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coordinate with the action.” Brown, 1988, 169.
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20. Quoted in Berg, 1976, 91. Using a similar range of sources,
George suggests to the accompanist that “anything associated with the
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23. I.e., Ervine, 1934.

24. See Rapée, 1925, 14.
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26. Rapée, 1925, 31.

27. It is important of course not to assume that lexicon usage was
monolithic, or universal. Virgil Thomson (1966, 32) says that he never
used provided cue sheets for his silent film accompaniments. A contem-
porary Dutch film journal advised theater management not to use the
scores provided with the films, as they required too much extra outlay
for musicians. (In Van Houten, 1992, 24.) Gaylord Carter did not find
Rapée very useful, and suggests that the collections were basically for
nonmusicians (Carter, personal communication, 1994).

28. Eisenstein, 1949, p. 258, emphasis in original.

29. See Pudovkin, 1949, 140, for the famous experiment with the
actor Mozhukin that illustrated this claim.



