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E . F . BURIAN: Music  in  Sound Fi lm /HuaUa ve zvukovem f i lmu/

l {hen we consider  music  in  sound f i l m ,  w e  m u s t  f i r s t  o f  a l l

are dealing with (so to"ny i
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depart from the assunption that we

meters of  sound which dynamical lY
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space of  the f i lm. ,  tape.  :

Sound Meter

This  neacn: l re  turns h is tory  ups ide down.  ALl  theor ies,  f rom

Dlonteverd i  a I I  t t re  way to  Strav insky,  are thereby l iqu idated.

A I t  t he  pe r iod iea l s  devo ted  to  decaden t ,  i . e .  se r i ous ,  mus ic  a re

unable to  break up th is  measure by any l i t t Ie  formula per ta in ing

to urus ica l  edueat ion.  The f i rs t  s t rock of  th is  rea l izat ion was

so strong even for lr€r that I wae on the verge of burning aII ny

manuscr ip ts  of  yesterday.  r  And I  am used to qui te  a lo t  f rom

my heret ic  work:  f  Xow a l l  thoee le i t rnot ives and program jokes

wil l  again be in fashion, once more t".] :3!.t_Y: *i t l-  be
YvvtuL4-'t'

conslderedl however, a gentleman with a tape*mä€ure wiII eount

exactly how many centimeters long is the word and how many

mi l l ime t res  the  f l u te  w i l l -  wh is t l e .

do with the theory?

that nusic has a f irmly layed out development and that

passes through centuptr tes so lv ing conposi t ion in  f  i rn

wi th  that  t rad i t ion.  Even the iazz revolut ion was
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f i rmly  l inked to  the t rad i t ion of  the Protestant  chora l  and

Afr ican tom-toms.  I f  sorneth ing remarkable happened here,  i t  was

only  beeause )azz was t ru ly  the predecessor  of  the changes we

are now wi tness ing dur ing the 
lorescence 

of  mechanica l

produetion. And now eompare the tradit ion of f iJm with this

co lossa l  t rad i t i on  o f  t he  Pa les t r i nas ,  Bee thovens  and  Smetanas .

Discover  soureth ing commensurate between nusica l  and f i ln

development .  The re la t ionship of  t t rese two t rad i t ions is  equal

to zero. l f t te contents and technical problems of nusic are

fundamenta l ly  d i f ferent ,  even d i rect ly  incongruous to ' f iLnr .

F i l n  t h inks ,  f ee l s  and  works  qu i te  d i f f e ren t l y  t han  mus ic  w i th

i te  Bach t rad i t ion.  F i ln  rea l ly  is  not  ln terested in  anyth ing

else than a measurable and palpable musica l  space.  F i lm cuts ,

shor tens and lengthens i ts  rnus ieal  e lement  aeeord lng to  i ts  law,

i . e . r  t o  t he  l aw  o f  i t s  own  t rad i t i on ,  no t  t he  mus ica l  t r ad i t i on .

Structure

I f  t he  composer  o f  yes te rday ' s  s t y le  wa i l s  t ha t  he  i s  l im i ted  by

the hegemony of  the f i ln  eontents ,  i f  he is  tear ing h is  ha i r

when asked to repeat  a l l  over  again the a l ready set t led,  rea l ly

scandalous effects for the eoncert or theate.r stage, then he

shall  have no other option but to forget that he ever cal led

himsel f  a  composer  and rename h imsel f  the sound technic ian,

s ince  i t  i s  t he  on l y  des igna t i on  tha t  t ru l y  f i t s  h in .  I f  t he

f i lm composer  wi l t  s tar t  h is  work wi th  the sound,  then the best
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solut ion for  h i rn  is  to  ask for  a  rneasur ing tape that  wi l l  enable

him to measure words and inst ruments,  and he wi l l  change f rom an

ins ince re  gen ius  i n to  a  sound  techn ic ian ,  a  func t i on  we  a re

courageously  reaehing wi th  the mere real izat ion of  h is  work

des igna t i on .  Then  i t  w i t l  make  no  d i f f e rence  a t .  a l l  i f  t he re  i s

a t rad i t ion of  syrnphonies and sonatas,  nobody wi I l  be in terested

wtrether  St rav insky conposes as a neo-c lass ic is t  or

inpress ionis t .  The ent i re  theory of  musica l  development  shal l

progress or  regre is  at  i ts  le isure-- the sound engineer ,  t towever ,

w i l l  cons t ruc t  and  make  b luep r in t s  f o r  k i l ome te rs  o f  t ones  i n

t l .e sense of t tre f i ln strueture. Thus ttre nrusician wil l  not

conpla in about  v io lence and f i lm shal l  have i ts  tectonic  space.

Functional sound

Unl ike the o1d music  of  the b iographs,  when the bandleader  of  a

screaming sa lon orchestra was invent ing a l l  k inds of  d i f ferent

moods and steal ing f ronr  authors a l l  over  the wor1d,  today music

in  f i l -n  f inds i ts  purpose only  in  funct ion.  What  is  the
,  t  , . .  - - , t , , / ,

f unc t i on  o f  mus ic .  I t  i s  t he  j us t i f i ca t i on  o f *s : : i d  ma te r ia l

that  does to , ! , r . touch the p ic ture and that  ig  not  composed tn

the  sense  o f  t he  o ld  ope ras ,  f o t  examp le ,  G luck ,  i t  i s  d i rec t l y

the f i ln ,  a  sequence of  f i fun inages and the i r  p lo t .  The theory

of mectranieal music shall  always have the function of sound as

i ts  po int  o f  depar ture rather  than pure musica l  ru les.  Let  us

not forget that this no backdrop to the picture but the picture
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i t se l f .  Mus ic  i n  a  sound  f i lm  i s  no t  on l y  hea rd ,  i t  i s  f i r s t  o f

a l l  seen.  Tt r is  is  the theoret iea l  bas is  which turns the

acoust ic  aspect  o f  sound in to a v isual  one.  fhe v isual

character  o f  sound is  subject  to  montage as is  the p ic tor ia l

sc r i p t r  änd  some compos i t i ons ,  i . e . ,  pu re l y  mus ica l  compos i t i on ,

in  the concer t  sense,  are exc luded.  I f  somebody today s t i l l

cons iders music  in  sound f i ln  f ron a pure ly  acoust ic  v iewpoint ,

then he has fa l len way back behind the conprehension of  th is

actr ievement. OnIy the visual character of sound turns musical

work in  f i ln  in to what  s t rou ld proper ly  be ca l led funct j .onal

sound. We do not understand under this term only the sound of

the inst ruments or  vo ices in  the p ic ture.  A shot  o f  those who

play and s ing is  not  yet  the f i lm funct ion of  sound.

Montage

I f  we proceed f rom the assumpt ion that  f i lm is  above a l l

governed by the law of montage, then we cannot take out i ts

music  outs ide th is  law and p laee i t  in to  some speeiat  ext ra- f i lur

mus ico -h i s to r i ca l  pos i t i on .  Qu i te  t t r e  con t ra ry ,  once  we  pass  i n

sound f i lm f rom exc lus ive ly  acoust ic  music  to  exc lus ive ly  v isual

meters,  we wi l l  rea l ize t t ra t  on ly  in  montage.  that  f ind the t rue

composi t ion of  music ,  the composi t ion.  which heretofore the

composers attempted to replace by courposing moods. And if  we,

as  abso lu te  composers  ( i . e . ,  composers  who  have  good  reasons  to

bel ieve only  in  music  not  based on l i terary contents) ,  know that
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music  eannot  be other  than acoust icr  and when we add to th is

v iew the f ind ing f rom sound f i lnr  about  the v isual  character  o f

th is  acoust ic  music ,  then we have on hand an obvious point  o f

depar ture for  work in  the f i ln :  each musicar  f low of  aeeords,

tones,  har f tones,  every inst rumentar  express ion,  every tone of

the human voice can becone phonogenic only after i t  had been

mechanica l ly  t reated.  What  do I  ca l l  nect ranica l  work in  f i lm

nus ic?  we  reco rd  ce r ta in  mus ica r  dynan ic  en t i t i es  on  d i sks  x

neters long.  We wi l l  record then at  var ious dynamic s t rengths

of  var ious lengths at  var ious shots.  For  that  we needed some

raw musica l  mater la l ,  nr i t ten by the conpoEer wi th  i te

for thcoming montage a l - ready mind.  This  x  number of  sound d isks

is  for  us work ing urater ia l ,  just  the so-cal red rough eut  f ihn

mater ia l  wi th  scenes which t rad been shot .  what  is  the next

s tage of  the work of  the f iLn d i rector? To c lar i fy ,  complete

and dynamize the act ion on the f i lm tape by cut t ing and

montage. v, lhat is the next stage of the work of the composer?

The proper  composi t ion of  the work,  just  as that  o f  the f i rm

di rector .  The conposi t ion which had been recorded is  not  a  f i ln

eonposi t ion,  i t  is  on ly  the rough-eut  mater ia l  o f  rhythms,

accords,  melodies,  e tc .  The composi t ion proper  begins onry at

the sound tabre wi th  sc issors in  hand.  H"r"  t r re  composer  can

f i na r l y  demons t ra te  h i s  a r t ,  he re  he  f i na r l y  beg ins  to  compose

mus ica l r y .  He  cu ts  up  h i s  sound  me te rs  i n to  those  e lemen ts

which,  even wi th  the best  o f  wi l l ,  cannot  be recorded in
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na tu ra .  He  cu ts  t t r e  compos i t i on  ma te r ia l  i n to  cen t imen t res ,

in to thousandths of  a  seeond,  and he assembles i t  together  wi th

the  d i rec to r  who  needs  an  acous t i c  d imens ion  fo r  h i s  p i c tu re .

Th is  i s  a  m i rac le  awa i t i ng  i t s  t heo re t i c i an  and  a l so

en t rep reneurs  to  f i na l l y  ( f o r  God 's  sake )  s top  be l i ev ing  i n

synchronizat ion wi th  the p ic ture and real ize what  the technology

of the new fiLn brings. Todayr montage is a law alrove al l  laws

for  a  f i tm theoret ic ian.  I t  is  such an ev ident  and s inp le

mat ter ,  and s imul taneously  so compl icated,  that  i t  and only  i t

w i l l  show i f  t he  f i l u r  d i rec to r  i s  wha t  he  says  he  i s . '  Fo r  a

mus ica l  t heo re t i c i an  the  mus ica l  f i lm  mon tage  i s  s t i t l  doub le

Dutch, just as photomontage was twenty years ago incompre-

hens ib le  to  f i lm .  F i lm  i t se l f  i s  o ld  enough ,  bu t  f i lm  sound  i s

st i11 in  d iapers.  l l t r is  g ivee r ise to  eontradic t ions which can

have a very embarass ing ef fect  even in  f i lms of  wor ld  renown.

Thus a scandal reaching al l  the way to the skies ean happen,

l ike in  the case of  the Czechoslovak f i lm "Muz a s t in"  (Vrazda v

os t rovn i  u l i c i )  /Man  and  Shadow [Murde r  i n  os t rovn i  S t ree t ] /  i n

which t t re  producers,  fasc inated by the sound mixer ,  s tu f fed the

en t i re  f i lm ,  t opsy  tu rvy ,  w i th  the  tas te less  mus ic  o f  o ld

biographr so that ttre picture suffered an i.rreplaceable acoustic

loss.  There in a lso l ies the reason why a composer  ignorant  o f

the  f i lm  techn ique  i s  f o rced  to  i nven t  " s to rmsr "  " l oves r "  and

"sun r iSes "  wh i l e  t he  f i lm  cha rac te r i s t i c  o f  t he  nus i c  i s

s l ipp ing through h is  f ingers.  And te l l  I I€r  in  what  other  ar t
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form is  i t  poss ib le  to  combine so much magic  as in  f i lm which

can poet ica l ly  l ink the song of  a  n ight ingale wi th  t t re  sweet

ta lk  of  lovers and the growl ing of  machines wi th  the protest  o f

workers? And ?rave you already heard an opening gate sound the

alarm,  a moon p lay the v io l in  and c louds burst  in to song?

Certa in ly  not  in  Czechoslovak f i lm because,  wel l - -contracts  are

eontracts ,  bus iness is  bus iness and producers-entrerpreneurs are

producer  s-entrepreneur  s  .


