviewing pictures, after COI’D:pOSltlDl‘.lS wherewith. to . 1llustrate the
fhemes have been selected, always remember that they may ancl should be repeated
~as eften as they are legltlmately requlred : .

‘ : nnn’t Ahuse_the Symphomc Color Guxde by Over-Use

. ] Remember at the same time, that to repeat themes or motifs at improper
B times, just to save a number, gives your themes that much less illustrative value
_ w*hen n required. - This habit should never be resorted to. ;
i The color analysis is intended to designate compositions of exceptlonal
" _ musical and illustrative value, that lend themselves readlly for theme use in an
. entertaining and intelligible manner, therefore, when cueing pictures, the themes
d alone be designated by colors, while the other necessary numbers should be
gnated by the desired color, addmg the word mood or description.

~ ally developing new possibilities, that any method of Motion Picture Synchrony
' { 'ﬁfﬁst—make provision for deviation from the fixed rules, or general usages:

There are occasions when two or more illustrations or themes of the Ilke

atmosphere, mood or emotion, are called for in the musical setting towthe same

- picture, for which reason, the Symphonic Color Guide has adopted the alternated

colors
_ U‘S‘iﬁg ~Alternate Colors———

RED has one alternate color, as it is extensively used, and is subject to
different degrees of seriousness. The most serious illustration (dark) is designated
by its alternate color, BLACK. The medium illustration by RED.

WHITE, the Love Theme, has as its alternate color, GRAY, which is also

= j:he Players Color, and will alternate any color at the players’ will. When using

11 1 N

every reason to believe that the Symphonic. Color ‘Guide’s bene- -

The Motion Picture is so extensive m its musical requirements and continu-

Y as an alternate to WHITE, the more serious illustration should be desrg--

T

1 '-motlfs and themes, also d&scnptlve_numbers ﬂhlstratlng e |



_\."'—

el GREEN is counter to WHITE and minor keys should predommate LIGHT
GREEN is the

1llustratlon —

placing of four love themes, two pure and true,. and two, 11]1c1t throughout the .

picture. To date, more have not been required in any picture.

DARK BLUE has as an alternate color LIGHT BLUE, which should at all
times designate the less serious illustration.

YELLOW should always designate melodlous numbers in major keys, and
as it is the color that affords our musical rehef , it automatically becomes an alternate

_color for every other color illustration. -

BLACK being an alternate color for RED; RED is l:kew:se an alternate

{ color for BLACK.

BROWN, PURPLE and ORANGE are the colors adopted for atmospherical

1‘{Ustrat10ns and as every mood and emotion is described in. different. compositions -

under this classification, every color designating a mood or emotlon automatxca“y
becomes an alternate color. _ _ - Ay . e ) e

e

Usmg Color Cards and Cloth Tabs

Musicians 'setting & misic scorel fromial el sheet or after"reviewmg" the

picture, placing proper color tabs on their selected themés or composntlons repeated
in the score, should remember the followmg -

Never place two or more single color cards (5 15 x 81/4) in score to imme-
diately follow each other. They are easily disarranged and will cause trouble:
When two or more themes follow in direct sequence, use the Sequence Card

(814 x 11) inserting into the cl1e—cut slots the small color strips in accordance with

the sequence desired.: (See Figs. Z93%)

There are two sequence cards provxded one with ten slots, making possible
a sequence of five, and'one with fourteen slots, making possible a sequence of
seven.
: When more than seven themes or repeated compositions immediately follow
{aach other in score, do not use two five sequence cards, or two seven sequence cards
in succession without numbering them one, two, three, etc.

Do not use a seven sequence card when a five sequence card will suffice.

Do not make too much use of the Symphonic Color Guide, by promiscu-
ously and unnecessarily repeating numbers, only because by its use, it happens to
be an easy matter to do so, for such a procedure is ‘decidedly uninteresting to the
~ player, tiresome to the audience, and will destroy the effectiveness of those numbers
or themes which are of necessity repeated.

Use the Symphonic Color-Guide to develop-your genius and stimulate your

individuality, and under no circumstances allow it to make of you a mental laggard.

It’s purpose is to promote progress, right thinking, and encourage the user to
greater endeavor, imbued with the idea that the Symphonic Coior Guide will
remove every obstacle, and supply all necessary help.

alternate color and should 111ustrate the 1ess senous theme or troplcal =

1
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EWo very 1mportant réasons for gwmg more careful attentlcm
toire of Motion Picture Music.

because audiences are every day becoming more dlssatlsﬁed
'Improwsatmn faking and extemporaneous picture. playing,
hesltate to vmce their dlsa proval The installation of large
by theatre oWners and exhlbxtors proves that

J

o) lang as they allow the mUSlcxan to work extemporaneously and
rovisation or faking.

.Mﬂfill’ﬁﬂumpmdueermuy atiachve to'the:
ed and « capabie workers in eyery necessary branch of the industry, and
ﬂ'le Motlon Picture has advanced and prospered with tremendous
_"erefore goes without saying, that the musical opportunity afforded by

Mo 1@_ 'P1cture will become ]ust as attractive to the renowned and capable

erly seIected Repertmre of Motion Plcture Music, clasmﬁe‘d—by—t‘h
mphonic Color Guide, studied and rendered by capable musicians,

in_every MotionPicture Theatre, the world’'s most capable

very high class and proﬁcnent orchestras and organists in Motion
eatres today, but the percentage is entirely too small for such a large and
g industry. »

e,atre Owner Exhlbltor and Musician, should reallze that his or thelr

care and*attentlon to tEls branch of Motlon chture Music.

B

Not Necessary to be anﬁExtravagant Buyer of Musw

e extravagant buymg of music soon resolves itself into a large repertoire
ut -hatl does not. necessanly mean that you, have accumulated a large

o plctures ]ust because they have it and can play it, regard—
: requisites, has cost many good musicians their positions’

> eradicate the faker, or extemporaneous Elayer ‘and be the first

=



Plcture Musm
oyt = Do not allow yourself to be u@uenced by the tltle of a number,, ;-when
i addmg musu: to YQur repertou'e : -

__,___.__t g i . = * ,. ‘. ‘;

L L —rals L o= 2y - -
Tltles Usually Meamngless i, T T e }"'L'

: B Many a tltle is given to. modern composxtlons for the se]llng pOSSlbl]ltleS of

. the “title alone, and the composer ‘has had no veice in its selectmn. ; e :

to musically illustrate that which the title 1mphed or tell a story with | music, mﬂ{mg .
the title their subject- tter; but this seems to be a strictly commercm] age, and o
one hardly expects the same sincerity of purpose. g
The success of Motion Picture Synchrony, the’ Symphomc Color Gmde, and
~ the Cueing of Motion Pictures, is subordinate to the study and effort. you give to
} the accumulation of a Repertoire of Motion Picture Music.
A Repertoire of Motion Picture Music does not necessanly have to be the
. largest library obtainable, but it should be one hundred per cent. efficient for picture

| ' ‘ playmg

=~ == " lln composition ﬁy the old masters, you will find that they have endeavored

If a composition “does not allow itself to be readily classmecl and placea
accordmg to the colors and the rules prescnbed in the Symphomc Color Gmde, At

_ E‘nas no place in Motion Picture Synchrony 3
‘ No better advice could be given to any ambitious or prospective miotion
picture musician, than telling him or her, to first get rid of all the useless music 3
they have, and then to select and accumulate a repertoire of Motmn P;ctuﬂMusnc

- of illustrative value. - ‘__4,-_ :
= Topamnta sur%ace—beautlfully, ﬁrst wash it.- If you want a good foundatmn

~dig to rock bottom. = = =

A) You will not succeed until you reahze that Reperton‘e is the most mapar-
tant factor contributing to your success.

First ascertain that which you need, then select it carefully and ]udmmusly.

= J I8

-

|
+ E He31tate and think: Haste has many disadvantages.

e o e




 CATALOGING MUSIC FOR MOTION PICTURE _
==  FHFEATRE LIBRARIES. .- - = —— = —

next step in perfectlng yourself for Motion Plcture Playmg, is-to so
nge your Repertoire of Motion Picture Music, that you may. readily
; edly refer to any composmﬂm 'mth the. assuranee “that after

The followmg is a su'nple ancl hIghly eﬁiaent c1a331ﬁcat10n for Cataloamg R
" Music for Motion Picture Theatre Libraries. 5 |

This method properly places all compositions in numeneal ar-ld alphabetical |
sequen.ce, according to their illustrative value for Motion Picture Synchrony.

, Every Picture Theatre Musician should supervise and prove his repertoire
ification according to the Symphonic Color Guide, always remembering that
a ?.-'lustratlon of moods and emotlcms, are always subservient to musical

;er ‘be satisfied until you havelacorrect Motion Picture Music classifica-
ery eomposmon in your repertcnre When this is impossible without a
Jimagination, put the composition to one side and forget it.
. : Tlns classxﬁcatxon provides a place for every number you have. The
—redeeming-fea : 9) icture playing are relegated _
te a place where you seldomly are requu'ed to look for any composition. ; |
- - Necessary changes from one classification to another are not difficult. Often |
R0 accempflshea by adding a letter to your numerical classification. O N
. You wﬂl soon realize whlch classifications in your hbrary are the more
essential to picture playing. Also which classifications require additions to avoid
undue repe‘tltlon It automatically tells you what to buy for your repertoire, saves -~
you time in research work and money, and makes your repertoire one hundred
per cent. efficient. —

Using pr oper tools at proper times makes the efficient workman. The Music

ici Tools

(
it




- you will have attained more beneficial picture music knowledge than could have

MOTION PIGTURE SYNCHRONY

After cla531fy1ng your repertcure ‘according to the Symphomc Colon Gmde,

been transmitted to you in a thousand cemmumcatlons, any Encyclopedia of Music,
or Treatise on the Art of Photo Playing.
Lo After_claemfymg your repertoire, keep it one hundred per cent. perfect by
addmg to it, slowly, carefully and methodically. ,
—= Use this classification, together with the Symphonic Color Guide, when
making researches for new music to add to your repertoire. :

- So that any library of music, large or small, can be kept intact in the usual
- small space allowed and every number quickly located, all compositions are first
classified numerically from No. 1-11, inclusive, according to their tempo. Number 1
being the fastest tempo, galop or wivace, and Number 11, the slowest or adagio.
In Nos.. 12 te 16, inclusive, are classified dramatic and melodramatlc illustrations.
Tn Nos. 17-20, mcluswe are clasmﬁed Multlple numbers, Suites, Selections, Charac- -
‘teristics and Symphonic Color Classics, and other campositions, illustrating two or |
-more different moods or emotions. From Nos. 21-36, are classified all Atmospher— .

T ﬁc&l‘iﬂtrstratrons—N—tTorra‘hﬂrrrﬂTeWF o“fk“Snrrgs—a?id Dances or musmal compom— 5 ‘ R I

g —

" a quiet, neutral or descriptive manner, without embelllshment and become difficult 3

~effective playing:

—_ more interesting on account of them. £ 3

was flexible, in minor key, allowing itself to be played in hurried tempo (Light

. tlons typical of some country or clime. e |

The predominating or accentuated mood, emotion or dramatic value is i
de51gnated by the addition of a letter- of the Alphabet, namely; A-B-C-D-E, etc. -
The .numericals 1-36, inclusive, without ‘a létter added, designate.the non- — :
flexible numbers, or numbers that illustrate the Mood, Emotion or Atmosphere in - - |

or musically distorted when liberties in interpretation are resorted to.

THE LETTER A added to the numeral, denotes that the composition has
an accenting introduction of two, four or more bars that have dramatic, emotional
or other picture value.

It is a pronounced habit of plcture players to omit introductions to all com-
positions, and in doing so, they negiect the greatest opportunity for symphonic and

Nothing can be more effectlve than to end the precedmg compomtmn 1 with
the fade-out of the incident it illustrates, and use the four or eight bar introduction
of the composition succeeding to play through a possibly long subtitle, accenting {
the introduction of new characters or 1mportant entrances of characters for dramatic |

effect. === T _
If you get into the hablt of classifying your compomtmns correctly, you will {
find valuahle use for introductions, and your musical program will be dec1declly :

THE LETTER B added to the numeral denotes that the number is flexible
and allows itself to be played in Con Moto or Hurried Tempo, without mjurmg the
musical or interpretative value of the composition (Gray) bep

.~ THE LETTER C added to the numeral; denotes that minor keys are pre-

dominant. In c]ass;fymg your number C. B. it would mean that the composition g

il i il

Green).



eral, denotes that the composition has
ypical or atmospherical (Brown).

numeral, denotes that the composition 1
reted to create or’ mamtam & mood of ' ‘
1

ration 'a\re very numerous ;n t}us classrﬁcatron (Dark Green)

added to the numergl denotes that ‘the: compomtron-

; : tie. . -The lesser accents are demgnated here.(_LLght—Blue\ FEE =
LETTER H added tolthe. nu eral denotes fhar The composition - :

of agltated character and the dramatlc can. be forc1bly pronounced by ; e
_-pretatlon (Dark Blue) o R e

,tg LETTER I added to the numeral, denotes that the comp031t10n y
cal dance value, as well as moad, emotional, or atmospherlcal value

Both D and | are Brown classifications.  The letter distinguishes the
color Brown has little value when added to the Letter I, as the dance
Id be desrgnated m plaln WOrds to suﬂicrently clarify.

E LETTER J added to the numeral, denotes that the  composition |
of Majestic expression in adetron to mood or emotion. Common time |
tempos predommate here. Important for Regal illustrations" (Purple)

E LETTER K, added to the numeral in the catalogue, is used only
. to designate those Agitatos that illustrate the Storm, Tornado, Earth-
her excitable action caused by super-natural eruptlons (Dark Blue).

e THE LETTER L, appearmg after the Title of the composrh@ in the
5 denotes that the degree of seriousness in illustrative value is on the | |

HE LETTER N, appearlng after the Title of the composition, denotes_

|
gue denotes that the degree of serlousness is of Medium value =0 e s,
egree of seriousness is on the heavy side, or most serious. A L

. 'ER X should be used in the catalogue to denote length of

" position, ‘each X representing -approximately one minute of time. When a .

on n does not play one minute or more, a length notation is unnecessary. 2
va!‘res in different theatres, and at certain times, to:such an -

\ ' of ‘minute notations are misleading and impractical.
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tion to ate thé scene or sequence.

In the orchestra pit, the X is a gulde for the musician. When no X appears .
after a number, it denotes that the playing time is short and it is important to follow
the screen action closely. When two or more Xs appear after the number, it is
sufficiently long to relieve the musician of a certain amount of screen tension.

X, XX, XXX, XXXX, XXXXX, accordmgly denote one, twe, three,

~four or five minutes of time, approximately.

E SYNCHRONY Tl ,11

_ tation is also very valuable in cuemg pictures. They show the approx-
imate length of time between cues, consequently help when selectmg a compas:—

See illustration. for noting in catalogue

The last nine letters of the Alphabet ‘namely: R S T U V, W, X Yo Z

are'used to distinguish the national music of different countries or peoples, when

* the usual type ‘of music is so similar that they require. only one atmospherlcal

classification, such as No. 27, Russian, Slavish, etc. 3
When using these letters to distinguish different types or countnes, use R

for the first mentioned country in the_caphon_and_contlnue alphabetlcally_.m_hka
_rotation as countries are noted. :

The foregoing letters define the most 1mportant and numerous requirements.
Never . use the foregoing letters for any other purpose than here defined; for in so
doing you save future confusion and maintain a universal method of unerrmg and
unchangable thmkmg i :

You will note that letters A B, C, D, and Iilan apply to the same numbers
In cataloging, place the composition where you think it is. more important and can
be used to greater advantage, then note the additional values by addlng In paren-
thesis the denoting letters. i

As an example a composition is classified in No 4 of the catalogue It has
an excellent introduction. Is flexible and can be played in hurried or moderate
tempo to good advantage Is in minor key, will accent or characterize the foreign
atmosphere and is inclined to suggest the mystical. :

Such a composition would have five appeallngpicture music values: Should—

.
. ! y
== PR

=— ==

under No 4A in the catalogue and library, and add in parenthesw (B.CDE) o?; i

(E.B.D.C.) according to your estimate of the musical value for futureillustrative
purposes. : : :
Another interesting example:—You are looking for a llght common time

1
.i

descriptive compeosition as a relief @YELLOAXL)_ani_)LOJ.LnaturaHy turn to No. 4 in

your catalogue where such compositions are classified, and you discover a number -

in 4B with the notation (E:C.). The picture being played is a melo-dramha and
you feel that your score has been heavy and melo-dramatic for too long a period.
You have forced the light composition into the score- for relief. What a find!
You discover a light composition of flexible tempo, accenting the mystical with
minor key prominent, and you have your musical relief while you maintain the
— melo-dramatic atmosphere.

How could you hope to accomphsh this without a proper and-exhaustive

catalogue of your repertolre

—
'




pmture playlng should dassxfy their own
: efrom is mvaluable and necessary to i S s

give the Tempo, 6/8 2/4 or C etc.,

& _the Tltle and Degree of seriousness

sic gives. 1llustrat1ve value of . mtroductl_on) = . in 41’4 3.empo .
'lays about three rmnutes and has a medmm 111ustrat1ve_ ;

=== PUBLISHER

axés L]_.lght Blue). TReCe T o

: _ Walter Jacobs : o
Coaster, by Schertzinger _ Photoplajr Music @o. '

(Cornet or Accentmg mtroductlon) { &

Photoplay Music Co. E

BéiTvE—Inc.__'
.Bbsworth- & Co. =
Carl Fischer T

Nl

ey G Schirmer—P P Ed. No. 16
sretation to Dramatic Accent)
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Vi (Mwmmsam

P \.F "o E.-a-_Ghost Dance, by Salisbury : ] Ry W:
ik 1 Mgt Sy Burlesque March with mystical accent.) (Verys appropr Y
"+ ate at times when played slowly.) e A s 1

: S RN
‘No. 3. LIGHT 2/4 MOVEMENTS. Intermezzo_style. - For lllustratmg' )
ness, joy, gayety, the juvenile, or to create llght rehef ADRt

‘ _ tempo (Gray) . L S
A s _ : : ol PUBLI_SHEI_I_ :
e i SN ILLQI'JST RATION : Bridal Paths, by L. J. Langford Music B_uY¢f§' Cos, -
. - A—Entrance rar_f.d_ Dance of the Goblins, by Schertzinger Ph'&.top.lqy'Mﬁsic Col:
. ; (.My’éﬁiéal Accent Introduction and Light 2/4) ' 2
_'(.I: e ..:-' WSy u_y E—Kleim—— T i - M W_}ﬁtmaﬂ‘i
vk o (Decldeily Hurned) : : 7
I| / D—Reuben's Frolic : - i P-}E_’ZQEIEY Mus =
(A Rube Dance or Rural Descriptive) L b e

(Oriental, ]apanese, or other light compositions typlcal of

some country or chme__\ should be classified under the"
Atmosphere illustrations. ) i

—E—Ghesb—xn the Haunted Roam, b




J _ us inter- 2
htly serious illustrations. 3
t be avoided and care taken that only light

‘here., You will find the Letters L, M, and

y here, to separate the light, _;_néd_mm, or more

g PUBLISHER

s Ph I':oplay Mumc Co ;
hghq‘. descnptlon in str&u@mt common txme?tem oy IR I e
: 3 3 f IRol%bms-Enael ch \
(Eigt ,('bar light hurned mtroductl rf) mly i / ‘
B—La '@alombﬁ bgr C]:l Gounod e r7 ) -'J-\: '. ‘C&} ; Carl "F:scher
(¢ common ‘time compasxtlon per ttmg hurried mterpretatloh) i
_ o €—Night Hawk s Dance, by E: L Gu;yéeyr ;-\“\ gy ¥ Carl Flscher % S
' -(Dramat:c Accent Introductmn and hght\Mmor Con Moto? - \‘ f s A S

Y iy -
e

=

o _D—HarVest Festzval by Chenoweth
; o P"“]—descnptwe)

,,E—Hallowe en EPISOdE, by M. L. Lake . :
' (A nght Descnptwe accentmg the myslflcal)"_ o b

. ;:;-;‘:, - :G—-—In Dreamy Del]s, by W ‘Rolfe ' ;# - / I Walte);r Jacobs

..... ,’ o

B ‘1\3, Caﬂ Flscher

R Ca;l_'l Fischér '.

o\

No. 5. LIGHT CLASSIC DANCES or DANCE DESCRIPT IVEl?/ Includlnc the
.~ Mazurka, Valse Lente, Ballet- Dwertls§ement and all other-3/4 | tempo
e . compositions. of frivolous intent. These compositibns : e invaluable s g
FoE ~ for musical contrast and relief or to 1lustrate lengthy scenes of light
~ screen action. - Letter classifications are ‘unnecessary ‘here, un_less you
' \ care to note introduction: values. | When using to illustrate\
""" seiect comp031tmn 1th correct dance value mclu‘ _l e

anﬂ aﬂ other Waltzes havmg‘i‘ an -‘trc}é ¥ XN
‘and Coda. When pro erly classified, lk:mg waltzes w,lth _e._ ective’ m—_‘-
troductions are invaluable. All w zes other than _.Mmor or

Seductlve,« Len.to /siow or popular s__ g




o "'_ j (Excellent mtroductaon. Seductxve ﬁjst strain. Hurned secon_: i :
» _ stram and Magor Key Trio. See Chapter 6) 4 E TRl e

_ No. 8_' epresen
B L lesser degree of seriousness.. Music clasmﬁed here benefits or
3 ' by interpretation, therefore the Letters L., M and N will mate
R | e . help to' designate the different degrees of serlousness (Whlte joht” |+ .
b - Green Light Blue). : . e

PUBLISHER

; ILLUSTRATION _On *"“Whotopla}f Music Co.

(J ust a seml-senous composition )

A it Reveiie by Thes. Bendic o e NS ST
; (Dramatic Accent introduction and semi-serious) 5 - !
B—La Retour, by Bizet L y . G. Schirmer
o) (Romantic Con Moto or possible hurried illustration) 4 I
C——Dance Exohque, by Smith i . - SamFox
o = - (Minor Con Moto Accenting the Romantm) oy
B o e ) | E—Dawn, by Geehl = : 3 gi- : E Schuberth = “._

(Common Time composmon accenhng the Mystmal) H

N T .F-—Nettuno from Album Leaves - ) Photopla‘y

(A seductive J]]ustratxon a.ccentmg the Nocturnal)




: of -éenous mtenf sﬁould be clasmﬁecl
dN may be appropnately used 2

e

ey _ PUBLISHER =
A Baby s Prayen by Kempmskx Photoplay Music Co.
: Matteo e Photoplay Music Co. -

"tlons that a]law for me}odlous and interesting musu:al mterpretatlon
assified. The great latitude covered, and divergent requirements
is asmﬁca‘hon need yout- be?t_‘ﬁorts Compositions begin-
ng decxdedly ominous, then becommg melodtous, suddenly chang-
ing to dramatic and still maintaining. a serious mood, with emo- :
tional interpolations, makes these compositions’' very valuable. A .
judicious and mtelllgent use of the letter additions and the Symphonic -
_Colors as described in Chapter Two and in Chapter Six, will make
your repertoire under this caption surprisingly efficient. Don't
‘neglect this number. It is the most difficult and trying of all others:
T - but once mastered and correctly classified, it is the most effective of -
=T them all. Here, too, the letters L, M, and N, are invaluable for ‘
S ' Catalogue notation (Red, Dark Blue, Dark Green, Black nght Green

g E ; , B2 -and L1ght Blue).
-t ' :  PUBLISHER
‘ ."‘-‘: - ILLUSTRATION > Hope s Awakening, by Leo Kempmskx Photoplay Musxc Cog
o . . (Heavy Pathetic _egato) 3 ) .
- [ A—-—-A Broken Heart, by Schertzinger  —— — Photoplay Music Co. iy
4 (Dramatic Suspense Introduchen and Pathetlc) ) 1
3 — S i B——C‘bnstance, by Eatnest Golden = Photoplay Musigy€o. - — '
; '/; : ~ (Lends itself to Con Moto Interpretation and Dramatic Accent) ; j
Is E _“ L C—A Mus:cal Thought, by T1tlebaum = - ———  — Belwinzne
B  (Minor Pathetic) . '
2 'E—At Night, from the Desert Suite, by Felicien David B i
(A mystical Nocturnal Descriptive) _ : ;
___ F—Zareda, by Tschaikowsky _ ___Photoplay Music Co.-
e (A Vampire illustration) R . 1
. G—Rel:ltatrve and Aria, by Leo Kempmskl o Photoplay Music Co.
(A entmg the dramatic until the last Heavy Romantic Strain)
_udef'm G Minor, ]:)y Rachmamnoff s - G. Schirmer

Myshcal mustrahon mth Pathetic Interlude)




 serious of all mood 111ustrat10ns Every composﬂmn class,
‘_ should be in Minor Key. The latitude covered.and divergent req
; ments are similar here to No. 10, but not nearly so extensive

E e T - : _'('Dar'ls gr_-e_en'_ and Black).

ILLUSTRATION: : .  PUBLISHER

Incidental Symphony No. 10, by Leo Kempinski ~ Photoplay Music Co.
2 D—E.legle from Cockney SLlltE, by Ketelby s Bosworth & Co.

(An effective Dirge) ! :
E—Incidental Symphony No. 6, by Leo Kempmski " _P}‘}thpfléy__'Music:_Co.

= _ . ~ (A Mystical or Forebodmg Plamt:ve accent) v TR g ==

'G~—-Repe.ntance by Leo Kempinski - 5 Photoplay Mumc Co
oo (A Plaintive illustration ~with * dramahc -accent)
' H——Traglc Andante by Savino e ST G Sclm‘mer
g ; (A Dramatic 1llustrat10n mamtamlng a plamt:ve appeal) = _ _
.F-—_—ﬁrreral—Marrch by Ch0pm A g T LN Carl Flscher
_‘_——-—-—-_._‘_________.. A
No . HEAVY OMINOUS AND DRAMATIC. Under this headmg are placed '

compositions which have little or no. ‘melodious: ‘value;.or these that .
are definite adaptations for Motion Picture Playmg, and useful only -
for dramatic accent or effect! Compositions responding to the colors.
Red and Dark Blue, other than Mysteriosos and Agitatos, are classi--
fied here. They should illustrate the villain or heavy character; the
ominous or that which forebodes danger or evil; also compositions
of descriptive—not definite-value—in lllustra.tmg passions, quarrels,'
mental disturbances, deliriums, or emotions tending to show an agi-
tated condition of mind. Compositions creating ominous, dramatic
ey ° _or agitated suspense in moderate or slow tempo also should be

classified here. The letters L, M and N are valuable. : A ;
At a first glance, it seems that too much is ex i A

( : this headmg, but a short research will prove that there is a sameness
' in all of these illustrations which-is materially aided by interpreta-
tion. In Nos. 10 and 12, you find important Motion Pigture illus-
' ~trations, and careful research for compositions under these two cap-
~ tiens will gain for you an unlimited knowledse—in Motion Picture
Synchrony. The Symphonic Color Guide makes these two difficult
classifications child’s play (Red, Dark Blue, Dark Green and Black)

ILLUSTRATION y PUBLISHER -
OSRNC - C Bincidentald Symphony—No ~15,-by Thomas- -~ Photoplay Music Cox — — §

(Ominous with dramatic interpolations)

i
i

A—Nature's Awakening, by Leo Kempinski Photoplay Music Co.
(Ormnous and.dramatic ‘introduction, then heavy agltato “end-
ing with the ominous)

B—Incidental Symphony No. 8, by Leo Keﬁiﬁlnsﬁl Photoplay Music Co. -
(Creates Agitato Suspense when played in slow tempo)

— e . == 3 =
b ooy




Robbins-Engel

Photoplay Music Co

e ———

all cemp951t10ns deﬁmtely 1llustrat-

to_ effectﬂ,, w_hﬂe those whlch are better
1ore ‘systained and legato’ playmg, with
ghtly ted. Thereare varied degrees of serious
Lalso a m 'ed difference in tempos. Therefore," the letters:

M and N are valuable here (Red Black for. Diabolical). - W

‘ THE LE ER L shoulJ_ demgnate tbe Plzzmatu or ch.eap« *melo-_‘
~ AR < dramatic ﬂlustratmn . ik

THE LETTER N, the Mysterioso-of _g;'eater musical valu'e_.

ILLUSTRATION: - . rususHER

/ y_s_tenoso No 5y by Zamecmk Sam Fox .

G Schirmer .
et -_.Gtﬁchi_rmfl‘

e ¥

8 ‘ The letters L M and N clasmfy 90 per cent. of all the Mys-
b ~ teriosos. The only other important illustration is a late deve opment
s "empo s;mllar to the March sometlmes known as a Mystu:al

_ ‘ - - - - e P.EJBL]S]:';'ER = e
Borch : 5 Hawkes & Son ATy
on -.M-o’ti:’;'-,_i -ac'dentiia'tinfg ‘suspense) — ;

: = ~ Hawkes & Son

or March accent) . 3 S e




AS

WI1

2
=




=, S

__-'fdes1gn>ate the light or subdued Jllustratmn
tible "'dlustrat:on, perxmttmg pianissimo or

/, the heavy 111ustrat10n, or such compomtlons as
] _,usmal value, when not played forte or noisily..

PENSE. Melodious and mterestmg compositions, of

.and tempo permitting hurried interpretation, which have

ment value, maintaining an atmosphere of agitated or mys-—
cal suspense, are classified here. - Unlimited movements: of this char-

~ acter are found in Symphomes and other ‘works of the old Masters.

The Melo-dramatic has no place here. (Light Blue is the color for

‘ thls c]assxﬁcatlon.) B i

. _"'PUBLiSHER.—

i b denlal Symphany Noil 1, by Schubert R ‘Phot‘cipla};: M{ls'i'r.: Co.
- < ., (From Unfinished Symphony) ALl gl
A——-—Inm&ental Symphony, No. 13 - j e Photop]ay Music Co.
: (Ommous ox Accenting Introducnon and Suspense Allegm)
C—-—Conspiracy; by éamecmk e o - L) o ik Sam Fox -
) . (Mmor Key 1llustrat1on) ; S L .
U T, E—Mlstenoso Alla Valse, by Savino' ki - i O Scl'nrmer. g
i RyC AR (A Musical Mystical Accent) - - —

B 5 e G—Rustle of Spring, by Sinding o ” Carl F iseher
' ". i (Suggesting the dramatlc) 3 : '

- No. ]6 OVERTURES. For the sake of Library convenience, alI Overtures can
B be classified here. Only a small percentage have picture value.
. Those having picture value can easily be designated by the use of
el colors, as illustrated in Chapter 6, “‘Classifying a Motion Picture
e ~ * Music Library to Colors.” Those that do not appeal for Motion
S ( ¥ Picture Playing should not be given a color classification and used
L only f_or concert or spot light work

NG 1.7 GROTESQUE CHARACTERISTICS. Here are clasmﬁed all composi-
. tions (other than those typical of country or clime, aboriginal,
s - regal or other known atmosphere value) which in a humorous
B or characteristic manner illustrate moods or emotions. In adding

~ to this number new compositions, always remember that musical
) ~ interpretation materially adds to or subtracts from their illustra-
- tive value. The introductions of compositions under this head-
- ing are in similar rhythm to the composition. Therefore, need
- mno classification. When they differ they have no value. Burlesque
2 —iﬂ trattons are paramount here, therefore the correct illustra-

g ,._needed 1mmedlate1y at cue. All compositions of this
 fle élble in tempo and hurried tempos should be avoided.

letter B is valueless Minor or Major Keys do ‘not




———IOTION PIC

help this illustration. Characteristic Value is always Titular. There-
fore, needs no other classification. The mystlcal is the only important
clasmﬁcatlog and is here illustrated. (Brown is the basic color here.)

ILLUSTRATION : ot PUBLISHER .
Funeral March of a Marionette, by Gounod _ Carl Fischer
: IMPORTANT NOTE: Place only standard compositions
under this heading. All popular or melo-dramatic burlesque com- =

positions belong in No. 24. Rural or definite characteristic illustra- \
tions which have been placed in Nos. 3, 4 and other previous num- |
bers in the catalogue should never be placed here. Only 'Grotesc}!ie- :
Charactenstlcs which ﬂlustrate moods belong Here. y

- No. [8 SELECTIONS. As in Overtures, we here classify . all seiectlons of

, - Musical Comedies, Operettas or Grand Operas, regardless of their

.. picture playing value. They are easily dlStIDgUIShed when you use

: © .. colors. Rules governing Overtures apply. . [t is difficult to syn-

=Y B g chronize a multiple movement selection to the screen- and is never

' o ‘ done unless the Story or Title of the Picture calls for that specific

music. The stories of Camille, Carmen, Chu Chin :‘Chow, Sally, ete.,

were such instances, and every movement of the selections were .

- easily synchromzed and repeated at-will from one copy by _the writer

when using a crude imitation of The “Luz” Symphonic Color ‘Guide

‘method. Hlustratlons cannot help here. Your personal initiative is
what counts. = \ ~ : ;

_;ér

No. 19. MULTIPLE COMPOSITIONS, SUITES or: DRAHATIC SETS. Under this
‘caption, we find an indeterminate amount of composmons that have
great Motion Picture Synchrony value, in whole or part. There is :
seldom’'a predominating mood or emotion. Therefore, colors are
necessary to designate the illustrative sequences and the same rules
/ - -governing Overtures and Selections should apply. [llustrations are
iy : valueless and misleading, for in all combinations of two or more, the '
i sequences continually change and no definite rule can apply.

No. 20. SYMPHONIC COLOR CLASSICS AND THEMES. Here ate classified '{
all compositions of positive Theme value, regardless of mood or emo- 1
tion, excepting those that are definite atmosphere illustrations. Single |
or Multiple numbers once tabbed by a colored tab should be placed 1
here. This classification will eventuauy be the “Pride of Your R |
= ‘Work," for you should classify as themes, or use for repetition, only J
such strains, compositions or mowvements that have great musical -

value and will positively interest or entertain. When selecting com-

positions, you should be very careful and go to any amount of effort

- to keep this classification 100 per cent. perfect Many compositions

= have great value under this caption, only in part, for there are often

certain bars or phrases which clash, for whlch reason you may never
have placed them as prominently as you should. Other composi-




g the nﬁmber _ere‘ and assure yaurQ
Here is where you place for ready

6se_ bars or phrases of ‘the compositions not

1 ed cloth tape over i:hat whlch is not needed
S

P . ‘and fifty foot rolls, at reasonable cost. - This
ot a part c {he Symphonic Color Guide and must be bought

at is. tee difficult by ‘moistening the extreme ends of the tape cov-
: he‘l" _of musu: not wanted and after he has sufficiently

- paste the tape on solid and forget it, as your time can be more proﬁt—

that put your music over. So that this
clean and perfect manner, it is suggested

York Clty sells steel colored gummed .

What a bonanza for the beginner. He just blocks out -

‘ably utilized in further research work. Every composmon placecl i
‘here will necessarﬂy have a color- clasmﬁcatmn Therefore llfustra—_"

ﬁnally demded that any portxon of a composmon has no pxcture value :

tions cannot he[p
If you are proceeding correctly ancl carefully, at least 15 per

four months. S

. Orgamsts whcrshould tab their entire repertoire for convenient

" - FE U use at the organ bench in the pit, should employ some system to keep
& compositions as described here entirely separate from their remaining

cent. of your repertoire will find its way into No. 20 in a perlod of

T . repertoire.

TR G - In No. 20 of your catalogue, you can add clarity by sticking a
S N . very small piece of the correct colored gummed cloth, designating
—= —mw — the composition's mood or emotion, and corresponding with the
. ¢ colored tab attached to the composition, conspicuously near the title.

of the entry, for the color will immediately attract the eye ‘nd aid
‘you in locatmg the composition desired, quickly.

T Catalogue for Atmosphere Illustratlons

ite screen suggestlon
od, emotmn or dramahc reqmrement is muswally ﬂlustrated in one

handhng were tbey not cla531ﬁed separately Great" care

ek - This will obviate any necessary notes and the continual re-reading

no composmons of deﬁmte atmosphere value find thexr




S . Under D we classﬂ:y all the Ametlcan
: dances. All of these compomhons respond to colors

Yeﬂow desgnates the nghf 4/4 Illustratmn
Gray, the Light 2/4 Illustration, 3
Light Blue, the Cake Wg]k or Rag. _ = e et - H

ILLUSTRATION: - e S i
= Old Black. Joe, by Foster ‘ R =
T A (Whlte ) (Typical Southern Song) g
Down South, by M]dclleton ; - E..B. Mitksns e
(C:ray) i : : o y
: { . ('*l{ellow') N - e b

Coon's Birthday, by Lincke : o - E. B. Marks
(Light Blue) : L

T ]:ctncers, Clog Dances* Bu_k_ Dﬁnccs, Vn‘gmia K-
the t1tle of the composition always demgnates- the -




PUBLISHER :
Carl Fischer

: Carl Fischer

G. Schirmer

lt is better fo,r rellef purposes to
composmons for contrast

s (An agltated ﬂlustratron) X g
Eance : ' i 5 ‘ ]bhry Ghurch-

_ mlcﬂ War Dance ‘with Yell) S “' A 2 ,
OPULAR S FQHRQTSWMZES— The-numbers*clasmﬁed :
under tlu,s numeral need no explanation. It might be well to know

that many of them have atmospherée value (Oriental, Spamsh etc:).

Others have Titular, Grotesque or Burlesque value, in which case
they should be classified in No:' 24. Publications under this heading

= ' Robbms-Engel = ans —

_ are so uncertain in their longevity that many of them live and die in
a fortnight, and continually change in style, so that I have as yet .
been unable to give them proper classification. Oriental, Spanish or
o ~ other typical illustrations I usually place in the Atmosphencal class-
I 3 ~ ification. Grotesque or Humorous characteristics, 1 give a separate
S5 . c]aSSIﬁcatlon, as | do here, namely, No. 24. This separates these
j ~compositions as much as I have found necessary. All of them have
e ' dance scene value and when used otherwise care must be taken that
; the Titles do not clash with screen actmn F ox-Trot Ballads belong
_here. Classic Baltads sho assifica-

B 8 ~ tions. For the sake of convenience, put the Fox-Trots under the
e el _Numerlcal classification without adding letter. Add the Letter B for
B One—Steps, and add the Letter I for Waltzes. v

intent, with mqod___.emotxo_n___qr__cha_rac_tenstlc value added, while No. 24
permits the classification of the Titular or Burlesque, confining itself

Q! EWBURLESQUETConﬁIy_W—ND—% &W

No ]7 only in that No. 17 classifies compositions of more serious -

more to the popular song type of music. No. 24 should be utilized
for comedy tﬂustratlons, and No. 17 for the drama. No. 24 more
importantly is an adjunct to No. 23 for classifying such popular
numbers as may be unusual or different. Illustrations serve no pur-
for if a composition shows any standard illustrative value,
al ould be classified in No. 17 or r according to 1ts atmospherlcal
 value.




tmospl




 Photoplay Music Co.

st ':at;lens could be glven here, but of little avall
Regal or Ancient Screen Dramas requu'e

'f musxcal atmg‘spheres under this headmg but after mak-
of these countries, which- requlres a connoisseur to distinguish.
tertain and I have known them tQ highly appreciate. the tech-

I misuse of a number, because it was cleverly done. ‘The most
cious and the most plaintive musical illustrations, in the most

“however, combines .the Minor .and Ma]dr Keys, addmg co!or and
iancy to this S]awsh type of music. :

S SILESERATION: " rususmes
E Hebrew Melody, by Achron i 7" G. Schirmer
(A typical Hebrew Melody. Polish Illustrations are accepted

15 : “as substitutes for lively tempo Hebrew suggestiosns)-
BN (Three Hebrew Melodies, by Korsakov, are also pubhshecl
Ll e by G. Schlrmer.) -

o ..'g . A—Chanson Russe, by Kriens - Hawkeé & Son
o R (Dark Green Intro. and Light 2/4 to Dark Green)
il Sl B—Slavonic Dance, by Glazounow G. Schirmer
{ Sr T (Lively 2/4. Gray) -

_ C—Minor Keys being prevalent, C should designate the Plamthe _
(Dark Green) v

: 'E—My.shqal Accents should be modern illustrations.
F—Slow Minor movements, minus the dramatic, can always be made
to illustrate the seductive (Light Green) -

SH, GYPSY, HUNGARIAN OR HEBREW. -
: trymg to classify entirely too many differ- "

il research, you will find that there is a similarity in music

ons do not visit Motion Plcture heatres as connoisseurs, but to

‘;eifreme tempos, are found under this c13331ﬁqat10n- > Minor keys-
are prevalent in all of -the -above types of music: The: ‘Hungarian;”

b - G—Troyka Paraphrase Carl Fischer
_— — —Blue)— (A——dramat:c-*accent——ﬁmt maintains Russian Atmo-——
sphere)

H—Regquires modern mterpretahon

_l—The 2/ Danc&s are the Czardas, Cossack, Kozak, Frailach and
~ Trepak. The 3/4 Dances are the Russ,lan, Polish and Gypsy
Maz (Brown)

_ Hungarian or Slavish Marches are classified here. .

s






Swiss [V -azurka or Tyrolean Yodel is Well known
m plcture playmg Use letters RS and,T

s to :_be, plac_ed her.e consist of Folk 'Songs,_ _Natim:ia'l |
ces, as the more serious music, including the famous
: ' , are classified.in the earlier numbers on account of-
heir extensive lllustratWe value.. Proceed as’suggested in No. 29.

{LIAN, VENETIAN NEﬁPOLITAN Thls clasmﬁcatmn affords excel-

'ng in temperament from the ,\éwace Taranteﬂe, to the ‘beautiful
larcamlle, which- quite often is of Very serious intent. There is
‘something about Italian music that issjust a little different, - which
one cannot explain, unless. it is that it has a seductwe -appeal, regard- :
less of the fact that it may be in major or minor key. The only  ©
thing 1 am positive of, is that major ‘or minor - has -no bearing — !
 on the type and that once you hear- it you wﬂl alwqys r’ecggmze_the—u——-—-—-
,,_stgc].er'The letters'R; S, T, ete., are unnecessary here, as the style of

‘music is decidedly similar. Acldmg letters will not help, as the Taran- < s
telle could be B or I.  Use color designations. White, for the Melo-

dious Love Themes or Songs; Light Blue, for the Tarantelle;
Yellow, for the Waltz; Brown, for the Gondolier composition or
Barcarolle of serious intent; Gray, for the lighter 1llustrat10n Purple,

for Marches or National Airs)

‘ No 33 CHINESE JAPANESE. While there is a great similarity in compositions

under this caption, the lighter and more frivolous illustrations differ-

- a great deal, and the ayerage theatre patron will note the difference.
ose compositions of serious or dramatic intent, and in slower
tempo, do not differ at all, for which reason we put both atmospher-
ical types in the same c]asmﬁcatmn Use No. 33 for Chinese and
R for Japanese. There are four mood values apparent it this type
of music. The light 2/4 or Alla Breve dance composmon, Brown;
the melodious or love song, White; the composxtlon of serious accent,.
- Green; and a certain type that has a decidedly ominous accent, Red.

ILLUSTRATION e — —— — PUBLISHER
~ Mandarin Dance, . by Leo A. Kempmskl Photoplay Musm Co.
( Brown)
East is West, Japanese Cradle Song 0 G. Schirmer ; &
(White) : |

By the Japanese Sea, by Walter G. Hauenschlld Photoplay Music Co:
3 Green) =S :

In an Opium Den, By-Aborn =g Belwin, Inc..
(Red) 3 7
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MOTION PICTURE SYNCHRONY

- No. 34. SOUTH SEA ISLANDS, H’AWAHAN , TROPICAL, ALASKAN. Music
' ‘under this classification is known for its seductive value. - It has a
pecuhar and soothing appeal and it lends itself to pizzicato accom-
~ paniment, or for playing on wire-stringed instruments. The type is -
' 4 -evidently derived from the Spamsh and care is required— to separate
; the two types. All compositions are somewhat similar in style and |
consist only of the dance or the seductive and slow romantic waltz
lento. Brown is needed to classify the Dance, which may be a 2/4
composition or written in Fox-Trot style. On account of the seduc-
tive appeal, | would suggest Green for the Waltz Lento. There are
a few native songs published, whlch are httle known, that may be A\
classified by Purple i : e — e

~No. 35.: " RELIGIOUS. We do not leave ‘this r:lasmﬁcat:on until last out of dis-
e _ respect, for here we find the most beautiful ‘musical illustrations
.- known. More adverse—commem"hﬁbeen invited by the misplacing
" of compositions under this heading, than any other classification and
in placing it as far as possible from that which is daily required, we .
hope to foolproof the habit of succumbing to the desire of playing
some of these beautiful ‘compositions ‘when they really have nQ appro--.
EESecm e L priate meamng, and invite criticism. All of the serious moods are -
illustrated in different compositions.: Every composition under this
heading should be classified with colors as shown in Figs. 8-9-14 and
15. The prevailing colors are White and Purplexwith an occasional
touch of Blue. The Purple designates the Maestoso March Proces-
sional, Recessional and Weddmg March.

: No. 36. MISCELLANEOUS. Every library contains compositions that are of
known musical value, still do not seem to appeal in Picture Playing s |
and cannot be appropriately placed into any of the previous classifica-

: tions. It is therefore, necessary to place them apart from all others,

f / — hence No. 36. Many musicians have a hobby for creating extensive

libraries, regardless of their immediate needs. They will find this
classification a handy addition. v

|

| refrained from giving illustrations for every possible « classnﬁcatlon, feeling
~——— —that it would make the method of cataloging too dictatorial. This is not desired, as
| am certain that the different classifications are easily ascertained when once fam-
~iliar with the colors. Should any reader of this work desire positive illustrations for
where they have been omitted. he can receive them by addressing MUSIC
BUYERS CORPORATION, 1520 Broadway, New York City, where there are

several in-attendance-who have an expert knowledge of the color values, and an 1

_extensive knowledge of all musical publications.

As extensive as this catalogue may seem, some may desire to still further
* distinguish their classifications. If so, there are still some letters of the Alphabet-
—————that haVe not been utilized W]'llch will answer their purpose.
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. CHAPTER L

CLASSIFYING A MOTION PICTURE MUSIC LIBRARY =3
: TO COLORS

~HE caption CLASSIF YING A MOTION PICTURE MUSIC LIBRARY
{ TO COLORS” is, in a sense, misleading, as it may imply that every
M| number catalogued, as suggested m Chapter V, would or. could be -
4 desrgnated by a color. e
' ' This is impossible, for we have only t:welve colors, nine of which

' —serve a &eﬁmte purpdsethciz—not be changeﬁ"—_d—fhree undefined or ?\lternate

: " Colors.

- s

The Catalogue, w1th 1ts thirty-five numerical classxﬁcatlans, and the alpha—-' 443
betical additions, provides several hundred’ classrﬁcatrons, which provesxtxhat twelve;_ o
colors will not nearly suffice. :

The Colors have no different’ meamng here than defined -in- Chapter IL.
Their appropriate use here is greatly multiplied, as they are necessarily repeated in
every numerical classification. T

Remember and be convinced that a color means only one thing, no matter Byt
where you use or see it, for therein rests the efﬁ(:lency of colors and their universal
mood and emotional valueh . "

: When the numerical and alphabetical c1a331ﬁcat10n of Chapter V sufficiently ‘q
designates the musical value of a composition, the color is not needed. '

It is dlﬂ'icult to find more than twelve colors that will contrast sufficiently

oLty O required. s
. In cueing pictures and in the music score, the colored single or sequence
card has been explained, while in this chapter we confine ourselves to a similar
colored gummed cloth.
. The one is a signal to the other, or vice versa, and as the cards and cloth'
— are of identical-color;there—can be no mistake, for colors are the same-in-every ==
language, not unlike music itself. : =
~ The first use of colored gummed cloth is for the strengﬂqemng of your
music covers, which are continually breaking and becoming weak where they
- fold. In strengthening the covers with gummed cloth, you, at the same time,
\/ des1gnate the approximate length of the composition. (See Flgs 5,6, and 7))
N When the composition is taped near both ends, as in Flg 5, it is a short
composition. When taped at both ends and in the middle, as in F1g 6, it 1s=as
medium rength comp051t10n ‘When taped four times, each tape an equal distance .“.- 8
apart, as in Flg 7, it is a long composition. . ¥ '
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"';oxungte length of eamp051t10ns, and strengthening
1 2} inch of tape, for more is wasteful and does not

our musi'c‘and codify the length which you want to
-..-compositlon from your repertou'e

n, 1f you are to be benefited. The Music Buyers’ Corpora-
_ , New York City, has for sale at reasonable cost, 150-foot
) ' Brown or Chocolate Colored Gummed Tape, which is not included in
or scheme of the Symphomc Color Gulde, and does not clash with the

Yellow, @ray, nght Green and nght Blue, a deﬁmte

I_I namely

YELLOW the rehef co]or in the Symphomc Color Gmde shoulcl des;gnate
assaﬁecl in No. 4, Chapter V.

Light 4/4 or 6/8 Descriptive Movement o? shght romantlc appeal similar to -

2 " GRAY, the Light or Hurried 2/4 Intermezzo sumlar o No % Chaptcr V.
== LI GHT GREEN should designate the L1ght Mystical Ommous or Seductlve

accent.
LIGHT BLUF should d331gnate the hurned movement shghtly accentmg the
d;—or such movements that induce suspense in Ilght or hurried tempos‘

After a composition has been taped designating its approximate length,
you should next ascertain if in whole or part, it has any mood, emotion or other
value as designated by colors in Chapter II. 3

For example, in No. I, Chapter V, you find a galop of medium length,
whlch will maintain hurried suspense and at the same time accent the mystical or
ommous, making possible three distinct illustrations with one number, at the same
ime; the Galop, Hurried Suspense, and the slight Mystical or Ominous. That
you may know this at a glance, you place a Light Blue tape between the upper
“two Dark Brown tapes, and a nght Green tape between the lower two Dark Brown

! tapes, as shown in Fig. 8.
Separatmg the additional color values when the CDIﬂpOSItan as a whole,

constant practice, if you would avoid confusmn and make of these colors an intel-
ligible language.
When the colors are placed closely together in direct sequence, they have

ﬂ illustrate two or more mocds or emotions as shown in Fig. 8, should be your — ——

‘as Heavy Pathetic, with a Mystical and Dramatic Accent, marked in the catalogue
- as a No. 10E (G). No. 10 classifies only compositions that illustrate the deCISlvely
serious, therefore the E would be designated by RED and the G by DARK BLUE.
- Should the number illustrate throughout these three moods or emotions, it would
_be_treated_as_shown in Fig. 8. Should the first eight or sixteen bars of the com-

) 's1t10n accent the mystlcal or ommous (Red) and then contmue;melodmus}y

- i _7 _Eor example,—m—blo 10, Chapter V, you will find a composmon classified -
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. or dramatic strain of thirty-two bars (Dark Blue) and then end with sucteen bars _
b similar to the opening (Red); the moods and emotions must be designated by
placing in close proximity the o RED, WHITE, BLUE and RED between the
! uppet two tapes codifying the length, as shown in Fig. 9. Should the composition
be very long, it would be treated as shown in Fig. 10. When a number is
continually changing in its mood and emotional illustration, the length should
always be designated by DARK BROWN. : )
" Introductions to compositions, known in Chapter V, as “A,” should always s
_be designated by colors. If 1ntroduct10ns have no Color Value, they are worthless S 1
and should never be ‘used. '

: RED; the Ominous; WHITE the melodious, romantic or pathetic;. DARK - . -
BLUE, the Dramatic; DARK GREEN, the Seductive or Minor Key illustration; B |
YELLOW the Transformatlon Ensemble or Musical Relief; BROWN, the 6/8
- Lullaby, Barcarolle or Characterlstlc PURPLE, the Regal; BI_.ACK the Dirge or
- Funeral March; and so on until all colors are exhausted -
' . In Concert Waltzes (No. 6, Chapter V) you will ﬁnd March Tempo lntro-" :

" “"ductions, which are very important, and for whieh there is no color designated.
Purple should designate the Regal Introduction with Trumpet or Brass interpola-
" ‘tions, and Gray all other March Tempo Introductions.
When: designating an introduction by.a color, the. color should be placed
slightly apart from the other color designations to,the composition.
—~ As ‘an example, take a number out of No. 8, Chapter V, w1th an A .
(C E, G) classification. The introduction is slightly dramatlc the composition =~
_is in minor key, has a seductive or sensuous appeal the second strain accenting: o
[ ' the agitated, then ending with the original melody. In this instance, the compeo-
sition should be codified for length by DARK GREEN, designating the mood. The
| - Introduction should be de31gnated by DARK BLUE, and the-colors designating
' the moods of the composition, by DARK GREEN, DARK BLUE and DARK
"~ GREEN, all placed in close proximity, slightly removed from the DARK BLUE,

E designating the Introduction, as shown in Fig. 1.
R In Concert Waltzes, No. 6, Chapter V, only the Introductions need be

: { deswnated by Colors.
i * In codifying lengths use DARK BROWN unless some distinct color value
! predominates, as in No. 9, Chapter V, which is always pure White. .
:' It costs decidedly less to use DARK BROWN. ' ol

. In No. 7, Chapter V, it will be necessary to designate the Introductions
ﬂl and often the Waltz LLento movements. ‘ :

! : For example, it happens here that compositions designated by the Letter F - .
- have decidedly seductive and sensuous melodies —rﬂedulatmg to major keys and_ B |
often havmg hurried strains interpolated. I have in mind a composition that has '
an ominous introduction (Red). The first strain of thirty-two bars is in minor
key and of clec1dedly sensuous appeal (Dark Green). The second strain of thirty-
two bars is in a hurried tempo (Light Blue), after which the first strain is again
played (Dark Green). This is then followed by a Trio, which is in major key and
decidedly melodious (White). After the Trio, the number De Capos and ends
w1t? thelgrst strain (Dark Green). Such a number should be designated as shown
in Fig :




number with ominous introduction, not
tes, the ﬁrst strain only i is requn'ed Should ;

s reqmred When ﬁéing colers, you can ﬁnd séveral
ery composition to better advantage.
ns, Multlple Numbers, Suites or Dramatic Sets again

xam| Ie an Overture opens ﬂlustratmg the Ominous (Red), then
) (White) to a heavy dramatic allegro (Dark Blue) ; then has

ight Blue). k -

1ig length is not necessary in. Overtures, Selectlons or_ Multlple
erefore, define them with colors as shown in Fig. 13.- ' i

T clasmfymg Suites, Overtures, Selections, Symphonic Color Class1cs,
ts or Albums to Colors, de31gnatmg the Atmosphere, Mood or Emo-
the ‘composition or compositions in question should be marked with
designation at the beginning of every number, if a Suite or Dramatic Set,
- and at the beginning of every movement, if an Overture or Selectmn etc., as
-S}Eown ivios 4. =
‘Many Overtures and Selections, which are not apprecxated by audlences
~ when played under the Spotlight, have three or more movements that are excellent
5 for picture playing. Give these movements color designations by cutting off one-
quarter inch of the colored gummed cloth and place’ it at tht beginning of the
desired movement and use the Steel Gray Gummed Cloth to block out that part
of the composition you do not desire to play. When blocking out, remember that
it is preferable that the amount of music under each- color clasmﬁcatlon should
~ allow itself to be repeated without a dissonant effect. See Fig. 25.

= Always remember that the L.ove Theme is White; The Villain’s theme is
~ Red; The Vampire's Theme is Dark Green; the Heavy Agltated Motif is Dark
e llue the Light or Hurried Suspense Motif is Light Blue; the Lullaby, Pastorale
: gCharactenstlc is Brown; the Regal is Purple; and so forth until all possible
lor values are exhausted. ‘Correct classification and de31gnatlon of your Themes
and Motifs is highly important.

Compositions in No. 20, Chapter V, are classified to colors as follows:
The Symphonic Color Classics or numbers composed of two or more themes are
- treated similar to the Overture or Multiple Numbers shown in Fig. 13.

Single Themes are designated by colors as ~shown in Fig. 14 and 15,

Ra' always using the color representing the mood or emotion the composition wﬂl

~—illustrate, both to codify the length and designate its color value.

5 | The shorter theme is desxgnated as shown in Fig. 14 as a Love Theme

- (W hlte), and the longer as shown in Fig. 15, a Heavy Character or Villain
i ?:-3eme (Red).

- The same rules. app]y to Composmons of Atmosphere descnptlon, classified

r V, Nos. 21 to 35, inclusive. You cannot fail giving a composition

ible color class1ﬁcatlon when you memorize the color values and have at

q ,sal the three altemate colors, Gray, Light Green and nght Blue

_-_'de" in slow tempo (Dark Green) endmg Wlth a 11ght hurried
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Have a ﬁxed purpose in Motmn Plcture Synchrony, and an mtlmate
kmawledge of The “Luz’ Symphonic. Color Guide, and you will find Cueing
Motion Pictures and the accumulation of appropriate Repertoire of Motion Picture

Music greatly simplified. With this accomplished, Cataloging Music for Motion

Picture Theatre Libraries and Classifying Motion Picture Music Libraries to Colors
should be an enjoyable task.

The thorough and pamstaklng musician. who has been guided by the sugges-
tions heretofore prescribed, is now in a position to make the most exhaustive

_ cue sheet or music plot imaginable, even when previewing the picture only once.

You have the, meaning of the Colors fixed in your mind, together with the

notations, Light, Medium and Dark, designating the different degrees of serious-

ness. Your Catalogue with 35 numerical divisions and the additional alphabetical
sub-divisions has so definitely classified your Repertmre of Music, that when pre-

* viewing the picture, you neecl have no fear of notmg every detail of the screen,
no matter- how small. : BN ST

When setting music in accordance wnth‘ your notations, you posmbly cannot

find ‘& ‘compositién that will illustrate every detail noted.  You will then select the
. composition . that will illustrate the more xmportant reqmrements or use two or

three numbers, instead ‘of one, to illustrate what is ‘desired. + - .. . - .__________.‘-_.

When - -endeavoring to get multiple . illustrations out of one comp031tmn,
thereby avoiding music waste in your scores,: the Color classification of your
library, as suggested in this Chapter, shows you. at a glance, in its language of
colors, whether it can be done or not. : : :

The catalogue will do the same thing, requiring decidedly more time for
research.

For the purpose of clarity, note following illustration. When previewing a
picture, a subtitle will foretell the showing of a village. The characters are going
about their business in the usual way and you 1mmec11ately feel that this is an

opportunity for musical relief. You note it as No. 4, meaning- ~the ea{alogue—num=—"—‘

ber of such descriptive music; but, when the scene flashes, you note that the
Heavy Character or Villain is prominent at the opening of the scene and to main-
tain proper atmosphere you note, Red. The scene is short, followed by light, hur-
ried street action and you note B (Yellow). After 150 feet there is a disturbance
on the screen, possibly to register that there is a rough element of 11:@abltants n
the locale, o you note Light Blue or Dark Blue (G or H). After the disturb-
ance has been stopped, the scene continues to fade out, showing the characters
again going peacefully about their busmess (B) Yellow

~ Your notes would look something like this: No. 4, Red, A (B, G B)

~meaning a light descriptive or relief number, with a serious mtroductmn accenting

the ominous, continuing melodiously in hurried style (B), to the second strain
which should be slightly agitated or of Con Moto accent (G), andthen ending
similar to the first strain (B).

- Note that No. 4, Red A, is important and the letters in parenthesis
(B, G, B) are only suggesting additional “possibilities. Should you not be able
to locate a number with the (B, G, B) sequence as required, a glance will tell you

that B is more important, and you would, therefore, select a number omlttlng the
G requu-ement : : — 3
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ber witho G should look as shown in Fig. 23 =
llowing the instructions of Motion Picture Synchrony, 7, you accom- -
desired in a minimum amount of time, giving you moze_tlme,_to
r accomplishment.

eption of Instructions to Organists and Orchestras, regarding
t application of The Symphonic Color Guide for Theatre Pit use, which ‘"‘
ed Chapters VII and VIII, this concludes the Treatise on Color applica-

the determination of correct Motion Plcture Music and 1ts proper placmg_

-

ren adoptmg this method do not goabout it hurnedly Has’te will rnake
; -__;of its good pom‘cs It is not mechanical but mteHectual

g hose alreagly havmg extensive hbranes wrﬂ at ﬁrst shlrk at the effort_

5 xe uired to classify them according to the Symphonic Color Guide method and -
. l’ﬁ is advised that they do: not contemplate &omg it hastily. Tmpmmme 3

Rome was not built in a day. = G :

To accomplish this change Wlthout lnterfermg wﬁh the work at hand buy '
all new additions to the library in accordance with their color value and classify-
them properly. Add to the new additions whatever music out of your present
library you use each day or each show. The ambitious worker will find little
- difficulty in changing those compositions, with which he is thoroughly familiar,
from the old method to the Color method. The above is a part of the daily routine

= of every Motion Picture Musician and will re-establish 60 per cent. of the present

_ library with very little additional labor or time.

The other 40 per cent. of the library should be changed slowly and care-
tu!ly Many of the compositions may never find their way into the new library,
for your ambition should be to use only the best. When in doubt about the value
= ( of a composition, it is better left out of your classification until you have used it

\ to good advantage.
I have rejected many compositions several times, only to learn later, that
they were excellent adaptations for some Tberses | el more thought of before.
 Classifying by guess is. dangerous and should be avoided. You never
~_ really know the better illustrative value of a composition until you have played it
to the screen and are impressed with its synchrony. —
The methods prescrlbed in the preceding chapters are no expenment anci\/“/
~ have been used successfully in some form or other, for years. - =
The Leit-Motif, originating with Richard Wagner in his world-famous
’ramatxc Grand Operas is our aim, and to accomplish this in commendable manner
in Motion Picture Synchrony, with the ever-apparent obstacles, requires preparatory
effort

I‘ |

- Such preparatory it e fenihcthod s once completely adopted.
e more time you give and the more thorough you are in its adoption, the |
= —saveraf-ter-youwha#e_completely adopted it:




three or more keyboards,-not to mention the manipulating of the many speaking

__stops,-piston_combinations, swell and crescendo pedals, we sometimes wonder how

" Theatres tends to prove that those who are successful, are possessed of a ura
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s CHAPTER VIL

THE MOTION PICTURE ORGANIST ) e
N developing the Coior Clasmﬁcatmn axﬂ The . Symphomc_CoiT::r G_lﬁe, s —'|l

I partlcularly had in mind the many dlﬂieultle.-, enCOuntered by the
Orgamst in the Motion Picture Theatre

Knowing, as I do, of many Organists who have been fa‘llures in
; MetronhFl}ctuxe_ELaymg, and of many others, who, with not half the abil- ;
xty o masical knowledge, have been successful, I could not but believe that some i
helpful method had been lacking, wherewith to-develop and assist this wasted talent B |
to the necessary Picture Music mtelhgence making it less dlfﬁcult to- apply the & |
same to Picture Theatre work: after it is attained. - 3 =i ; ‘

Although so-called showmanship . is essential to being a suceessful enter-' —
tainer, and that is what the lone organist in the Plcture Theatre must be, 1 will not n
admit that the capable performer with unlimited musical knowledge is not péssessed 1!

- of that which is tlle most essential requirement in Motion Picture Playing.- It

must, therefore, be the lack of knowing how to apply their talents that causes
the fallure

The Orgamst sitting on the bench of a modern theatre organ, is required
to be a so-called “one-man orchestra.”

Knowing that the good organist uses both feet, both hands and operates

he finds time to watch the screen and the music on the music rack at all.

Regardless of the effort required, it is being done daily, and each day is
addmg more good organists to the fold of Motion Picture Players. »

Close observation of Organ Playing in the present-day Motion Picture

gift for improvisation extemporaneous playing or faking, but regardless of this fact,
harmful than beneﬁr:lal and it certamly does not provide commen&able musma[
entertainment.

It is nothing more than the means to an end, appropriated, because a better
method is lacking. Uninteresting, because it does not even appeal to the player
and therefore retards Motion Picture Music Progress. a5 e

- To overcome this evil and make the entrance mto the field of Motlon

Plcture Playing less difficult for the capable Organist, and to make him more con-
fident and certain of his ultimate success, is our earnest-endeaver.




n, and assuming that the reader is so mclmed
sumess, 1f he or she wﬂl be gmded by the

) i ynchrony and The Symphomc Color Gulde
. so acquired, Cuemg Motion Pictures is greatly

ogue your repertoire, so that every composition is known to you,
_ th its illustrative value is the next step. :
o accemphshed the foregomg, you come to the last and most -

) gamst she—[dﬁlsregar&ﬁthe rules for t}ase;l{-ymg lmusm to colors as
_._apfer VI, for he will ﬁnd the method here expounded far more

AT and- shown 111—F_1gul!es—5-] 5, 1nclus+ve—unll=:ss he feels-;t—_-_
tant-to codify the length, and should he or she desire to do this, I would -
u_smg the letter X, XX or XXX, each X representing about one minute of
1g time, marked with pen or pencil in the upper right hand corner of the cover
- or title page, as shown in i k6. s ol e
B . nstead of taping covers to designate the color value of the composxtmn the e
_.:sheuld tab them, using no more than two inches of the correct color tape - A
provided, doubling and attachmg it to the music, as shown in Fig. 16.

The Symphonic Color Guide is invaluable to.the Picture Theatre Organist,
in making possible for practical use every Album or Suite, after 1t is properly
 classified to colors and tabs placed in accordance with Fig. 17.

i, As an example, | have in mind a Motion Picture Album containing six
positions; the first, a light 2/4 Polka Style composition (Yellow) ; second, a

dly serious number in minor key of seductive or oppressive character (Dark

_Green) ; third, a light hurried agitato (Light Blue) ; fourth, a decidedly agitated or

~ dramatic tension number (Dark Blue); fifth, a love theme (White); and 1ast a

' {mystlcal tension or villain character i Iistration (Red).

E Tab the album with colored tape, as shown in Fig. 17 and see what happens

You are about to play a picture starring Lon Chaney, who usuallyyis cast to
p]ay Heavy Character parts; the picture portrays a double romance, depicting both

: illicit love in a melo-dramatic manner, inciting arguments and fights, with
ﬁthe piayful antics of children interspersed for dramatic relief. — =
DI TN This is what happens today: You open the picture mpresswely,_carelessly
' _'_Tlaymg through the opening scenes, killing time, and suddenly Lon Chaney walks
~ upon the screen. Your intelligence immediately urges you to search for a certain

' n, whlch you know W111 serve as a Theme, Motif or 1llustrat10n for the

' contol'tlomst,v you feel for e e under the e organ seat, and eventu-
_'.ﬁnd_ lf—bﬁt lo and behold '—when you glance back to the screen, there Tsh




. take hold of the White Tab and play the White number or Love Theme. The

«create- tf

N ___ MOTION PICTURE SYNCHRONY e o

1 ‘Symphonic Color Guide it is entrrely different, and this |
el Y‘ou open tehép;lcture impressively as in thesprevious illustration,
iately the title shows, declaring Lon Chaney is the Star, you proceed to
proper atmosphere. The Album before spoken of with correct color
tabs showing, is on your music rack and you automatically tike hold of the red
tab and open the album to the musical illustration that will illustrate the correct
Heavy Character Atmosphere or the Lon Chaney Theme. It takes less time to do
it than to explain it. The first scenes of the picture show children at play. You
take hold of the yellow-tab, easily turning your pages from the last number, the
Lon Chaney Theme, to the first number, the Juvenile Theme.
Lon Chaney walks on the screen and menacingly registers the character he
is cast to portzay With no effort, you turn back to Red. The villain annoys the 4
“.children and dur hero rushes on the screen and there is.a struggle. You turn to |
nght Blue; saving your Dark Blue for the blgger climaxes that are sure to follow j
later on. Not difacult? =~ = . : ﬁ
1

: During the struggle, the: herome runs upon the scene - and you naturally
anticipate a love scene after the struggle. Your expectation becomes'a fact, and you

love scene fades upon the immortal lingering movie kiss into the next subtitle, = ,%I
introducing the painted lady, who, though lav1shly maintained by the ill-gotten . )
wealth of the Heavy Character, is seemingly enjoying the caresses of another.
The action immediately suggests the use. of a Dark Green composition.- You
touch a Dark Green Tab and you have such a number. ' &
The Heavy Character enters, interrupts this illicit love affair and a fight
ensues. You have your Dark Blue Tab. handy and in a second you are correctly
illustrating the fight. You continue your necessary Theme illustrations, repeating
them as required, throughout the entire ‘picture. Nothing difficult about this.
You have been able to follow the foregoing imaginary story, with correct
‘musical illustrations without resorting to one bar of improvisation, faking or extem-
" poraneous playmg That proves my contention that 1mpr0v1sat10n and extem-
poraneous playmg is as unnecessary as umnterestlng

{

Picture Music Albums as described in this Chapter. Make your own Albums.

~~ Use the Symphonic Color Guide as your key for selecting five or more

single compositions of different illustrative value for Motion Picture pla¥ing, and

use the Dark Brown or Steel colored tape to bind them into book form, and you

will soon have an Album of Motion Picture Music for every day in the month and

every known type of motion picture. =

W)

*  put away with the Album until it is used again, consequently wasted for the time -

" in like manner as suggested in the foregoing illustration. In fact, the single pub-

It is not essential that you have Albums of Motion Picture Music, to make'i 3
practical use of this method, for it is no more difficult to have ten or twelve
different compositions, bearing correct colored tabs, on your music rack, using them .

b M |

lications are decidedly better on account of eliminating music waste. You only use
those compositions you n need and save the others for another day. If an Album
contains six compositions and you need only four, the two that are not used are

being.




o 11, sheul&be placed e
ic. ' the second color, V5 inch lower
lewer than the White, and so on untll the

rm spnt

twice in the same plcture for Theme
. a perfect line of yision at all times..
Ormity of Cc)lor pos1t10n, use a gmcie as ﬂlus—'

to thin 'k that ‘the forcgomg Chapters prescnbe more
require and decide to adopt the method only in part. . "There
: 'he deelszon is yours tp make —but it is aciwsed that you

) tmg mﬁuence ancl the more we have, the more we want.
you make use of the suggestions set forth in Chapters I, 11 and VH you 9
hereby, for it does make Motion P1cture Piaymg possible wrthout :
to extemporaneous playing or faking. '
To become a showman and sell your music, not only requires mtelllgence :
but a decidedly less tedious method of applying that mtelhgence The tired
rmnd does' not encourage the initiative. -
S .  Organists using Thematic Music Cue Sheets and settmg a music score in
Grdance to the suggestions given there, should proceed in the manner sugorested
pter VIII, Page 62, to Orchestra Leaders for assembhng their scores, using
! -Single or ‘Sequence Color Cards as shown in Figs. 1-2-3-4. : '
1 (e 13'101' preparatlon has its advantages When using thls method should you

e'- y e%fect a change. __ _ _
i { No Cue Sheet can be all wrong : o ket
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L CHAPTER I

THE MOTION PICTURE ORCHESTRA LEADER

OW often have you ‘heard the expression, “You can do that on an
organ, but ydu can’t do it with an orchestra”? While ‘this expression
i1s founded act at times, it has, nevertheless, become a pet alibi, which
on.ly those of vast motion plcture playing experience can refute. ' _
The writer employs more than one hundred organists, comes in
constant contact with seventy-five theatres showing motion pictures and employing

=
Y

thes2aCRg

orchestras, and knows that 75 per cent. of the theatre managers __pect anchema.nd_—-—

of their organists that they play the Orchestra Score.” )
; This would imply that Motion Picture Synchrony, as rendered by an orches-

| tra is the more appealmg to motron picture theatre patrons.

The endurance of an Orchestra does not permit the playmg of an cntu‘e

‘two’ or three hour performance, and |- question if the endurance—of an Organist

permits the playing of a two or three hour performance, which proves that the
ideal music for the motion picture theatre is a combination of the two, each as a

separate unit when required, and the two combined: providing an ensemble of
augmented magmﬁcence -

This is not propaganda but a statement of fact.

The skeptics will ask, “Why, if what you say is true, do not all motion
picture theatres have both organ and orchestra?”

This can be answered with the one word—cost!

As stated in the Introduction of this work, the motion prcture theatre has

added a commercial value to the profession of music, which-has a two-way mean-
ing. The one, that it has provided a payroll of millions of dollars each year, to be
Sietibuted among the members of the music profession; and the other and more
'rﬁportant meaning, that it has opened great opportunities for selling music, not
unlike merchandise is often sold: “I'll ship you a gross and if you canngt sell
them, return them and I will not charge you for them.”

This is known as selling an article on approval.

——— When there is no orchestra or instrumental music in a motion picture

theatre other than organ, it means that none has been obtainable that_—wﬂl—stand——'—“

the test of approval.
When we use the term Theatre in connection with orchestra, we do not
refer to nickelodeons, converted stores, stables or garages.

Buying and selling, promoted by earning and spending, constitutes commer-
cialism.

To help the present or prospectrve motion plcture theatre orchestra leader
~ to sell his services to the theatre manager, and aid the theatre manager to sell
_such service to the public, is what the Symphonic Celor Guide will do, if you
absorb its meaning and apply yourself to its usages.




! oad ‘emotion or dramatic value; after they. have been selected for ‘Theme or
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sx (See Flgure l9 ) ; |
abbing orchestral parts, the Red Tab should be placed about one :
left end of the sheet of music; White, following about one-half &
: 'Way-and continuing in rotation; Dark Blue, etc., as the colors are given in
II, The Symphonic Color Gulde (See Flgure 207)
By employing- -this method, should you have ten themes ox sheets of music .
me score, with color tabs attached ‘none would obstruct the view of the '

ee Figure 20.)

You have been instructed to place all numbers, irrespective of atmosphere,

o

-

e, and a colored tab has been attached, in Chapter V, No. 20.

, . You are again cautioned not to tab mus1c ynless it has a positive. picture
playmg value as Theme or-Motif, and is a "decidedly effective and meritorious
‘composition. These compositions are the picture, while the less merxtorlous com-
_positions fnrm_the_frame_that4umunds the picture. ‘

If you were showing friends ‘or patrons a pamtmg -or plcture ﬂmat you:
thought beautiful, you would not expect them to say, “The frame is exquisite.”” -

The Symphonic Color Classics, published:by Music Buyers' Corporation, - *
1520 Broadway, New York City, are composed of three or more themes, correctly

" set to colors, making the necessary repetition of-themes throughout the picture

very simple. When placing tabs on Symphonic Color Classics or other publications 3
composed of two or more compositions suitable for Picture Playmg, such as -
. Suites, Selections or Overtures, place the tabs closely together as shown in Fig. 21.

Never tab any music until you expect to use it in a music score.

Setting-and assembling your music score is the next operatiom.

- Knowmg that the Symphonic Color Guide makes unnecessary the placing
of duplicate copies of any music in the score, regardless of how many Themes or
Motifs you are required to repeat, you place all the composntlons bearing tabs in
the rear of the completed score.
- Whenever, or wherever, one of these Themes or Motifs are required in the
score, replace them with a color card. (See Fig. 1.) If two or more themes are
required in direct sequence, use _the_Sequencg—Card—andﬂnsert—wmlored
strips into the—shts—prevrded as required. (See Figs. 2 and 3.) L Tl 1
When the score is completely assembled, none of the themes, motifs or :
tabbed numbers will appear in the score, as all have been replaced by Single or
‘Sequence Color Cards; the music, with tabs attached, remaining in the back part ,
of the book. _ g
‘The music score is then ready to be played. .
~ As an example, the first number in the score is any piece of music serving
creen the picture,-and is followed by a Sequence Card, showing the colors Red,

_'-e—and—Bark—Blue- ~Red is the top color; White, the middle color, and Dark




xsettmg then' 'score accordmg to the colors on the sequence card
s In doing this, it is more practical to pull out the lower color first, the
middlé color second, and the top color last, namely: Dark Blue, Whlte, then
Red, as this method automatically places the different compositions in correct
sequence, in accordance to how they are to be played. i s
While playing Red, the first colo; on Sequence Card, take the Sequence
— Card from the right side of the music stand and place it upon the extreme left /
side, leaving the one side of the colors exposed, as a gunde and as shown in Fig. 4, |
. until the entire sequence is played. : ~ el
' After playmg each number havmg a colored tab, turn it over as s you would
‘any other number in the score. You do not need to leave the number on the side \
of ‘the stand, for as long as it has a tab attached, you cannot lose it in the score. :
‘The following four numbers are descriptive and-without tabs, after which you find "-ﬁ!
a Red Color Card. While you are playing the fourth descrxptlve number you reach RN |
for the Red Tab, which is now on the left side of the music stand and you place - ;|
o Be R Card, leaving the card slightly exposed. After seguing to the -~ — =
Red Theme, and while playing it, you take"the Red Card and. place .it upon the B |
—left side of the stand, as you would any sheet of music after: you had. played it, - B |
and continue in like manner throughout the score. . . B |

There is only one precaution necessaty, and that is, to turn over the Color :
Card or Sequence Card, and put it on the left side of the music stand, in front of
" the music it represents. The colors are your ouide and are dlscermble, regardless
of rey may be. .
. You need never worry about where or how' the music with tabs attached is
! lying in the score, so long as you are precautious and keep your colored cards
' where they should be. B
The only reason for placing the music with tabs, in the rear of the book, is
i d;andare, in reality, no part of the score.
The themes and repeated numbers in the score, which caused you so much
— {trouble —are now of so little consequence, that we place them in the rear of the
book ' - i
| The tabs are decidedly more practical when operating with congert size
(9 x 12) sheets of music. They can, however, be used on octavo size (7 S 1)
.~ music. - When placmg octavo size music in the score with tab attached, the number

must lay sideways in the score, the tab showing on the extreme right or left side
—— _of the stand, instead of at the top.

I would not suggest using more than one e S publlcatlon in the same
score, although it can be done. ;

q

o |

|

=
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Finally, Mr. Oxchestra Leader, do et allow yourself to believe that only 3

' this chapter is important to you. It is necessary, if you desire to obtain the best\j

results, that you read and re-read this entire book until you are thoroughly familiar
with every paragraph therein. Study is unnecessary; for every time you re-read this
book after adopting The Symphonic Color Guide, new and original ideas will

present themselves, which will be your stock in trade, and increase your selling
- value tenfold.
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'MPHONIC COLOR METHOD in part

o carefully read the entire eight chapters

u are the recipient of flattering comments,
i }hls method.

- in Chapter VIII, you will receive in = ~

———

coONELUSIONE: . . . T

EN you have once entered into the spirit of Motion Picture Synchrony '

‘and adopted The “Luz” Symphonic Color Guide, you - will find the i
combination the most en]oyable and educational toy you ever played

The entire method is but a mechanical toy that will arouse your

( ,g];eater endeavor and subsequent success. :

'in the motion picture field of endeavor are so extensive,

wue writing chapter after chapter in its extolment.

e brief, advancing only such argument as seemed necessary to
-'ng, hopmg that such thmkmg would form a basis for the

-your talents
cen left unsaid, for it is my sincere belief that my apphcatmn
: Plcture Synchrony will brmg to you the real facts more

1y g fond hQ es that the Motion Picture Industry may be benefited
‘my humble effort, and that the Motion Picture Musician may derive
_through its adoptlon, I leave The Symphonic Color Guxde to your

e  ERNST LUZ










