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Example 2.1 The Phantom of the Opera, Overture, mm. 1-31
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Example 2.2 The Phantom of the Opera, No. 6a, mm. 1-16
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Example 2.2 is a stock piece from The Phantom of the Opera that is not composed
by Hinrichs or Winkler. This is because multiple composers were employed by the
publishing companies that were partnered with creating the scores for silent movies. As
stated above, these pieces were for general use. This means that this same prelude,
composed by Maurice Baron, could be used in different silent movies. Composers would
write these pieces for a variety or themes, moods, or scene types. The compliers would
simply make artistic choices about how they should be used in several different films.

This example of a stock piece is not composed by Hinrichs or Winkler. This is
because multiple composers were employed by the publishing companies that were
partnered with creating the scores for silent movies. As stated above, these pieces were
for general use. This means that this same prelude, composed by Maurice Baron, could
be used in different silent movies. Composers would write these pieces for a variety or
themes, moods, or scene types. The compliers would simply make artistic choices about
how they should be used in several different films.

Improvisation was commonplace in silent film scores and indications for its use
were generally geared toward theater organists.!* Theater organists would be trained in
the art of improvisation to underscore action on-screen. This would come in the form of
creating original melodies, vamping motives, or inserting pre-written organ literature at
the artist’s discretion. This is discussed extensively in the Lang and West text, but much
of it was passed down through theater organists over time. Compilers like Hinrichs and
Winkler were aware of this and call for improvisation by the organist numerous times in

the score.

4 Benyon, Musical Presentation of Motion Pictures, 107.
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EDITION INFORMATION

This score in its present condition is the score believed to have been used at the
Los Angeles premiere of The Phantom of the Opera in 1925. The score was reconstructed
through the research efforts of theater organist Dennis James and conductor Carl Daehler.
On compiling the score, Dennis James testifies:

I was given the published piano-conductor part of the original Hinrichs & Winkler

scoring set that had been kept by Philadelphia theater organist Vi Eggars from her

having purloined it out of her playing it in the original run of the film. Having that

in hand, I decided to re-construct the score with a complete set of new parts to be

able to perform it again with full orchestra. I began by contacting the many film

music composers, film music collectors, music archives and various silent film

world participants to locate as many of the actual compilation-source component

pieces and parts sets as I could find, and then recreating the rest following the

methods evident in the surviving originals. !>

Silent movies often had rough and/or multiple cuts of the film. The Los Angeles
premiere cut of the film survives in the form of a 1929 re-release. That is the exact cut
that the current edition of the score closely follows. The DVD discs that accompany the
score for modern performances (and the ones used in this study) reflect this 1929 re-
release. The DVDs are custom dubs made for Dennis James by noted film restorationist
David Shepard. Shepard created the DVDs via digital transfer from the film print
archives at the George Eastman House. The film is a 1.33:1 silent aperture flat print in
black and white with a few scenes in Technicolor. The digital transfer was made at the
projection speed of 21 frames per second.

The James/Daehler edition would need to be re-arranged to fit different cuts of

the movie. Dennis James has stated that there are other orchestral versions of the Hinrichs

and Winkler score in existence, but it is unclear who has possession of them or with what

15 James, Accompanying Phantom of the Opera.
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cuts of the film they fit.!® According to Rodney Sauer, the Hinrichs and Winkler score for

solo piano is available in the public domain.!”

Dennis James Productions
 wd
Silent Fifm Concerts
present
The Phantom of the Opera
The 1925 silent film ciassic' st_a;-ring

Lon Chanéy and Mary Philbin °

with a newly compiled score for .
full orchestra accompanimént by .

" Carl Daéhler =

~Conductor
©1988, an righ.cs reserved

Figure 2.1 The Phantom of the Opera, Front cover to the conductor score

16 James, Accompanying Phantom of the Opera
17 Sauer, Compiling Silent Film Scores.
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Conductor Carl Daehler worked with Dennis James to finish reconstructing the
parts for the full orchestra instrumentation to premiere the score in 1988 in Ann Arbor,
Michigan. This version of the score and parts is what is still used today. While much of
the score is no longer under copyright, Dennis James exclusively owns the only original
copies of score and orchestra parts via his production company Dennis James
Productions (Figure 2.1).

ORGANIZATION OF THE SCORE

The score is a piano-reduction score that is divided into two acts mirroring the
structure of the film. Act one consists of an overture and twenty-six musical numbers (52
minutes). Act two consists of an entr’acte and twenty-three musical numbers (46
minutes). The musical numbers are labeled chronologically, spanning the entirety of the
score (i.e.1-50). The following table contains a list in chronological order of all musical
numbers used within the compilation score to The Phantom of the Opera. This includes
titles, composers, and aesthetic classification. For more information on the aesthetic
classifications, please see chapter three.

Table 2.1 List of Music Numbers for The Phantom of the Opera

Musical Number Number Title Name | Composer Aesthetic
(if provided) (if provided) Classification
Overture Le Danse de Phyné | Charles Gounod
from Faust
1 (Organ Solo) Toccata in D Minor | Johann Sebastian Non-Diegetic
Bach
2 The Conqueor Maurice Baron Non-Diegetic
3 Les Nubiennes Charles Gounod Diegetic
from Faust
4 (Organ Solo) Non-Diegetic
Sa Les Nubiennes Charles Gounod Diegetic
from Faust
5b (Organ Solo) Non-Diegetic
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Table 2.1 List of Music Numbers for The Phantom of the Opera (continued)

Sc Les Nubiennes from | Charles Gounod Diegetic
Faust

6a Prelude to Mystery | Maurice Baron Non-Diegetic
Drama

6b Shakespearian Maurice Baron Non-Diegetic
Sketch No. 11

6¢ Oriental Furioso Victor Boehnlein Non-Diegetic

7 (Organ Solo) Non-Diegetic

8 Apotheosis from Charles Gounod Diegetic
Faust

9 (Organ Solo) Non-Diegetic

10 Because You Say Sol P. Levy Non-Diegetic
Goodbye

11 Non-Diegetic

12 (Organ Solo) Non-Diegetic

13a The Jewel Song Charles Gounod Meta-Diegetic
from Faust

13b (Organ Solo) Meta-Diegetic

14 Oriental Furioso Victor Boehnlein Non-Diegetic

15 Tragic Theme Paul Vely Non-Diegetic

16 (Organ Solo) Non-Diegetic

17a Misterioso Gaston Borch Non-Diegetic
Dramatique No. 54

17b Dramatic Reproach | Irénée Bergé Non-Diegetic

18 Introduction to Act I | Charles Gounod Non-Diegetic
from Faust

19 (Organ Solo) Non-Diegetic

20 Dramatic Reproach | Irénée Bergé Non-Diegetic

2la Majestic Mysterioso | Edwin Kilenyi Non-Diegetic

21b Prelude to Mystery | Maurice Baron Non-Diegetic
Drama

22 (Organ Solo) Non-Diegetic

23 Vat’en from Faust | Charles Gounod Non-Diegetic

24 Introduction to Act | Charles Gounod Non-Diegetc
I from Faust
(Intermezzo and
Song)

25a (Organ Solo) Diegetic

25b Non-Diegetic

25¢ (Organ Solo) Diegetic

25d Non-Diegetic

25e (Organ Solo) Meta-Diegetic
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Table 2.1 List of Music Numbers for The Phantom of the Opera (continued)

26a Non-Diegetic

26b Dramatic Reproach | Irénée Bergé Non-Diegetic

Entr’acte Va t’en from Faust | Charles Gounod

No. 27 Non-Diegetic

28a Vin o Biére from Charles Gounod Non-Diegetic
Faust

28b Non-Diegetic

29 (Organ Solo) Non-Diegetic

30 Non-Diegetic

31 Shakespearian Maurice Baron Non-Diegetic
Sketch No. 11

32 (Organ Solo) Non-Diegetic

33 Creepy Creeps Gaston Borch Non-Diegetic

34 (Organ Solo) Non-Diegetic

35a Le Roi de Thule Charles Gounod Diegetic
from Faust
(introduction)

35b Because You Say Sol P. Levy Non-Diegetic
Goodbye

36 (Organ Solo) Non-Diegetic

37 The King of Thule | Charles Gounod Diegetic
from Faust

38 Non-Diegetic

39 (Organ Solo) Non-Diegetic

40 Misterioso Gaston Borch Non-Diegetic
Dramatique No. 54

41 (Organ Solo) Non-Diegetic

42 Misterioso Gaston Borch Non-Diegetic

Dramatique No. 54

43a (Organ Solo) Non-Diegetic

43b Shakespearian Maurice Baron Non-Diegetic
Sketch No. Il

44a Emotional Agitato Domenico Savino | Non-Diegetic

44b Sinister Theme Paul Vely Non-Diegetic

45 (Organ) Diegetic

46a Non-Diegetic

46b Mob Rule Giuseppe Becce Non-Diegetic

47 Diegetic

48a Emotional Agitato Domenico Savino | Non-Diegetic

48b Non-Diegetic

48c Prelude to Mystery | Maurice Baron Non-Diegetic
Drama
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Table 2.1 List of Music Numbers for The Phantom of the Opera (continued)

49a Dramatic Agitato Henry Hough Non-Diegetic
No. 1

49b (Organ Solo) Non-Diegetic

50 Toccata Leon Bollemann Non-Diegetic

Some of the movements contain cues for individual instruments written in next to

the music note heads. Others are simply a piano or organ part. As mentioned previously,

the score possesses a series of handwritten notes that guide a conductor for pacing the

film. This can come in the form of describing the action on the screen or offering the

proper tempo for a given musical number. They are written in bold font and usually have

a circle around them. Notes written with quotation marks indicate the text shown on the

dialogue title that appears on the screen. Dialogue titles are text cards that display what

the actors are saying in a scene. Due to the lack of recorded sound, the viewer would see

actors visibly speak, and then a dialogue title would appear on the screen stating the exact

text that was spoken. Sometimes, titles are text cards that appear giving a description of

the scene or section of the movie that was about to occur. Any other handwritten notes

are extraneous reminders that conductors may have entered to assist in their personal

rehearsal or performance process. These notes can be consulted, but should not be

considered “canon” when preparing the score for performance. For clarification of

handwritten markings, see Appendix A. The following score pages are examples of the

above criteria without (Example 2.3) and with instrumental cues (Example 2.4).
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