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T

he majority of film composer
biographies–both books
and articles–have been
written outside the university and
therefore outside of academic
concerns and methodologies. This
was not necessarily by choice, for
until the last fifteen years or so
the classical music world, including conservatories and university
music departments, flatly rejected
film music as a legitimate area of
discussion.1 Writers who disagreed, often film composers
themselves, therefore developed
their own approaches to the subject. The biographical works of
this literature have often had more
in common with the brief, easily
accessible, information-oriented
reporting of journalism than the
extended, occasionally dense interpretive analyses of musicologists
and music theorists.2

Film music is no longer the
“neglected art” (to use Prendergast’s phrase) that it once was in
the academy. Biographers, however, still struggle to synthesize
the older approach that relies
heavily upon interviews and
filmographies with a newer style
that integrates interviews and
filmographies with other sources
(publications, scores, etc.). The
book Hugo Friedhofer: The Best Years
of His Life, edited by Linda Danly,
is marked by this struggle.
Danly has composed music for
Walt Disney and Jim Henson
Productions, and she has taught
film music history at the University of Southern California. She
was also a member of the Film
Music Society group that cleaned,
organized, and preserved the Paramount film music collection in
1996. She is clearly aware of the

need for easily accessible educational tools about film music and
for scholarship in the field.
A prolific composer, Hugo
Friedhofer had a career that
spanned early (“silent”) film
through the sound era, into the
1970s. Though his parents were
musicians (his American father
was a professional cellist and his
German immigrant mother a
skilled singer and pianist), as a
young man Friedhofer was first
drawn to art studies. Eventually,
however, he too became a cellist,
and an arranger for silent film pit
orchestras in the San Francisco
area. At the suggestion of a friend–
the violinist George Lipschultz–
Friedhofer, his wife Elizabeth, and
their daughter Erica, moved to Los
Angeles in 1929 (where their
second daughter, Karyl, was born).
There the composer found work as

1
There are, of course, always exceptions. Film
music writings with connections to the classical
world include George Antheil’s column and the
articles centering on the film music activities of
concert hall/stage composers appearing in the
journal Modern Music, and also Hanns Eisler’s
book (originally a collaborative project with
Theodor Adorno) Composing for the Films (New
York: Oxford University Press, 1947). For an
excellent review of film music writings over the
last twenty years, see Robynn J. Stilwell’s “Music
in Films: A Critical Review of the Literature,
1980-1996” in this issue.
2
Authors working with biographies and inter-

views include Irwin Bazelon, Christopher Palmer,
and Tony Thomas. Additional sources of information are the biographies of concert hall/stage
composers who also wrote film music. Though
not about film music per se, these books sometimes include extended sections on their subjects’ work in that area which can be useful. For
discussions, for example, of Erik Satie’s music
(entitled “Cinéma”) for the “Éntr’acte” film in
Relâche, see Alan M. Gillmor, Erik Satie (New
York: W.W. Norton and Co., 1988), 247-258, and
Robert Orledge, Satie the Composer (New York:
Cambridge University Press, 1990), 240-244. For

a discussion of Alban Berg’s music for the silent
film in Lulu, see George Perle, The Operas of Alban
Berg, Vol. II. (Berkeley: University of California
Press, 1985), 48-49, 149-157. For a discussion of
William Walton’s film scores, see Susana
Walton, William Walton: Behind the Façade (New
York: Oxford University Press, 1988), 87-92, and
Michael Kennedy, Portrait of Walton (New York:
Oxford University Press, 1989), 108-118. For a
discussion of Aaron Copland’s film music, see
Howard Pollack, Aaron Copland: The Life and Work
of an Uncommon Man (New York: Henry Holt and
Company, 1999), 336-350.
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an arranger and orchestrator first
with Fox and then with Warner
Brothers studios, becoming the
regular orchestrator for both Max
Steiner and Erich Wolfgang
Korngold. Friedhofer later worked
as a credited composer with a variety of other film and television
studios. His filmography credits
him with at least 141 orchestrations, including Captain Blood, A
Midsummer Night’s Dream, Lost Horizon, The Adventures of Robin Hood,
Gone with the Wind, The Sea Hawk,
King’s Row, Casablanca, and Lifeboat.
As a composer, Friedhofer has at
least 78 credited titles; his scores
include The Best Years of Our Lives,
The Bishop’s Wife, and An Affair to
Remember. Friedhofer won an Academy Award for The Best Years of Our
Lives (1946) and was nominated
for scores for eight other films.3
A cynically humorous man and
a composer of subtle skill and
wide musical knowledge,
Friedhofer was also a perfectionist
whose high standards may have
led him to undervalue his own
scores (regarding his excellent
reputation in the industry he once
commented, “I am a fake giant
among real pygmies.”). He was
also a procrastinator whose perfectionism sometimes made it
difficult to finish assignments on
time. Yet the end result was so
consistently fine that he was in
great demand among the studios–
whose music directors thought up
various means of working around
his deadline problems, such as
giving him false (early) due dates.4

Important for his work as an orchestrator as well as composer,
Friedhofer should be better known
outside the film industry than he
is. Danly’s book, a tribute and
educational tool, is intended to
help change this.
Hugo Friedhofer: The Best Years of
His Life is number 66 in Scarecrow
Press’s “Filmmaker Series.” It is
not a standard biography—i.e., a
continuous narrative by one
author describing the composer’s
life and works. Rather, it is best
described as a book of source materials, the largest contribution
being an abridged transcript of an
oral history sponsored by the
American Film Institute in the
1970s. Also included are a brief
introduction by the late Tony
Thomas, the well-known film
journalist and author; a biographical essay about Friedhofer by
Danly herself which is followed by
the AFI transcript; a selection of
Friedhofer’s letters from his correspondence with film music critic
Page Cook of Films in Review; an
article by music journalist and
author Gene Lees (reprinted in
abridged form from his book
Singers and the Song of 1987); the
text of composer David Raksin’s
eulogy given at Friedhofer’s
memorial service in 1981; a
filmography; and a selection of
photographs and miscellaneous
rhymes and sketches by Friedhofer
himself. There is also an index and
short biographies of contributors.
This is probably a good place
to mention that libraries are a

3

4

Friedhofer’s Academy Award nominations
were for: The Woman in the Window (1945), The
Best Years of Our Lives (1946), The Bishop’s Wife
(1947), Joan of Arc (1948), Above and Beyond
(1952), Between Heaven and Hell (1956), Boy on
a Dolphin (1957), An Affair to Remember (1957),
and The Young Lions (1958).

Linda Danly, “Remembering Hugo Friedhofer,” panel presentation given at the seventh
annual international conference of the Film
Music Society (Los Angeles), September 17,
1999.

traditionally important market for
Scarecrow Press (a fact pointed
out on their website), and that
perhaps for this reason their books
tend to be priced rather high for
individual collectors. Readers may
find the price of Best Years prohibitive, as $39.50 is fairly steep for a
212-page book.

*

*

*

The main section of the book,
the oral history, was conducted by
Irene Kahn Atkins who interviewed
Friedhofer for the American Film
Institute over a six-week period in
the spring of 1974. After the composer described his early career,
Atkins asked him to comment on
each of his film scores in chronological order. The transcript makes
interesting reading, as Friedhofer
told appealing, informative anecdotes with striking observations–
he had a way with words. Looking
back on his experience as orchestrator for Max Steiner, for
example, he recalls:
Steiner used to always indicate his harp parts, and used
to use different colored pencils, you know. He was very
cute, in a way. He would
write out the harp parts,
which were always quite
florid because of the fact that
his wife at the time, Louise,
was a harpist, and an excellent one. But when the pedal
changes and the chromaticism got a little bit too
intricate, he would start writing wavy lines and saying,
“Et cetera. You know what I
want” (p. 43).
Explaining the musical tastes
of various producers and directors,
he says:

REVIEWS

Take an admirable director
like Capra. Capra was averse
to music, in that he felt if a
scene required music, he had
somehow failed. I can’t hold
this against him because he’s
got a pretty good production
record over the years. But it
was a very strange thing, that
he had that built-in notion
that maybe there was something unreal about the idea
of underscores. One could
very well have pointed out to
him that there’s something
unreal about a sixteen-foot
head close-up. This isn’t
realism (p. 63).
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I came away from the transcript impressed with the sheer
amount of raw material and the
fact that it was, essentially, a contribution to the book by Friedhofer
himself. In the correspondence
with Page Cook included in the
book, Friedhofer mentions that he
himself was involved in editing the
AFI transcript (p. 167). The final
version came to more than 400
pages of double-spaced typescript;
Best Years offers an abridged version of 127 single-spaced printed
pages. Not yet having read the
original transcript, I could not help
wondering what the excised pages
contained. (Though it does not fall
within the scope of this book, one
also wonders what the original
tapes contained and what the composer may have altered later in the
written version.5

In an ideal world perhaps
Danly would have published the
entire transcript. But a manuscript
of such size can be unwieldy for a
book featuring other documents as
well. At a 1999 conference presentation about the book, I learned
that Danly and Tony Thomas together had originally edited down
the manuscript by approximately
100 pages (presumably typescript
pages)–and that the publisher
asked for further reductions; Danly
therefore cut out anything not pertaining directly to music.6 Given
that the transcript had to be reduced, this is appropriate material
to remove. However, it would have
been helpful if this explanation
had been included in the book and
if indications had been given regarding the length of the excised
sections (stars in the text indicate
the location but not the size of
cuts). Such information would
help readers decide whether they
might want to consult the original
transcript for further information.
An excellent feature of the Best
Years filmography is that it lists
Friedhofer’s scores not only as
credited composer but also as
orchestrator–essential, for over
half his credits are as orchestrator,
a demanding and unsung occupation.7 Film accreditation expert
Clifford McCarty, Tony Thomas
and Friedhofer himself are the
attributed compilers and the
filmography appears based on an
earlier, incomplete worklist(s).8
Though McCarty was unable to

proof this filmography before it
went to press, it contains several
glaring omissions that Danly
would/should have caught by a
thorough cross-check with other
sources in the book. In the AFI
transcript, for example, Friedhofer
mentions that he contributed to
both the score of Airport (p. 145)
and The Jolson Story (p. 82)–but
neither film appears in the
filmography.
In all fairness, Danly apparently did not receive copyediting
support from Scarecrow, which
would have helped a great deal.
Nevertheless, the lack of such
support lays the need for extra
care squarely on the shoulders of
the editor. Since Danly’s own
Friedhofer biography also mentions his work on The Jolson Story
(p. 16), that film at least should
have been included in the
filmography.
Proofreading problems crop up
elsewhere as well. For example,
there are quirky variant spellings
of the name of Friedhofer’s niece
(Jenifer or Jennifer?) in the biography and in Lee’s article. Another
cross-checking incident raises
concern over reliability in the
biography: Danly reports that as
Friedhofer began to make arrangements for silent film orchestras in
his younger days his “performing
gave way to composing and arranging until Hugo gave up playing the
cello professionally altogether by
the end of the decade” (p. 6). But
this does not match the composer’s

5
My thanks to Clifford McCarty for pointing out
this line of inquiry.
6
Danly, “Remembering.”
7
Readers know, of course, that working as an
orchestrator/arranger does not mean one is
incapable of composing; nor is using an orchestrator a sign that the composer does not know
how to do it him/herself. The severe time constraints involved in producing film scores makes

splitting the tasks of orchestration and composition a necessity. (Korngold himself used an
orchestrator, as did Copland and Friedhofer). A
good orchestrator not only needs highly specialized technical skills and experienced judgment;
s/he also has to submerge her/his own personality to take on the musical personality of the
composer–a challenging psychological feat.
8
In the AFI transcript, Friedhofer, discussing his

work for Steiner, says, “Oh, Lord, I must have
done sixty or seventy pictures for Max. I know
that at the time that I made up the list for either
Tony Thomas or Cliff McCarty, both of them
pointed out that I had omitted several.” Linda
Danly, ed., The Best Years of His Life: A Hollywood
Master of Music for the Movies (Lanham, Md:
Scarecrow Press, 1999), p. 46.
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account in the AFI transcript:
“[W]ith the advent of sound, in
1927, all the theater orchestras
were little by little dismissed. So I
was sort of living hand to mouth
for a long time, what with playing
all kinds of casual engagements,
and I had a hotel job for a while”
(p. 31). This would indicate that
Friedhofer, rather than giving up
performing to devote time to arranging, had to keep performing to
make ends meet because arranging
jobs had become scarce.
Best Years also lacks the precise
documentation of footnotes and a
bibliography–standard features of
scholarly works. (The sources of
the various quotes attributed to
Friedhofer in Danly’s biography,
for example, are not given.) There
are a considerable number of writings about Friedhofer, many in
Films in Review by Page Cook, the
now defunct publications Film
Music and Film Music Notes, and as
accompanying notes to various
recordings.9 A bibliography would
have been useful not only to learn
the sources consulted by the
editor but also to provide a list of
sources to check for further
information.10

*

*

*

Danly engages little with the
materials she presents, offering
minimal introductions to and
discussions of the writings. An

9

Film Music has not been published for many
years, but reprints are available through the Film
Music Society. For bibliographic information
about the writings briefly mentioned here, see
Steven Wescott’s A Comprehensive Bibliography of
Music for Film and Television (Detroit: Information
Coordinators, 1985). This book (now out of
print) remains an important tool in film music
research.
10
For the sake of those interested in further
research, some of the more readily available

editor’s encompassing view would
help pull the glittering fragments
of memory and experience into a
more unified whole, or least into a
more comprehensible mosaic
picture. Danly, however, has focused almost exclusively upon the
editor’s role of providing a forum
and framework in which others
can speak, neglecting her role as
guide for readers. Her reluctance
to engage with the writings in the
hope that they will simply speak
for themselves may have its origin
in an exaggerated respect for the
materials, arising out of her high
regard for the subject. But readers
want to know more–for example,
what were the criteria for selecting
the letters that appear in the correspondence section? Why present
those particular limericks and
sketches? What is so especially
important about the Lees article
that the editor felt it should be
reprinted rather than asking Lees
(and/or others who knew
Friedhofer) to write a new piece?
There is, in other words, no explanation as to why or how items
were selected for inclusion.
Besides presenting interviews,
tributes, and a filmography–
standard projects of traditional
film music writing–Best Years
attempts the distinctly musicological goal of publishing an
edition of an important primary
text (the AFI transcript) with the
aim of making it available to a

wide range of readers. (I say “musicological” because producing
editions of music and other related
texts is a regular activity of the
discipline.) Such an edition might
have been more effective with a
different format–preceded, for
instance, by Danly’s biography,
followed by Lees’ essay and the
filmography, with the other
materials placed in appendices.
Such an arrangement would have
concentrated the weight of the
book on the substantial bedrock of
oral history, biography, and workslist, followed by commentary. As it
stands now, however, the weight is
unevenly distributed, with prominently placed minor entries
receiving more attention than
necessary, and leaving the impression of padding (without further
explanation of their significance,
for instance, the Page Cook letters
seem important but end up being
little more than curiosities). The
effect of this arrangement might
have been offset by a stronger
editorial voice raising issues and
questions, creating a center for the
book around Danly’s own
interpretations.
One of the strengths of Best
Years is that it provides a great deal
of information, however undigested
it is in presentation. Copyediting
problems aside, this material
raises provocative questions and
issues that would have been helpful to identify in the text as

writings about Friedhofer include: George Burt,
The Art of Film Music (Boston: Northeastern
University Press, 1994), 143-168 (features a
discussion of the score for The Best Years of Our
Lives); Gene Lees, “Hugo Friedhofer – Still
Striving at the Periphery,” High Fidelity and
Musical America, 25, No. 6 (June 1975), 20ff.;
Gene Lees, “Soundtrack: The Good Years of
Hugo Friedhofer,” American Film, 2, No. 8 (June
1977), 77-78; Christopher Palmer, “Friedhofer,
Hugo,” in The New Grove Dictionary of Music and

Musicians, Vol. VI, ed. Stanley Sadie (London:
Macmillan, 1980), 849-50; Frederick W.
Sternfeld, “Music and the Feature Films,”
Musical Quarterly 33, No. 4 (Oct. 1947), 517-32
(features a discussion of the score for The Best
Years of Our Lives); Tony Thomas, Film Score (New
York: A. S. Barnes and Company, 1979), 61-70;
and Tony Thomas, Music for the Movies, 2nd
edition (Los Angeles: Silman-James Press,
1997), 195-209.
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starting points for further research
(as will be seen, Gene Lees does
identify at least one important
issue). To get the discussion going,
here are three issues that struck
me:
1. Friedhofer was a man whose
knowledge of classical music and
techniques was almost encyclopedic, yet he wrote little or
nothing for the concert hall. Why?
How could a composer know so
much about art music yet not
write it? During the conference
panel discussion of the book mentioned earlier, it was suggested
that Friedhofer had been interested in composing music for the
concert hall but that he literally
needed to see images to kick-start
his musical imagination. This is an
interesting statement: What
exactly do we know about Friedhofer’s creative process when
working on film scores? What
concert works (if any) did he write
before and after discovering his
need for images? Did he view film
music as a reasonable venue for
the continua- tion and development of classical traditions (rather
than the “illegitimate” music some
considered it at the time)? Practically considered, the composer
probably had little or no time to
write concert-hall music, what
with his film schedule. But this
too could be stated and elaborated
in the text.
2. Friedhofer’s compositions are
characterized by economy of
means, concentration on supporting the drama, a wide knowledge
of music history and compositional techniques, and the ability
to draw on them creatively. But
how did his personal style develop
over the years? To answer this
question one would want to know

if any of his arrangements from
the silent era still exist and to
identify the characteristics of his
arrangements and orchestrations
(what are the clues–if any–in a
Korngold score, for instance, that
signal Friedhofer’s involvement?).
One might also ask how his
teachers (Schoenberg, Toch, and
Boulanger) influenced his work. By
his own account, we know that
Friedhofer used serial techniques
in a number of scores, including
Violent Saturday (1955), One-Eyed
Jacks (1960), and Private Parts
(1973). Where else did he experiment and what did he try? Would
it be helpful to think of Friedhofer
as an “innovator” in film music,
inventing new techniques and
sounds, or a “polisher” of style,
refining practices received from
others?
3. In his recent biography of
American composer Aaron
Copland, musicologist Howard
Pollack commented that though
“the question of [Copland’s early
film scores’] effect on the American motion picture industry awaits
investigation,” Copland’s music –
the film scores and probably the
western ballets, e.g., Billy the Kid
and Rodeo–had a major impact on
the scoring of Hollywood westerns. (Pollack quotes film
composer David Raksin about the
importance of Copland’s score for
Of Mice and Men of 1939 in this
regard.) Pollack goes on to suggest
that Copland’s early film scores
offered Hollywood composers a
model for depictions of “the
American scene in general – city
and country, past and present.”
More controversially, he says that
“even more important, they
established higher, more sophisticated standards [for Hollywood
composers].” To support the latter
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statement, Pollack quotes
Friedhofer in acknowledging
Copland’s influence on the score
for The Best Years of Our Lives.11
Pollack is absolutely right in
saying that the question of the
impact (undoubtedly important)
of Copland’s scores requires further investigation. In fact, several
pieces in Danly’s book offer strong
indications that there is more to
the story than just a “serious”
composer arriving in Hollywood
and introducing the locals to
higher musical standards.12 Indeed, in the “Epilogue” to Danly’s
book, Gene Lees asserts that
Friedhofer himself may have had
an important role in disseminating
and popularizing Copland’s
“American” style in the industry.
Though somewhat overstating the
character of film music before
1946 (e.g., Hollywood scores at
that time did not all have a “European flavor,” excepting Copland’s),
Lees for the most part convincingly contends that Friedhofer
brought the “American” sound to
film before Copland himself wrote
Of Mice and Men and that Friedhofer probably had the greater
influence on other film composers:
[Friedhofer] was the first
Hollywood composer to write
distinctively American
scores. The significance of
his Best Years of Our Lives
score is generally considered
to be its recognizably American quality. His friend Aaron
Copland’s scores for Of Mice
and Men (1939) and Our Town
(1940) preceded it, but
Copland was not a main-

11

Pollack, Aaron Copland, 347.
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stream “Hollywood” composer. Friedhofer’s probably
had the greater influence on
other film composers. Prior
to Best Years and in spite of
the two Copland scores, Hollywood movie music had a
European flavor, no doubt
because so many of the composers were born and trained
in Europe...And I would have
to point out that Hugo was
imparting his American
quality to scores well before
Best Years, and for that matter
Of Mice and Men. One need
only listen to his music for
Marco Polo to observe this
(pp. 179-80).

I got to know Aaron quite
well and was tremendously
fond of him. I like his forthrightness, his honesty, and
his great musical integrity.
He wrote the way he felt.
Actually, the influence was
largely in paring, in my weeding out the run-of-the-mine
[sic] Hollywood schmaltz,
and trying to do a very
simple, straightforward, almost folklike score. I don’t
think I actually looked over
Aaron’s shoulder, but there
was a certain use, perhaps a
certain harmonic similarity at
times. But that was it (p. 84).

Pollack also quotes Friedhofer
acknowledging Copland’s influence on the score to The Best Years
of Our Lives: “His [Copland’s]
influence helped weed out the runof-the-mill schmaltz… and aim to
do more straight-forward and
simple, even folklike scoring.”13
This quote, taken from a secondary source, repeats almost exactly
a statement from the AFI transcript and may have originated
there. In the AFI statement (in
Danly’s book) Friedhofer is up
front about what he gleaned from
Copland, but clearly he believed
the music still to be in his own
voice and not a Copland imitation:

As Pollack suggests, Copland’s
style did inspire changes in film
scoring, and it remains to be seen
which was more influential in
Hollywood, his film scores or his
music for the concert hall and the
stage. The dissemination, however, of Copland’s “sound” may
have been most readily accomplished through the work of other
composers. Friedhofer, established
as an influential film composer
and arranger for a much longer
time than Copland, also arranged
and composed more film scores
than did Copland, including westerns, and he was therefore in a
particularly good position to help
establish (or disseminate) the

12
Pianist and film composer Oscar Levant, whose
book A Smattering of Ignorance is included in
Pollack’s bibliography, makes it clear that at least
some Hollywood film composers of the 1930s
took an active interest in current developments
and innovations in the wider musical world,
noting that “the boys obtained every important
new score as soon as it was available, with the
result that Hindemith’s ‘Mathis der Maler’ was
known in Hollywood before it was played in
Carnegie Hall. They frequently had meetings at
each other’s houses, where they would play
records, break down the instrumentation of

certain passages, discuss the technique of the
writing and make notes on the effects that were
introduced in the scores.” See Oscar Levant, A
Smattering of Ignorance (New York: Garden City
Publications, 1942), 122-123.
13
Pollack, Aaron Copland, 347-348. The quote is
taken from Fred Karlin, Listening to the Movies:
The Film Lover’s Guide to Film Music (New York:
Schirmer Books, 1994), 273. The original source
of the quote may be the AFI transcript. See
Danly, Best Years, 84.
14
To start, it would be useful to check scores for
the influence of Copland’s style following not

style. Material in Danly’s book –
though not her own commentary –
makes it clear that Copland’s influence needs to be examined
more thoroughly.14
This issue is also a reminder
that, as musicologists further
explore film music, it will be
necessary to resist the temptation
to attribute film music innovations
and their dissemination directly
and automatically to composers
already canonized in the concert
hall, regardless of their experience
and influence (or lack thereof) in
film studios. Awareness of this
problem will help avoid an attitude, however unconscious, of
condescension toward the composers who molded the genre and
produced most of the scores but
who were not primarily associated
with the concert hall.

*

*

*

The spade work of biography
writing–unearthing facts and lists
of works, gathering information
from friends, family and colleagues,
locating documents–remains
vitally important to film music
scholarship. But in conclusion I
would suggest that it is time to
ask bigger questions as well (this
applies to all of us writing about
film music, not just Danly). In the
case of Friedhofer, we know a good

only the release of Of Mice and Men but also
following the release (especially after the distribution of the Academy Awards) of The Best Years
of Our Lives, which won an Oscar for its music.
Also, both Lees and Friedhofer himself refer to
Friedhofer’s friendship with Copland, but this
relationship is not mentioned in Pollack’s biography and is therefore probably not widely
known. Investigation into the composer’s relationships in Hollywood could be useful for
Copland and film music specialists alike, leading
to a greater understanding of the interactions
between Hollywood and the classical world.
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deal and can now begin analyzing
his work, score by score. Not only
questions such as “what is the
form?”–not always a meaningful
question with film cues, as many
are too short to accommodate
standard structures–but also
theoretical questions. It will be
interesting, for example, to see the
approaches that may develop
through the influence of the (socalled) “New Musicology,” which
in particular seeks to view music
through various theoretical lenses:
semiotics, feminist, Marxist, and
other theories as well.15
I recommend Danly’s The Best
Years of His Life, but with major
reservations. For general readers,

it is an appealing and accessible
introduction to Friedhofer. The
format, made up of small sections,
is inviting; it provides basic facts
and conveys a sense of Friedhofer’s own personality through
the oral history, correspondence,
limericks, and sketches. The fact
that it exists at all and is the only
book yet available about Friedhofer deserves acknowledgement.
As a contribution to scholarship,
however, the book is seriously
flawed, giving a radically cut version of an important text; offering
inadequately checked and proofed
information (raising doubts about
reliability); and refusing to subject
the materials to broader question-
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ing or interpretation. The book
feels unfinished in many ways, as
though it went to press before the
editor had consulted with others
about the most effective strategies
for presentation, format, and
discussion, and before she had
carried out the required mechanical tasks (proofing, checking,
adding of apparatus).
Danly has experience in several
important areas of film music
studies and she may have more to
say about Friedhofer and film
music in general than this book
would indicate. If so, one hopes
she will be communicating her
knowledge more clearly, precisely,
and forcefully in future projects.

15
For examples of the application of these
theories to film music by scholars outside of
musicology, see in particular Gorbman
(semiotics) and Flinn (Feminist, Marxist
theory).
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