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The Sounds of Early Cinema

In early June 2009 the IMR hosted the first conference of the AHRC-funded Research Network ‘The Sounds of Early
Cinema in Britain, convened by Julie Brown (RHUL) and Annette Davison (Edinburgh), In fact it effectively joint-
hosted it, because the Barbican Cinema accommodated the opening session and generously facilitated film screenings.
Funded as part of the ‘Beyond Text’ strategic programme, the research network is holding two conferences and two
workshops over two years as a means of consolidating research and practical activity (and stimulating new work!) on
the role of sound and music in the exhibition of early and ‘silent’ cinema in Britain.

The conference focused on textual, material and technological sources,
/—j and kicked off at the Barbican Cinema, in their usual Sunday afternoon
Silent Film with Live Music slot, with a performance of the original
score by William Frederick Peters and Horace Silvers for D.W. Griffith’s

\ /|

Arts & Humanities 1920 melodrama Way Down East, conducted by distinguished silent film
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R conductor and historian Gillian Anderson. Introduced by melodrama and

Griffith authority Professor David Mayer, the screening was followed by a wide-ranging interview with Gillian
Anderson by British silent film expert Professor lan Christie (Birkbeck). Another network-organised screening took
place at the Barbican the following evening. This time it was a British film with a reconstruction by silent film pianist
and silent film historian Philip Carli of the original British score by Albert Cazabon of the 1926 Maurice Elvey film The
Flag Lieutenant. Played by Philip Carli, Glinther Buchwald and Paul Clarvis, this was probably the first time Cazabon’s
score has been heard since 1926, and until recently was the only known surviving silent film score by a British
composer.

The conference explored the sources of silent film music research with contributions from musicologists, film
historians, curators of relevant archives, and even a restorer of a central piece of cinema musical equipment.There
were papers themed around the topic of ‘film lecturers’ as well as individual contributions on, among others, music in
Mitchell and Kenyon shows, the evidence for accompaniment practices in London cinema 1896-1913, British literary
fiction as a source for understanding accompaniment practices, the role of UK licensing laws on musical practices,
music in the vanishing part-talkie The Crimson Circle (1929), silent operatic performance on screen, and silent variety
performance on screen. In addition, there were specially convened panels on resources to be found in relevant
archives, and on technologies and ephemera, Curators from the Bill Douglas Centre in Exeter (Phil Wickham)

and the British Film Institute (Bryony Dixon), the specialist librarian in Moving Image at the British Library (Luke
McKernan), experts on aspects of early film sound technology, and even cinema organ restorer Len Rawle, who is
currently restoring the Wurlitzer at the former Granada Cinema in Mitcham Road, Tooting, gave often revelatory
presentations.

A Many-Coloured Coat

Concert programming is an art, and programming vocal recitals is especially testing. The perennial challenge is to
sculpt an audience’s experience of numerous short items into an arresting whole with its own musical logic and
rhythm. How refreshing then, to experience a song recital in which all those desiderata were amply fulfilled despite
the selection of music spanning five centuries.An unusual theme - of Jerusalem as a cultural and religious crossroads

- brought together such contrasting figures as Hildegard of Bingen, Luigi Rossi, the French trouvére tradition and
Henry Purcell, creating unexpected juxtapositions for those who knew the music, and allowing items to be sequenced
such that a dozen individual pieces melded into an hour of musical reflection, performed without applause until the
end and not for a moment loosening its grip on the audience.

The Art Workers’ Guild in Queen Square formed the backdrop
for this tour de force given by lutenist Anthony Rooley and
soprano Evelyn Tubb on a warm June evening; and although a
large audience soaked up much of the acoustic of the Guild’s
oak-panelled hall, the intimacy of the setting combined with
Evelyn Tubb’s occasional perambulations while singing the more
improvisatory pieces ensured that the subtlest of nuances made
its mark.The recital and post-concert reception were made
possible by the John Coffin Fund, and the event was mounted in
collaboration with the Lute Society and the Warburg Institute.
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Music and Morality

An international conference in association with the Institute of Philosophy

Although nowadays many would consider them entirely separate realms, strong links between the moral sphere
and musical practice and experience have long been held to exist. Reflecting developments in both musicology and
philosophy, the conference organisers felt the time was ripe for a widespread reassessment of the subject. For while
the majority of musicologists and composers have long since shelved the unworkable but extraordinarily persistent
notion that music cannot sustain meaningful links to anything outside itself, the hegemony of utilitarianism in public
conceptions of the moral sphere is fast being supplemented by a growth of moral enquiry only too happy to take
its cue from the world of human emotion and experience.VWhether the links between them are best characterised
in terms of emotional awareness, the manipulation of sensibility, representation, narrative, or more simply with the
help of the numerous metaphorical constructions we use to anchor our musical experience to the imaginative and
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The theme of the conference was approached from many different angles. Among the keynote speakers, composer
Deirdre Gribbin and musicologists John Deathridge and Susan McClary drew on personal experience from which to
elaborate their positions. Gribbin argued that composers have a strong duty to write music which reflects the moral
and political climate in which they and their listeners live. Susan McClary used her own now legendary gendered
analysis of Beethoven’s Ninth Symphony to illustrate ways in which the ‘moral force’ of music was in many ways
inescapable. John Deathridge pursued a more sceptical line, arguing that the trajectory pursued by ‘art music’ in the
post-war period has led to a position in which artistic fraudulence is indistinguishable from authenticity, hinting at the
moral ramifications of this.

lluustrating his lecture with some fine vocalisations, the philosopher Jerry Levinson explored the moral character
expressed in jazz standards. Roger Scruton, by contrast, mostly kept to the classical repertoire, arguing that music can
both embody moral character and shape communities of listeners who are open to it. In this way, Scruton argued it
is possible to distinguish noble music from ignoble, just as it provides a model for grounding notions of the cultural
importance of musical excellence. In an unexpected conference first, Scruton’s lecture proved to be his Powerpoint
debut. The conference committee do not know if he has revisited the genre.

The line taken by the composer George Benjamin was in many ways the most general of all. In conversation with
Guy Dammann, Benjamin argued that although it was not the duty of the composer to try to ‘engage’ in moral and
political issues directly - music should not be a form of protest or coercion - the compositional imperative to write
music that was both new and, most importantly of all, beautiful is something in itself that may be considered to have
a moral extension. This was understood both in the sense of a composer’s private moral code but also, and more
importantly, in the sense that the experience of profound beauty may itself be one of the things that ignites moral
awareness and the sense of our freedom to act.
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Much of the success of the conference was owing to the quality of the selected papers, and to the liveliness of the
discussions following them. It was generally felt that this was an interdisciplinary conference that had enabled the
participants to make genuine progress in their research of the central theme, and the atmosphere was particularly
positive throughout. In response to one of the papers, for example, a straw poll was arranged to canvas opinion on
the question whether music can lie. Roughly 65% felt that it could and lively debate ensued.

The overwhelming majority of the delegates expressed interest in continuing the discussion in the form of a
publication, most probably a collection of selected papers. Barry Smith, Director of the Institute of Philosophy, and
Guy Dammann, Associate Fellow of the IMR and convenor of the conference, are currently exploring this, They hope
to have a proposal ready in the beginning of 2010.

Historiographical Topics in Music Archaeology and Ethnomusicology

A Study Day organised by Sam Mirelman (Research Associate, SOAS) at the IMR on 4 July examined historiographical
topics in music archaeology and ethnomusicology as its theme and attracted students and scholars from a wide
variety of disciplines. Papers were given by seven scholars from Australia (Aaron Corn), England, (David R. M. Irving,
Graeme Lawson and Sam Mirelman) Germany (Adje Both), Norway (Gjermond Kolltveit) and Sweden (Casja Lund).

The aim of the day was to examine the perception of music’s past, in all its historical, geographical and cultural
breadth. Papers addressed the interpretation of past musical cultures from the earliest records of antiquity until the
present, while geographical areas covered included South and Central America, Australia, the Near East and Europe.

This meeting highlighted the extent to which music archaeology has been a flourishing field of research since at

least the mid |9th-century. It also emphasised the importance of such early studies of music archaeology for an
understanding of wider cultural and musical history in the 19th- and early 20th-centuries, and by extension, the
context in which the modern disciplines of musicology and ethnomusicology originated, Adding to our understanding
of wider cultural history during the Early Modern period, the topic of non-European views of European music in this
period was also addressed.As a complement to such early studies, critical overviews of contemporary perspectives
on music archaeology, as well as aboriginal Australian concepts of history were offered.

This study day brought together researchers in diverse fields, all of whom work on the topic of musical
historiography in a global sense. Many of the topics discussed, especially the |9th-century scholars, are essentially
unknown within either musicology or archaeology. Therefore, a secondary aim of the meeting was to provide

an opportunity to present some ‘missing chapters’ in the history of musical research.A publication based on the
proceedings is in preparation. It is anticipated that this will be one in a series of meetings on the topic.
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The SMA, IMR and Wiley-Blackwell Summer School in Music Analysis

The beautiful environs of Hatfield College and the Music Department at Durham University provided the setting for
the inaugural biennial summer school in music analysis from |13-15 July.The event, organised by the Society for Music
Analysis in collaboration with the IMR and Wiley-Blackwell publishers, attracted an impressively international spread
of 3| postgraduate students from Greece, Canada, Ireland, Germany, Belgium, Macedonia, South Africa and the USA,
as well as a healthy representation from British universities. Equally international was the imposing line-up of tutors,
which included William Drabkin and Michael Spitzer from Southampton and Durham Universities respectively, Julian
Horton from University College Dublin, and the eminent Wiley-Blackwell Fellow, Richard Cohn, from Yale University.

Classes were intensive and interactive, taking the form of small-group seminars rather than lectures, and encouraged
an equal exchange of ideas, transcending the usual tutor/student hierarchy.The modules included Schenker, Semiotics,
Formenlehre and Neo-Riemannian harmony, and covered a vast and challenging repertoire. Julian Horton’s classes on
the new Formenlehre focused on two major developments in the theory of form:William Caplin’s Formal Functions
and Hepokoski’s and Darcy’s Sonata Theory. Horton’s approach had a distinctly critical edge, emphasising that his was
not a course in ‘how to do’ either of these theories, but rather an opportunity to engage critically with them via the
analysis of two ‘problematic’ works.

Drabkin’s Schenker seminar opened by introducing the Ursatz and asking:‘how do we make a piece of music out of
this?’ His bottom-up approach to theory, advising the students to envisage pieces of music as compositions that need
to be ‘put together’ rather than reduced or pulled apart, presented a refreshing pedagogical approach.A highlight of
this module was Drabkin’s reversed performance of the Bach Minuets in G major and minor in order to demonstrate
how the minor may be understood as a variation of the major.

Contrary to the established reputation of Schenkerian theory and analysis, semiotics was presented by Spitzer as a
theory in the making. His witty, though insightful remark that semiotics is akin to a ‘bake-at-home baguette’, requiring
the input of students and teachers alike for its evolution, was indicative of his acute curiosity in the continued
development of the theory, as well as the prevailing outlook of the course in general. Richard Cohn addressed the
‘gap’ between classical and pan-triadic syntax in his Neo-Riemannian Harmony seminars. After providing a brief
history of the theory’s foundation, Cohn dived straight into a plethora of exercises and localised analyses ranging
from Mozart’s Piano Sonata in B flat major; K. 333, to Beethoven’s Fifth Symphony, and Wagner’s Das Rheingold.

Since most of the students had only a passing knowledge of Neo-Riemannian theory prior to the course, Cohn
accomplished quite a feat in a mere three hours.

Despite the mental exhaustion that inevitably set in each evening after classes, the two plenary sessions marshalled
an interesting array of topics and debates. During these sessions, the floor was opened to students who raised issues
relating to the role of perception in analysis, the demands of specific repertoires, the interaction of the theories and
methodologies discussed in the four modules, and the connection between analysis and composition.
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