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Guidelines for the Instructional Design of Motion Picture Sound

. Bruce L. Mann - .

7 « - ‘

'i‘mdiﬁonally, film and televis’ioq users have thought of motion ;;icture s&;nd as
' accompaniolent to the visuqls: This inattention to the sound g:omponenf in movies has manifested
' itself over timé in film and television producton courses. As a result of using the Martin &
' Briggs (1986) audit trailing and Dav1s Alexander & Yelleh's (1973) RST tcchmques\Ns study

determined that there doesri't seem to be a system of scnptwrmng, of sound mixing, or of
/ / 4 . -

‘ applymg aesthetics prcsemly in place that can manag¢ the complexity of structuring soqu

—— -~

functlons synergistically. The prcvallm g suuanon is that motion plcture production students and .

~

practmoncrs canno;,crcate new pgocedures for dc51 gning sound for motion pictures
syncréistically N . .
A unit of instruction was dcvelopcd for seventeen communication studies and educauonal
‘ technology volunteers based on a variation of Gagresand Bnggs ( 1979) instructional dcsxgn
‘ - model with quaht,{uvc cme;a drawn from Keller's (1983) motivatiqnal theory and the Mitchell,
Wilkens & Steukel (1981)_creatiye learning paradigm. Dick and Carey's (1985) formative
degaﬁon of imc}lcotual skills and"attitodes was complemented with van Oech's (1983) creative
N & thinking strategies. The subjoct xrwzancr experts, external evaluators, and indep;]dcnt instructionol
designer revised the instructional materials. It is highly recominrended that they be con';ultcd\ in

future studies in sound design in order to keep the instructional materials current and interesting.

J
The one to one trials exposed several criterion-leve! inconsistencies and unusable video
?
segments. Single subject trials are recommended if new materials are being considered for -
~ inclusion into the unit. The small group evaluations produced the most feedback about the
- ) ‘ " , }; ; ) ) . .\ _ ' “ ; //\.‘< ()
. . = : q - ) , . N
" , . h P
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instructional design, showing that only two subjects were able to master-38 of the 40 criteria at

- the TPO level. Several subjects c;hibited’ problem sblving traits requiring a less §tm§tured_

instructiona treatment, while subjects exhibiting predominantty rule-using level traits required a .

-

more structured treatment. (See Mann, 1988 for complete details of the instructional dési gn

.Stages and formative evaluation results.) . b

- Further recommendations for revision would have the number of objectives expanded from

, seven to twenty with a more equal weighting of criteria per objective and more task specific

crcétivé%ﬁnldng task-stratcgic:s for rule-using level subjects. Revised instructional materials
»Ivould have more job-related problems in the video examples and nonexamples. Revised
criterion-referenced tests would show more uniformity of difficulty of media type and of
genre-type between test items. Moreover, since there does not*seem tgabe’any adequate sound )
) desig'; systedfi in place at present, this sound design system and its instructionial design

procedures may be a logical point of reference to begin designing instructional materials for other
. 4

target audiences. ‘ . ) - A‘ ‘

J

N f .
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. CHAPTER 1
[y '-“ .
Problem St;atement . .
; | P
Background to the Problem
A
Realism ‘ , ' .

Historically, tR€hwhave been tv»{o main theories used for interpreting production values in
movie-making: Expressionism and realism. These thecries have dominated the history of motion
‘ picture theory and practice ever since their inception by realist Louis Lumiere and expressionist
George Melies (Gianetts, 1985; Mona;o, 1981\'). Realisn’cvsound tended to be sSn\whronous,
derived f;om the images which were recorded simultZnously with them.vExprcssionist sound
tended to be nonsync-l;ronous, that is, detached from its source, often ac;ting in céntrast with the
image, or existing as a totally separate source of meaning. Thcs? thcoriesj were essentially
visually-motivated concéptualizations of reality.

Critics of the realist tradition have stated that there is no reason vs;hy thcw soundtrack should
rcproduce the sounds usually made by the objccts represented in the i 1mages (Spottiswoode,
1949). }hc more dissimilarities therc are bctwcen picture and sound while still retaining a link of -
some kind, }hc more powerful the effect on the viewer/listener (Arnheim, 1957; Balazs, 1972, *
Bresson, 1977; Cavalcanti, 1939; Clair, 1972; Eisenstein, 1949; Eisenstein, Pudovkin &
Alexandrov, 1949; Gorbmal\;, 1976; Grierson, 1934; Kracauer, 1960; Metz, 1980, Paine, 1981,

~

Pudovkin, 1960). - : ' . -

Owing to a preponderence of priman‘l;r visually-minded theoreticians and praéiitioncrs,
"designing sound for motfgn pictures has often_been élighted both in practice and research (Alkin

¢

- -




.

/ : '
1973; Doarie 1976; Gorbman 1978; Rosenbaum 1978). The justification for discussing onics in
visual ténns has been that sight has always been considered the primary sense (Rosenbaum,

1978; Sparshott, 1971). »

In the past, creativity was most often yoked to seeing: "To imagine is to visualize". Terms -
8
like "motion pictures”, "cinema", and "television", trace their etymological goots to visual

concepts, not to oral/aural ones. Consequently, many contemporary authors attﬁbutc their
opiniens (;f poor sound in media productions to a visual bias which has evolved due to'a
camera-oriented dominance in the filmmaking terminology (Alkin, 1973; Altman, 1980, 1985;
Altman, 1980; Dogne, 1978,; Rosenbaum, 1978; Seid.man, 1'986). Altman (1985), for example,
stressed similarities; Eisentein (1949) stressed montage; and Bazin (1980) preferred long-takes.

Both Eisenstein and Bazin were emphasizing the visual component of filmmaking. The current

" - visual bias, therefore, ;nzf)“r have been generated as a by-product of the early debates between the

visually-motivated expressionist and realist movie theoreticians and practitioners.
Movie criticism and theory still remains resolutely image-bound (Altman, 1985).Reasons
underlying the authority of the visual dominance have continued to multiply. The séurce of the

t

image's current high status is still closely linked to sub-sets of visual terminology such as "angle

LU 1]

“of view", "imaginary line", “rule of thirds", "aspect ratio”, and others (Gianetti, 1985;

~

Livingston, 1969). The recent literature has suppo#ed this visual emphasis b); the adeption (in

some production circles) of the film theories of Jean-Louis Baudry, Jean Comolli, and Jacques "

e : . - . .. » ! . . s, o’ . M
. Lacan. These theories, essentially based in linguistics, have been popularized in print and on tape:

by ?auér}, Metz, and student-producers at the Universite de Paris (Altman, 1985). Although

these theories are sufficient for naming and classifying the meanings embedded in

. expressionistic-style productioris,ﬁroblems have arisen in production practice and in courses
when describing. non-dominant sound.designs (Gianetti, 1985). Descriptive film sound'theories, °
. therefore, may be part of the cause for the gaps in sound-picture relationships.

.. There are two more possible explanations for the recent visual bias in many motion picture




productions: Unstructured sound and unifunctional sound. Sound bullying (Roscnbaum 1978)
rcfcrs to either/both unstructured and/or umfunctlonal design production activities. Some sourid

designs have functions without a structure for those functions. Others have either an unstructured

unifunctional design or an unstructured no-function deéign (e.g., aleatoric sound). In either case,

the designs are unstructured and therefore contribute to theVisual bias in the hstpncr/vrcwcr cither

because the soundtrack does nothing to reduce the visual bias, or because it wo) ks against the
-

.t . ' -~
scripted action. —

! l l S ! l —— . b -
The effect of a productlon with two or more sound functions workmg withous a structure is

often distracting (Gecsei, 1985) boring (Brown, 1985) or both (Fteld 1982; Goldman, 1984).

Location news footage and documentary filmmaking typically use a "direct cinema",or aleatoric

approach to recording pictures and sound. This Ainstructured procedure (i.e., without a strategy)
usually relies on realistic synchronous sound tq relate the story rather than on montage and

ouerdubbing (Gianetti, 1985). Ambienthoise any{ conversation in a chaotic event , for example,

LY

may ifnply several sound functions at once atmosphere, POV, locale). However, in this

- -

-

context, these functions séern to produce\a confused, distracting effect. : -

Boring productions on the other hand, sgem most often to be the result of informationaﬂy ,
redundant pictures, stated, and implied sougd. This s%ems to occur most often when there's lots
of "wind-up" in an unscripted producti n, and the ' cltncher or punchline is delayed to thc~p0tm
where thc impact of the sxtuatron is diffysed through too much dialogue.

mmmmnmm A sound struc
mediating an intended message or cxprcssion.( An informjational sound substrategy (Alten, 1981;
‘ eakest §ubstrategy, wherein the sound

Zuckerman, 1949) is a continuum t‘hat spans from th

‘accompanies the image; to a stronger sound substrategy that cues the image; to a stronger sound

substrategy that counterpoints the imlage; to yet a sttonger sound substrategy that dominates the °

©

{s an arrangcmcnt of several sound strategies for —

S
o
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'
image‘; and finally to the sEron gest sound eubstrategy, that undermines the‘ image. The
accompaniment of sound fo the image is considered to be thg weakest informational sound
substrategyggecaumhe sound merely repeats the same information presented by another
‘component of the same medium. Many current sound designs, especially in broadeast television,
utilize the weakest informational sound substrategy in order to convey information. ‘

Emmnmj_tmm The emotional strategy prescribes a scripted subtext for ,thc—text,, and
answers the question, "what does s/he really want?" (Broqu, 1985; Field,‘l982; Gecsei, 1985;
Goldman, 1984). In defining the visual action intensity the emotional sound strategy prescribes
how, where, and how often the chosen smlmd function should punctuate tk‘me visual action (Alten,
1981: Seidman, 1986; Zuckerman, 1§49) In punctuating the cmotior; this emotional sound

strategy prescribes how, where, and how often the chosen sound funcuon should provide

subtext to the stated sound-and/or visual acnon (Alten 1981 Sexdman 1986; Zuckerman, 1949)

Rhythm and Pacing Strategies. Rhythm and pacing are related but distinct sound

2

subs&axegies (Coldevin, 1981; Palmer, }969; Salomon, 1979; Schramm, 1972). The two thythm

‘substrategles (ie., contmuous and discontinuous) prescnbe the pcnod1c1ty for each chosen

SOund funcnon in the script. They prescnbe how, where, and how often the chosen sound

. functlon should set up the world (Brown, 1985; Field, 1982; Root, 1985) in the producnon The

WO lpacm’g sound substrategles (Coldevin, 1981, Palmer 1969; Salomon, 1979 Schramm,
1972) prescribe how fast where, and how often the chosen sound function occurs in the

producnon Sound pacmg may either be fast or slow, or both occurring in contrasttoone |

another. - L

Rﬁl}ﬂ’.ﬁﬂﬁw Theé three review substrategies (1 e., massed spaced and summanzcd)

. prescnbes the nature of a parncular functlon S reoccurrance in a.sound -picture relauonshxp (
Coldev:n, 1981 Da\ns, Alcxander & Yelion, 1974). A massed revu:w substrategy clumps one .

or more funcnons together in one place in the story. A 'spaced review substrategy spreads out one

v a

or more funQ‘ons over the enitre plot. While a summarized review substrategy resrveds the -

-
o%
-
-
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impact of one or more functions unitil the thtrd act.

. ~ w&m The delivery strategy is usually considered to be connuum used in

educatlon to prescrlbe 1nstmcttonal events or learnmg activities (Davis, Alexander & Yellon
. .
1974). The appltcatton of convergent or divergent delivery methods prescribes how, where, and
oEF i ) 4

how often the chosen sound function should editorialize the issue. In a convergent delivery
’ st;‘ategy’(Coldevin,‘ 1981) the 'producer presents the questions and supplies the answers;
favodring one side -over another.‘ This divergent delivery eound substrategy prescribes how;
where, and how often the chesen sound-function should repr'esent the most exhaustive rescnrch
of the issue. In the divergent delivery strategy (Coldevin, 1981), the listener/viewer supplies
his/her own answers to controversial questions presented by the medium. In e'very cases the
strategies that make up the sound\desig_n structure specifyfhow, where, or how often a j)articular

strategy will appropriately place specific sound functions next to every moving picture séquence

S0 as to create an’expressionistic coriceptualization of reality which is greater than the sum of the

parts

AM.RedundangLand_S_eLL&em&Memm There are two types of mamfcstatxon of visual

bias in motxon plCtUI'C productions as a result of two or more sound functions working without a-

-

LN

structuie: AV redundancy and self-serv:ce messaging:, ¥
'\ , -

1) AV redundandy is the most frequent and obvious manifestation of visual bias in motion .
) pxcrure productions as a result of twoor mo‘re sound functions working w1thjout a structure.
Many media users have treated sound as an accompamment to the "real" ba51s of cinema (i. c, the *
t moving plctures) and that 'those people.on the screen should merely produce the appropnatc
' noises’ (Bordwell & Thompsonrlng,-p,-SO)flhesemu&Hymetwatedtcalmmdtxpmmm——

v movie makers have been largely-responsible for the current state of AV.redundancy. AV

L

. redundancy occurs frequently on news.programs.that feature ongoing worldlysskirmishes and
wars. For example, a TV pews proprarhme may screen pictures showing a skirmish as it ‘

happened (live-to-tape). The news anchor introduces and reads the details of the stoty describjng



4
t . -

.what the listener/viewer can hear/see for him/herself while the chargcter generator prints out the
text of L;m anchor word for word across the screen. In this example, the scriptwriter has aimed

the redundancy of these messages at the gut (Rosenbaum 1978) 1ntcndmg to punctuate an

emotional highlight with a conyelgent continuously spaced review substrategy. There is an

attendant mformanonal strategy whxch structures an atmosphere sound function that merely
accompanies the image thereby sustammg AV redundancy and the v1sua1 bias. The graphicated

text accompanied by the voice-over is another unnecessary reinforcement of the same e

informational strategy of the 551n1c atmosphere sound function. The combincd‘ effect in this

example is a one-sided point of view (POV; camera _anglc and structured sound*function) of tH¢”

. skirmish, where the soundtrack doesn't say any more than the pictures have and may ;ven be

distracting to the listener/viewer unless either the sound volume is lowered or the newscast is

listened to from another room. AV redundancy means that not enough of script was wxjit;cn with
respect t'o how, whe’re, and how often any chosen sound function (atmosphere in this case) was
structured (e.g., using an informational, emotional, pacing, rhythm','delivery) into the |

.4 sound-picture relationship. o _ .

; 2) Self- scrv1cc mcssﬁmg is a less frequent mamfcstatlon of visual bias in motion plcturc
productlons as a result of two or more sound funcuons workmg without a structure. Sclf-shrwcc "t/ /
messbgmg, particularly infbrmational me§§ag1ng take themselves too seriously, providing the. e
bulk of the evidence for visual ’bias (Eislér 1967) Two examples of self-service messaging are -
TV evangelists and aJl-mght salespeople who frequent many local and network cable televi ‘if&n

' stanons followmg the late news. Using a.convergent delivery strategy, the prevailing condmon is

‘that self-service messages makc conventional uses of s oﬁer?tth‘rES_EIsierf ]967) is — -

‘concerned with the fundamentally immoral act.of not screening equa]ly strong arguments from

' opposing sides; not allowing pcoplc the opponumty to make up thelr own minds, not with the. <

aesthetic mistreatment of the message. . ' ’ .

Ideally, every Structured function in a sound-picture relationship shqfxl_d be ;j.e!iberately' -y

-
' \



’rclaﬁonship neither prescribes appropriaic character, locale, poiht of view (Rosenbaum, 1978;

- theése elements are 1gnorcd'1n his dlscussmn of plot development using sound (structdre,

obseured, controversial, or highly complex in its artistry. or social idcoldgy (Eisler, 1967). This | -

would cjréourage the listener/viewer.to become an aCtive participant in the cxperichcc in order to

4

und7'§tand.(i.e., draw their own conclusions) about the message.
VA . ' -
/ .

. I'd
Sound designing uses both stated sound (i.e., live or live-to-tape dialogue or, narration, live
R .

music, and live action sound effects)tand implied functions (i.e., locale, POV,
atmosphere/fecling/mood, past/fiiture events, character's past, and character in the character).

Structuring sound effects and music without regard to their implied functions in the sound-picture

Zuckerman, 1949), nor accelerates the scripted action (Brown, 1985; Field, 1982; Gecsei, 1985;

Goldman, 1984). ’ . _

The following structuring methods are considerq;d to promote the visual bias in the~

llstencr/wewer by not attcndmg to which functxons are being structured: -

-

1) Aristotle in the Poetica alluded to structure as "a simple or complcx plot madc up of those -
powerful elements of attraction: pereplty, dlscovery, and suffering” (1449.b6 to 1453.10). Yet

L

dialogue, and music). . S .

anpp—

2) Zettl (1973) replaced Pudovkin's synchronistic/asynchronistic dichotomy.with the more

literal sburce-copnectéd/discbnnected categories. His subcatégories seem to be dependent on

visual cues rather than on story strutture, and only allude to the psychological comporients of

sound ) )

3). Coldevm S. (1981) several content organization categories were meant 1o improve leaming .- «
, i

usirg mcdxa by, structurm g the educational content througholt the producuon They do not attend

<

to sound in the sound-picture relationships.

.
M}

. 4) The Children's Television Workshop uses instructional goal-arez'as asa mctf\od'for
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structuring visual and verbal content (Palmer, 1969; Schramm, 1972). Their method'ology, '

: howcvcr neglccts to consrder a&rprocedure for selecung and combining their sound stratcgres

(goal-areas) wnh therr sqund funcuons (POV, character's past, etc.) in the pxcture sound
relatrosshxp. ‘ v . ’ & L
5) Salomon's sysicm of codes ’(1979)-;prima,ri1); d;escribes the strategies used to interpret and '

prescribe educational.messages. They do not provide for the temporal dependency of sound in
the time-space continuum (Amheim, 1957). ‘

) 6) The story-spine (Goldrrran, 1984; Field, 1982; Root, 1979) has been considercd to be an
indispénsib]c instrument used in theatrical screenwriting and r;la“de—for‘-TV movies. Its usefulness (
in treatiug the story using sound _has-been left untouched.

ar than an eye; that its\participation is

4

-

’}
v1llage, and is notreadily acceptable to desrgnmg sound or télevision,

8) News 1tcms read by the network-anchor or reporter tend to be desi gned with a stated,

realistic, synchronous sound. Either ho'implied sound functions, or a unifunctional fusually

point of v1cw) mformauopal sound strategy is planncd If a POV sound function i$ structured

into the script, only one POV’ vyms thc debatc The only- lmplred function, (POV in thxs casc), is

mamtgmcd throughout the production. Smce the anchor s character his/her past, hlS/hCI' POV,.

his/her locale is ncver.mampulafed the resulting 1mpressnon seems to be that the mtervrcwéc s
POV must be somewhat less correct or less informed whﬂc the anchbrs POV i is always correct:

. Thé compelling television magazine-style "60 Mmutcs" has evolvcd a mcthod that occasronally

crodes away the very trust and rigor at t the ver very heart of investigative jourdalism™ (Jonathan

A}

Black, 1982, p. 110).

'9) British and North A\merican television drama has tended o utilize informational and

emotional strategies while applying one of three examples of the same¢ sound function; namely,
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atritosphere/ feeling/mood (Alten, 1981; Gorbman, 1976; Zuckerman, 1949).-While gi\}ing thése
productlons an immediate rccogmzablllty, their mulnple applications of umfuncnonal sound can
hardly be expected to suspend the listener's dlsbehef across producuons - B

10) Other. producers and wnters (Bordwell & Thompson, 1979; Dpanc, 1980; Gorbman, ;
1976; Prendcrgastjﬂ: Seidman, 1986; Spottiswoode, 1965) have suggested semiological

: frameworks to organize content . But these are too descriptive and too complex for most sound

o

design users (Glanem 1985) .

Cmdmgnﬂﬂgﬂex_ﬂem Nonvérbal sound has bgen praised (when not overused) for i its
‘effect when it's aimed at the gut (Rosenbapm, 1978), contriving to persuade the audience that the
images are more effective scarier, funnier, bolder, sadder, or wiser than they abtually are. An
insidious albeit less frequent manifestation of visual b(aLs in motion picturc production has been
condmoned reflex sound desrgnmg, which usually recurs in dramatic and docudramatic film and
televrslon producnons There are few cxamples in thc literature that deal with sound desxgns that
stimulate thdught rather than manipulate condmoned reflexes. Condmone_xl reflex sound designs
are also symptome;tic of a working sound structure without any, or with only one, sound
function: Oneobvious exarnple of associative automatism (Eisler, 1967) or conditioned reﬂex
sound is the use of music to represent impending doom of the approaching shark in the feature ‘

~movie "Jaws". If an equivalent visual coercion were directed at the audience, it would probably

function like printed italics or an exclamation point, which of course would probably be
‘1, 1 N -

" ridiculed. : . o ‘

Qh_che_Deﬂgus An equally insidious yet more frequent manifestation of vxsual bias than the

s

conditioned reflex desi gn is the cliched sound design. Chched sound designs are symptomanc of ,

a workmg sound structure w1thout L any, OF with only one, sound function. In producuon the

cllched sound design may be said to act as substitute for, and may be considered to be'a corollary
of the conditioned reﬂex design. The heuristic used here seems to have been.that whenever you

can't afford to invent your'own conditioned reflex design, then use somebody else's. In the
\ ; OIS

‘
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scnptwmmg l:tcraturc, thesc uses' of other designers work are called spin-offs or np-offs

(Brown, 1985 Goldman 1984) depending on how heavily the user borrows from the initial

idea: '
’ " N [
Clicheq and“conditﬁ reflex sound gesigns are symptomatic of a sound structure without

any, orwith only one d function. Sometimes sound necessitates an informational . _

soundtrack as in electronic news, gathenng (ENG) and in electronic ﬁeld production (EFP). Here
4
the sound is often subordmatcd and umfuncuonal (Spomswoode, 1949; Zettl, 1976).

'
'C\

In prcvaxhng practice, the effcct on the spccta(ér is oftenplanned (cliched designs,

The Role of Implied Sound : ;o
b

-

q

condmoned reflex designs) while the content of the music is planless (Eisler, 1967). Thxs

" situation should be reversed. Whatever the nature of the resources used (e.g., original
composition, records, tapes), the movie music should be situation specific,.derived from the
particular conditions of the given case, and preferably never before heard on radio uhless .
specffically dcsigned to 'include that purpose (Eisler, 1967) as in. mony music video pnoductions.

"First, thc music should be planned wnthout an eye for the effect. Both pictures and sound

-
4 L

should have a funcuon in the sound-picture relationship, driving the story forward naturally

-

based on the character's motivations, not the scriptwriter's device (Brown‘, Gecsei, Goldman,
1983). T1;: use of music, dialoéue and sound effects in motion pictures should be inspired by \
objccnve considerations (1 e., thc intrinsic requuemcms of the work). The sound should not
overeagerly identify w1th the events on the screen but should be able to assert its distance from

them and thus accentuate the general meaning (Amheim, 1957; Balazs, 1972; Bresson, 1977'

Cavalcann 1939; Clair, 1972 Eisenstein, 1949; Eisenstein, Pudovkm&Alcxandrov, 1949;
Gorbman, 1976, Grierson, 1934 Kracauer, 1960; Metz 1980; Pubkm 196()). Then, a
protype of the music should be tested on the target audxence. Changes should be considered

following an assessment of results of the observations made-of the Eérget group(s). No "rules of

—

e
.



“number and nature of the structured functions of sound in sound-picture relationships determine

11

xperience” should'be recognized until they have been tried out on a target audience (Eisler, /’ B

1967, p. 126). Even in asserting its distarice, sound designing can be overused. Director John_

Ford stated in an‘interview with collegue Peter Bogdonavitch (1969), "I don't like to see a man

alone in the desert dying of thirst with the Philedelphia Orchestra béhind him" (p. 99).

‘ [ d
o> '_?\
R
)
Desi 's Identi A

Typically, public taste has dictated how, where and how often film and television producers

g
“loa_o

&

embrace realist techniques. One reason for this may be the commitment (or thé lack thereof) of

the sound designer in balancing artistic 6bjec}ivity with public taste. Well-designed sound has ~

always had a lot to dc? with how the designer interpretsthe world (Eisler, 19‘67). It must be

decided in each 'case how, where and how often should structured functions should be ..

prcscrlbed And whether or not thc 1dcnuﬁ<,anon is actually achieved or replaced with clxchcs

In conclusxon it seems that visual bias has been one of the most pervasive problems in

motion picture sound designing (Altman, 1985; Gorbman, 1976; Rosenbaum, 1978). The -

~

-~

whether or not the effects of those relationships have promoted or reduced the visual'kias in the
listener/viewer. Movie sound, therefore, will not begin to imprévc until every single:sequence is
treated with exact regard to its special function (Alten, 1980; Eisler, 1967, Zuckerman, 1949),

The literature seems to support the opinion that gaps are evident in many motion picture sound
- /

',design pmducté. Presumably, this lohg history of gaps in sound design results is the product of

producers who havc learned their crafg either apriori, from cxpcricncc,' or by some combination

of both. JIt follows that any 1mprovement in the sound desngn educatlon system should 1og1cally -

produce better motion picture sound designers. "Better motion picture sound designers” in this

» context refers to those persons who have the ability to generate original expressionistic

' cohcc;ptualizations of the reality for the sound-pjgture relationshii) by selecting and combining

appropriate funCtions and structures synergistically for each sound-picture sequence throughout

{ N
B |



an entire production).

b Mnroduction To The G 1 Of The Problem: A Needs Assessment
This proliferation of unstructured and/or unifunctional sound designs in motion picture

productions has manifested itself over time as a bad habit within the instructisnal designs of .

many film and television production courses. The prevailing situation is that motion picture

~

_production studcr;ts and practitioners \Q’ave not been ablé to create new procedures for designing
sound for motion pictures (Alten, 1981; Eisenstein, 1949; Gianetti,.1976; Metz, 1960; Gorbman,
1976, Gidal, 1978; Pudovkin, 1949; Spottiswoode, 1956; Zettl, 1973; Zuckerman, 1949). Asa
consequence of this bad habit, many writers are pressed to offer new production or teaching
guidelines to the study of the relationships of sound to p‘icturC (Baggaley, 1986; Bordwell &
Thompson, 1979; Brookes, 1986; Burch, 1973; Doane, 1980, Eisenstcuin, 1966; Eisler, 1967;
Feldman & Feldman, 1967, Goldman, 1983; Gorbman, 1976; 'Kracauer, 1960; Mancini, 1985;

¥ Manville & Huntley, 1975; Paine, 1985; Prendergast, 1977; Pudovkin, 1958; Rosenbaum, 1978;
Seidman, 1986; Sharples, 1975; Schramm, 1972; Snider, 1971; Spottiswoode, 1965; .
Stephenson & Debrix, 1969; Weis & Belton, 1985; Zuckerman, 1949).

¥4 B I I-- ]I. y ]. G.Il.
Claudia Gorbman ( 1976), for example, states that the most frequently quoted authors,
namely Arnheirg. Kracauer, Spottiswoode, and others, have created a general disinterest in

A

movie sound through the officiousness ‘with which they have treated the soundtrack.' According
;_;—————————teGefbmamhcy-havemisrakenly])fomehat students of sound should be aware that: 1)

sound design falls into one of two opposing categories- parallel versus counterpoint; 2) the

, relation of sound to picture falls into one of two opposing categories- synchronous versus

nonsynchronous; and 3) the narrative source of movie sound falls into one of two opposing

categories- realistic Versus unrealistic.
. 1]
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Gorbman's criticism of these categories is well-taken in so far as the dorinant practices in
sound design education are questioned. Her point that sound effects editing and mixing should be

examined by practitioners in relation to the current structure of their own ideological dualism, is

also well taken. Eisler (1967) concurs with this need for more unconventional uses oiso)uud to

produ obscur or highly complex artlstry and social ideology. Gorbman's 1mportant

contribution may be in the exposure of traditional Pythagorean dichotomies that split current
sound effects design knowledge into two opposing operating methodologies: Intellectual versus
emotignal, intelligible versus sensible, reasonable versus in;ui e (Doane, 1978; RoSenbaum,
978). Gorbman's semiological replacement, hou;ever, does little in the way of presenting a

sy temauc and systemic instructional technology for prescnbmg an original soundtrack that

loyvers the visual bias. Her sound aeslhetlcs are reminiscent of a simplified versxon of the Metz

<,

semiology. Metz has no production component either (Gianetti, 1985). His semiological

frameworks ar%iescriptive classifications only, not nopmative. Conversely, the r:otion of
1 "

expressionism, though presenting only one side of a dichotomous relationship, still lends itself to

easier classification under this system than does the semiotic'symbology (Gianetti, 1986). o
» o

Several other guidelines for producing-and teaching effective sound designs are evident in the
literature. They range from the simplest stép-py-step instructions for primary schoc] children

(Swartz, 1981) to adult media production education (Seidman, 1981) to audio hook=up /

<<<<<<<<<<<<<<<<

techniques for consumer us{ [Brookes, 1986) to several complex audio conﬁguranons that are
designed to 1mprove the personal or corporate film productxon (Piper, 1975) to thefvanablc studio

or EFP effects of audio hardware in video production systems (Starr, 1987; DuPre, 1987) to

——— U

current pérsuasive message desxgns used in the marke;rﬁg of audio hardware and video

producnon systems (Moss, 1987; Stanton, 1987) to current audience research on increasing the

>

perceived reliability of subject matter experts through the use of solemn music (Bag,geey. 1980).

.  Recent decades of indepcndin filmmaking¥ave seen a return to the sound-as-performance
I'd ‘ N .

tradition of the silent-with-piano-music film: Synchronous sound is always realistic. However,
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not all media production students are using synchronous realistic sound. In one college setting,

student Super 8 filfimakers haye discovered that asynchronous realistic sound was easier to

work with and offered students more creative possibilites than synchronous realistic sound

(Piper, 1975).

Steven Scxdman S (1986) students, altcmauvcly, studied soundtracks in order to create thc:1r

Q"'!’T‘

L

- own mysic videos. This strategy, however, relied on prerequisite visudlization and

narrative-writing skills. Portnoy (1986) used vidco}odvuction to assisat}nidcnts in learning

believable qhafacter dcveiopment and scene accelleration in their creative writing projects. Some
independently made student films (Camper, 1985), and student videos (Brookes, 1986) were
gccompaniezi' by sounds that were not placed on thé filmstrip or audiotracks, but played
separately. that is, super 8 double-system style. Tt;e synchronization was inexact and slightly ’
different on each projection: It \;vas a fresh experience for every screening, and in one sense, an

. cxprcssiohistic conceptualization of reality. \ *

ﬂ\\ \ % i | ’
V

)!l* I ‘. l l . . ;
” The rationa]é\fbr implementing many of these gﬁidcliﬂcs was derived, in many cases, from
*  some combination of trial ane error, expert Judgemcnt and traditional film productxon principles,
rathcr than from a formauve evaluauon’ of the instructional design. The products were sound
desx gns that were”cloncs of each other ;m;e they reflected neither the style nor the value-system
- of the designer. Productiod theories, .it seems, have only been as good as they were useful.
When they have ceased to be so, they were often discarded in favour of an approach that
"worked f'or th; picture” (Gianetti, 1985) with little attention payed to the commitment of the
dcsjgncr to the sound design in the film gurriculum (Doane, 1976; Eisler, 1967, Roscqbaum,
19§'78). The gound designer was not taught how to become committed to manipulating or
changing reality as part of the instructional system. * )

~
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Student Visual Bias

. One probable consequence of these theories seems to be a scarcity of movies that use
non-dominant sound designs in m-otion picture productions (Doane, 1978; Rosenbaum, 1978). -
There has been a lack of detailed technical information abc.)ut production techniques for
non-dominant sound designs.and an inadequate vocabulary for describing non-dominant sound
design. Its not surprising, therefore, that so many students tend to think (as media producers
have) of sound as simply an hccompanimen‘t to the real basis of cinema; the moving images. -
Listener/viewers, therefore, assume that the people and things pictured on the screen Just produce
an appropriate noise (Bordwell & Thompson 1979).

In conclusion, it seems that the majority of subject matter experts are uagnimous in their
agreement on this pro_blem of a visual bias\Moreover, there seems to be a consensus of opinion
within the area of educatg;lal research that sound design education has been virtually left
untouched (Berg, 1976; Burch, 1973; Coldevin, 1981; Zuckt:rman 1949) Burch (1973) writes
that research into soundtrack production techniques, c%ned out by quahﬁed resedrchers, 1s
crucial if entertainment and educational motion picture film and television are evér to realize their
inherent potential. Coldevin's TV research (1981) and Zuckerman's film research (1949) have
suggested that more educational formative research and formative evaluation-need to be carried
out on the relationships of sound variables to picture variables for film, video, and sound
production courses. ‘

) RN
Staterment Of The Problem

Given problcmatlc or soundless Aeither in-house or independent) film and TV segments, =
monon plcture productlon practmoncrs and students of film and TV production have not been
able to generate new sound designing procedures for solving problems synergistically.

Specifically, film and television producnon students and practitioners are not ableto: 1) -

prcscri\be original multiple sound functions for every sound-picture relationship in the production;

u

J o —_
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'2) prescribe ap original multiﬁl‘clé“ﬁ"aﬁ;:gy sond structure for each sound function of every

sound-pic.ture relationship in the produétio}l;“\3) write an expressionistic multi-layered script
prcscri_ﬁing thgyund-picture relati;anshipé m;'Qu‘ghout the production based on the original
structured sdund functions; 4) verbally direct the audio recording and mixdown of an -

expressionistic sound design using the original multi-layered script; and 5) writ; the p;ocedure .

used to create the original expressionistic sound design.

y ‘ N




.. - CHAPTER 2 -
‘ Literature Review .
1 ' . (
‘ /
m nce ¢ "he Problem Within n vai Rese

~

. Poor, sound desx,gns seem to be caused by either unstructurcd sc;und functions, unifunctional
sound, or both, in many Sound-picture relanonshxps (Alkin, 1973; Bordwell & Thompson, 1979,
Doane, 1978; Elsenstcm, 1949; Metz, 1960, Gorbman, 1976; Gidal, 1978,' Pudovkin, 1949,
Rosenbaum,yl978; Zettl, 1973). Two behaviours seem to be implicit in structuring sound
functions intci a sounéi~picture relationship: )

"l) At least two (out of a pos'sibl(; six) appropriate sound functions must be chosen for  *
‘stmcturi‘;lg sound into eaéh sofmd—picture relatibnship.'Typically, the procedures used for
- cRoosing appropriate sound functions havc been intuitive at best, haphazard most often, e;nd non &
existent at worst. Vnsually -motivated creative behavxour seems to be the result of some : ) v
com;m of 1gnorance or carele§sncss with a mutxphcxty of sound#fUncuons, and an . ‘ T, ‘
overfamxhanty wnh realistic conccpt‘uahzanons of reality (Altman, ;985 Doane. 1978;

Rosenbaum, 1978 Seidman, 1986) ' _ - R e

2) At least four (out of a poss'gble six) abpr'opri'ate sound stratégigs for structuring each -

. fimbtion must be prescribed. Implicit in thi: task is an ability to choose from a;ndng,ﬁftccn

possible substrategies, as well as the ability to decide how, where;and how often each

subs&atcgy should be applied in the sound-picture relationsiﬁp. - ' N

’ ) . . . -
¢ ir ing Behavigur; Stati ‘ i ’ S
) he L3 A !

Evidentally, functional aesthetic distinctions are rarely dl;awﬁ petween meanings inherent in .



the stated picture, implied picture, stated sound and the implied sound. The stated sound
" functiohs, in this context, refers to live dialogue, effects and music. An implied sound is.a

sou'n‘d silence, or combination of sounds, that de"scribes or prescribes its function within a
’sound-pxcture relationship (Alten, 1981; Gorbman, 1976 Zuckcrman, 1949) ‘

The six 1mphed sound funcnons may be conceptuahzed as possxble prescnpnons s for
character, place time, or subject matter in a sound-plcture relauonshlp In this sense, they are not
unlike Amhelm s visual categories for montage (1957). Together, the 1mp11ed sound functmns
can prescribe what the sound should imply within a soundfplcture relauonshxp 1) about the
atmosphere, feehn gor mood 2) about the point of view (POV); 3) about future or past events; 4)
about the loqale; 5) about the character’s past; and 6) about the character in the character

W_QL\Q_MM Implied emotional functions of sound relate to the mood or
feelings aroused when sound is added or subtracted from the picture. The atmosphere feeling,
and mood sound function (Alten 1981; Seidman, 1986; Zuckerman, 1949) tradmonally has
been the most overused\function of sound. Typical overuse of this function is the leitmotif; a
music phrase repeated thro%ghout the production (Eisler, 1967). The clearest examples of
leitmotif occur in "Jaws" types of films and in most television dramas‘and-comedies with easily
recognizable signature tunes, as in "Cheers", "Cagey and Lacey", "Magnum PI", "Hill Strcct
Blues", and so forth. The problem w1th -using this function excluswely or inapproriately is that
over time it seems t0 produce-a deadenmg -effect in the llstener/vnewer possibly due to tts
consumer pyoduct quality (Eisler, 1967, McLuhan 1967)

Sound design expen Roger Tyrell has labelled the local television commercxalu"Lajeunesse
- unfixable because the producer threw on a little background music to provxde an atmosphere,
feelmg or mood."LaJeunesse refers toa local fashion store. This commercial shows a modern .
couch and table in the foreground with a whue backgmund A fas‘hxonably dressed woman enters *
lcft and seats herself on the couch, posing dehberately to give the impression of her wealthy,
exotic character. She }ooks off-stage right expectantly. Cut to a card show photographs of four or

»

--five models posing in wec@in'g attire. The sound that was chosen for this commercial was

’ v v ? ’
4 3 .
. .
. . . . ~N %
. .
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.prcrqcorded music and a voice-over. The voice-over is a woman's voice softly chanting /
'\'lajeunesse" throrrghout In this ease, the chcscn music has been frequently aired by the TV
stanon to accompany filler spots such as "A Montreal Minute", and "One Moment, Please”.

Untypically, in titillating drama or comedy this music may funcnon as an understaYed musxcal
suggestion of love, sorrow suspicion, and so forth. , ' X /;

"PQV. Implied mfonnanonal funcnons of sound (Alten 1981, Zucken’nan, 1949) relate to
' illusu:ating by adding a new concept id_ea or fact to the ﬁlrn/video. (Point of view (POV) can be
used as a function of character A subjective POV uses chpracteﬂr voiceyo;rer, an objective POV
uses narrator voice-over, and a perfonner POV uses some- combmanon -of subJecnve-objecnvc
sound (Alten, 1986; Lee & Mrsrorowskx 1978; Zuckerman, 1949)/ These are usually presented
alone3 which tend to present a one-dimensional newsreader, cartoon, dramatic or other character.
Usually, the rnotion picture montage connotes or de{otes the PO\". :f'he audiovisual redundancy
ofaTV talkiné head (as we watch jt talking) is due in part to &misuse of the POV‘ sotmd

iy T

functlon Examp]es are prevalent in many broadcast news and interview shows.
i

Recalling the Past or Forgtellmg the thgrg Essentially, this sound functron may be thought -

of as the equivalent to a scriptwriter's vrsual or flot device called the "gimmick" (Brown, <ﬂ985
Gecsei, 1984; Gianett, 1985; Field, 1979; Lee & Misiorowski, 1978, Root, 1984; Samuels,
1984), also known as Hitdhco’ck's "McGuffin" (Goldman, 1983; Monaco, 1981). lﬁrlike the

character's past function, however, this function informs the listener/viewer about a past event
unrelated to the character's past (e.g., a metaphorical occurance as in a dream). In this cantext the
gimmick may be a sound that implies something only known to the audlcnce. orto tthnam |
character and f dlence ft not to the other characters Vmually always produced with too much
Vecho orreverb (Alten 1981; Zuckerman, 1949), this function is still only sparingly uscd in .

production. . .-

"~

“Recalling the past has been used as both an emotional and mformanonal strategy to, great

effect in the recurring "Roscbud" in Orson Welles' "Citizen Caine", and "Who are those guys.

X

anyway?" in Lehrer and Goldman's "Butch Cassndy and the Sundance Kld" screeenplay

~ ‘« «
“ ~ . *
i - i ' '
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- Similarly, foretelling the future, in this context, is a gimmick’a sound that implles something
only kniown to the audience or ¥ the main character and audience but not to the other characters
- An example of foretelhng the future can be heard in the thou ghts of the crazy girl in Ingmar
Bergman's "Through A Glass Dark.ly" Reaalling the past can be written as both an informational
and an emotional strategy as when the old man's past is revisited in Bergman's "Wild
Strawbemes which xnmdentally séems to function on a par with the image. Two lesser-known, .
yet in some ways more striking examples of sound are use both an emotional and an
mformanonal strategy, is the sound of the breathing sick woman alone i in the empty apartment in
Paddy Chayevsky s "Mother", and the 1nfamous breathing murderer in "M". ‘ -
Asan tnformauonal strategy alone, recalling the past or foretelling the future deliberatély
) exaggerates the absence of time in the space-ume continuum (Amheim, 1957) e. g typxcally,
"meanwhile, back at the ranch...". As anl emotional strategy alone, recalltn g the past or foretellmg

_ the future is often used as a psychological dev1ce for descnbing mental events w1thm a character.’

Usually, however the glmmlck is overplayed and the 1ntrtgue lost. One example is the recurrance

_of the dragging foot in the "Ballad Of The Thin Man". Recallm g th€ past hs.an emotional strategy

has been used in stageplays that were adapted to televxston yplcally, an a oying sound was

-

used asa halr-tngger that would set off the tragic flaw in the main character With an emouonally ‘

v traumatic past This of course would all be previously uné(nownest to the udie e, evolving
naturally as\the plot (and the character's personallty).unravelled. " . |

- Two stnklng examples of this effective use of sound as a function of the character’s past are

. the secret psychotic worlds of the women pom;yed in '"Llluth" and in "1 Never*Pronused You A
Rose Garden . Another example of this effective use of sound as a function of the character's
past is the anarchic boy who narrowly escapes death running through busy traffic because he
refuses to acknowledge its physical reality in "La Vie N'existe Pas". In all these examples the
llstener/wewer isonly parnally privileged to the psychological state of the character, and orily at

-~

cenam times.
,. . _ . ' N - . , - . T
"Locale, Locale seems to play on& the most necessary’ informational roles in a sound picture
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music or sound effect. Typicaliy, familiar sounds are produced to cstaBlish a locale by evoking :
. . listener/viewer faith in anticipating famjliar behaviours (Alten, 1981; iuckerman. 1949), eg.

+ Chinese music for a city scéne_.dcnotirig Hong Kong or Peking. Untypically, familiar sound can

: or the subtle, other-worldly voice of Danh Vader or sevcral Twilight Zone episodes that seemto

_character sound function refers to the subtext, story spine or tragic flaw-in the character.

21
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relationship. Most often, the locale sound function is used realistically as appropriaie background -

4

3

be added out of context, e.g., Chinese music in little-Italy which may create uncertainty, intcrcst'

rely heavﬂy on locale sound (Alten 1986; Lee & Misxorowskl 1978; Seidman, 1986, ﬁnd
Zuckerman, 1949). o

Character in the Character. Specific questions in relation to the glot arc’qs‘ually answered in

the stated picture (the_visual action) or on the stated soundtrack (the dialogue): who is s/he?

who/what does _s/he want? However, specific questions in relation to the subtext of the plot are

best answered by implication using the character in. the character sound function: What doeSTie -
really want? Who/.what:s really stopping him/her from getting what s/he wants? The intention *
behind prescibing thig sound function is to generate. a (‘:onlroverﬁy with the other sound functions
G.e., PO\}, Locale, Character's Past, etc.) working in the sound QCsi g% The character in the

—

. - Typically, character.in the character sound would be used to depict a certain recurring aspect

»

+ of the character's behaviour, as in many of Spielberg's films (e.g., "Jaws", and "Raiders"). .

Untypically, certain aspects of the charac:er's (moral) character or his/her peculiar personality

_ (mask) is intentionally prescribed ambiguously with, for examjle, sclf—cffacihg music that

presents a multi-faceted character in the character (Go]dman, 1985; Root, 1985; Zuckerman,

19'49).‘ One of the few landmark prescriptions of the charact;:r in the character sound function

suwives in the classic dﬂfer-wordly music boi bells that betray the business woman in "McCabe

'and Mrs Miflar", wnh its audible grumbling 1dle gossip of the townspeoplc in Robert Altman's.
Character's Past. Unlike character in the charactcr the charactcr s past sound function tries

to ansvger specific questions.in relation to the plot. This function does not plumb tthdepths of the

character's psyche the way the character in the character fdnction does. It therefore takes less fime .

} .

r
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to develop and tends to be in evidence more often in motion picture productions (Brown, 1985,
Gecsei, 1984; Gianetti, 1985; Field, 1979; Lee & MlSlOl’OWSkl 1978; Root, 1984; Samuels,

——

1984). A multidimensional character is a well sketched character detailing the character's past by °
) 1mphcauon (usually visual). - )

The character's professronal past implies (without overtly statm g it) what the character has
been doing for a living; his roles in the corporation, hxstory of relanonshrps with co—workers,{nd
so forth. The character's personal past 1mp11es (wrtho-ut overtly stating:.it) the nature of his/her
mantal history, history of educational background job, and socioeconomic hxstory The
characler s private past is what propels the character through the story *The private past implies
the need for fame, money, stability of the marriage, peculiar tendencxes, and flaws of character or

personality.

arr—
- ——

In summation, there are six implied sound functions. ;I‘Xpically, in so far as most directors -
have not realized the potential of the sound track, sound has remained 3» secondary component of
the morign picture system. The ef:fe_ct of working with sound structure without using any sound
functions, or with using only one function (usually mood) is that the structure neither describes )
the character, the locale, POV, nor accelerates the scri}ned action (Brown, 1985; Field, 1982;

‘Gecsei, 1985; Gcldman, 1984). Nondescript characters, redundant, cliched and conditioned
reﬂex sound designs are symtomatic of a working sound structure without ahy, or just one,
'sound function. Sound designing attitudes seem to have locked the creative thinking f)mccss into
an audiovisually-redundant status quo: that has encouraged the 'production of sound design
clones (Altman, 1985; Bordwell & Thompson, 1979; Doane, 1978; Eisler, 19=67; Eiscnstein,
1949; Gorbman, 1976 Gidal, 1978; Pudovkm 1949; Rosenbaum, 1978 Spottlswoode, 1950).

Beginning any analysis of the-creative: thmkmg process with the elements of sensation,
would mean starting at the wrong end, since the elements, products of reflection and absnaction,_
are remotely derived from the immediate experience (Heidbrcder, 1933). The whole experience,

Y

in which the entirety is somehow different from thé inert sum of the parts, has been called gestalt

3 -
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(Koffka, 1935; Kohler, 1§29- Luchins, 1971; Wertheimer, 1972; Zeul, 1973). In a gestalt, the
_ parts of the whole experience, are not mdxfferem to each othcr but are mutually rcla‘(qd thcy
interact and influence one another. Change in one. part may produce chan ge m another The -
gestalt cannot be conceived of as a composition of elcments. The best wa;/ to understand the
whole ex;;ericnce, would be tc; decompose it by analysis into its component parts. However,
these compor;ent parts should not be decided upon arbitrarily; but in their place, their role and
_function in relg@'onship to the whole of which they are a part, and not be partitidned into
prcdetennmed elements that are indifferent to the whole (Kofﬂca 1935; Heidbreder, 1933

Luchins, 1971; Werthexmer, 1980).

¥

The Creative Thinkih ss for Choosi Function .

One way of conceiving of the creative .think’ing proces!has been to consider the ideation
actmty itself in two phases: the germinal phase and the practlcal phase (van Occh, 1983).

The Practical Phgg;, Taking the latter component of the process ﬁrsr creative ideas can only
be evaluated and executed in the prac}ical phase of the creative thinking process. Evaluating
alrcédy-crcated ideas, closing-in on practical dcc‘ision s, running ﬁsk analyses, and preparing to

-Carry the already created ideas into action are all symptorfxatic of and the best use for hard |
thinking. .I-’Iard thin]dng tends fo be logical, precise, exact, specific, and consistent; focusin gon
the differe'nce,s among elements in a system. Traditional educational systems have developed hard
thinking, with less e}fon given to developing'soft thinking skills (van Oech, 1983); particiﬂarly
in the untested area of choosing sound functibns for structuring (Eisler, 1967; Gorbman, 1978, -

Pudovkin, 1949; Spottiswoode, 1950). The ambiguity and dream-like attitudes of soft thinking

are mappropnate dunng the practical phase, since they can prevent the execution of anidea -

(Mitchell, Wilkens & Steukel, 1981 van Oech, 1983). ‘I{c firmness and directness indigeneous

to the hard thinking attitude, while necessary for the organizational side of sound production,
[ 4

tend to igterfere in the gérrninal phaSc. Nevertheless, based on the low level of originality,

ambiguity, and synergy in the prevailing choice of sound functions used in sound dcs‘igns, hard

<
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thinking rather than soft thinking skills seem to have been attempted in the germinal phase of the

/ crcanvc thmkmg proccss (van Oech, 1983). Hard thinking in thee germinal phase of the creative

thxnkmg process, then seems to be responsible for poor sound dc31 gning.

The Germinal Phase, Ideas can be generated and manipulated more easily in the germinal

phase. Where hard thipking can limitghe creative proer,ss in the germinal phase, soft thinking is

quite effective when searching for ideas an Oech, 1983). Hard-thinking attitudes in the _

gcrmir{al phase can act like mental locks which are hazardous to creative thinking. Logic and

% analysié, the tools of hard thinking in the practiéa] phase, can prematurely narrow the creative

thinking process in the germinal phase (van Oech, 1983).

Soft thinking has many characteristics: It is metaphorical, approximate, diffuse, playful, and

capable of dealing with contradiction, searching for similarities and connections among elements

in a system ( Mitchell, Wilkens and Steukel, 1981; van Oech, 1983). Soft thinking in the creative
living p{tfcess is not the adéptation of inner cirqur‘nstance&q outer ones. Soft thinking may be

conceived of as the creative thinker's will to power "in which, working from within, s/he

incorporates and subdues more and more of that which is outside" (Nietzsche in Kaufmann,

iﬁﬁ?, p. 361). This helps to insure that sound dc§igning is not self-servicing (Eisler, 1967). .

Therefore, for more and better ideas, the best prescription should be a good dose of soft thinking”
at the germinal phase; aan a hearty helping of hard thinking in the practical phése of sound design
production. .

\ e .
b
* -

_ Prescribing Sound Functions: Soft Thinking in the Germinal Phase

Q.:manng_qumLIdm Discovery seems to consist of hstemng to/]ookm g at the same

thing as everyone else and thinking something differently. Brainstorming, or soft thmkmg aloud

(either alone or with othcrs) tends to motivate the saspension of disbelief and ggnerate unique
B . ' L

1
¢

- responses, 'such as original humour; using similies to compare ideas, concepts, things and

people. These original ideas can be unusual; clever; even outlandish (Brown, 1984; Field, 1982;

Gessner, 1968;.Goldman, 1983; Mitchell, Wilkens & Steukel, 1981; Root, 1979; Samuels,
- * Qe,‘
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1982). Duﬁng this soft thinking process, facts don't exist, only interpretations (Nietzsche in
Kaufmann 1968; van Oech, 1983). What matters is where the focus is placed. By changing
perspcctwe and playmg with concepts of knowledge and cxpenence we can make the ordinary
extraordinary, and the unusual commonplace. thout the ability to temporarily forget about the
distinctions between ordinary and extraordinary, the mind remains cluttered with ready-made
answers, stifling its capacity for brainstorming. Again, day to day hard thinking tends to be
logical, specific, and so on; appropriate to the practical phase of the creative minking process.
Hard thinking in the germinal phas’c of the creative thinking process, howevgr, seems to be
responsible for poor sound designing because of its ability to mentally trap thcxentire creative
thinking process into the lock-step status quo attitude, lai)eling this process "the normal way of
thinking". =

These mental l‘ocks can be 6pened in two ways. Tﬁc first way ;s to become aware of the !
mental lock and try and forget about it during the soft thinking phase for new ideas. The second
way is to try possible motivating influences that may suggest samplrc sound functions that are the
source from which these mental locks may bf: opehed. One of the most popular suggestions isto
utilize the content of an older medium in order to create a new medium (McLuhan, 1967). Some
examples are: 1) transcribing an interésting radio program into the structured sound functions on
a music video; 2) prescribing a newspaper article as the st:}cturcd sound functions on a
educational program; and 3) rewriting the ending of an old song into the structured sound
functxons on a epic monon plcturc soundtrack.

N\
Nonconforming. New ideas are not bomn into a conformm g environment. Whenever

get together, there is a danger for "groupthink" (van Oech, 1983). This is the phenomenon in
which the group members are more.interested in retaining the approval of other members than in

trying to arrive at creative solutipns to the problems at hand-Group pressure cdn inhibit
" \

originality and new ideas. Thus when everyone is thinking alike, no one is doing very much e

~

thinking. One way of dealing with the problem of conformity and groupthink is to play the fool - ’

(van Oech, 1983). Many of the foolish ideas of five and ten years ago are now a reality. It is '

«
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difficult to be objgctive if you have a lot of ego tied up in an idea. Playing the fool might reframe
the problein by denying that the problent exists at all. This foolishness may reverse the standard
assumptions in order to place 1;10 focus on another party's POV. Or the fool may stimulate
crcaﬁvc ideas in the other group members by making a parody of the rules, while extolling the
trivial and trifling withthe exalted (van 6e£:h, 1983). It may berwo?h noting that putting down
the fool (as played by someone else) may be setting up a group-think situation.

Ip_l_cmmAngum On the one hg_nd, people strive to avoid ambiguity because of the
communications pro\blems they incur (van Qech, 1983). Conversely, ambiguity often helps to
create new ideas. }n germinal s.ituations', there is a danger that too much specifity can stifle the
producer's imagination (van Oech, 1983). Tolerating ambiguity means feeling comfortable when
fz.accd with complex social issues that may have intermingled opposing principles (Mitchell,
Syeukel & Wilkens, 1.98 1),-accepting the fact that not all qucsﬁons are totally right or wrong,
that there are gray areas which must sometimes be tolerated. Some examples are: 1) utilizing gl
inquiry techniques; 2 ) utilizi;u g higher level thinking skills; 3 ) thwarting the premature closure
during storyconferences, and; 4) cncomagiqg different or unique questions and responses._

The rightful place for ambiguity is during-the scarch' for creative ideas, not during the
execution of them. A synonym for ambiguity may be "a sc{crond right answer" (van Oech, 1983,
p.24). Traditional educational environments encourage covergeint‘ learning wherein the producer
looks for the one right answer (Davis, Alexander & Yellen, 1974; van Oech, 1983). Thus, the
one right answer approach has become ingrained in our way of thinking. This is upfortunatc
because often it is the second, third or tenth right answer which is what is needed to solve a

problem in an innovative way..Rogcr van Oech (1983) offers three sources of ambiguity: 1)

1

humour; 2) paradox; and 3)— personal or private sources. -

Generating Humour, Paradox, and Private Sources. The literature suggests that humour is a

crucial ingredient of the creative personality (Eislcg:, 1967; Schramm, 1971; Zillmann, 1980).

‘Thus, the emphasis should be on helping people become better producers and consumers of

humour. Essentially, good movie music should contain humorous elements as a kind of formal
- : -

»
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self-negation, not in the strict sengg of mocking the stbryl_ine (;r the characters on the screen.
Movie music shoulci not take itself too seriously while making use of the whole gamut of
expressions (Eisler, 1967). Sound designers should be able to: 1) develop the ability to pun and
to enjoy punning; 2) create humourous Stories, limericks, poems; and 3) pursue activities '
involving humourous artwork such as cartoons and droodles.

The very occyrrance of a paradox is at the crux of creative thinking, for it is thc. ability to
entertain two different and often contradictory notions at t[le same time (van Oech, 1983). In the
appliéation of motion picture aesthetics during productiori life can be made to appear to be
fast-agd-lively yet slow and melancholic; or frivolous yet deadly sen"ous. depending on the points
of view taken simultaneously. ‘

The seekiné out and cultivation of the private sources of ambiguity by producers can improve
"the ideahaving average” (van Oech, 1983, p.6). These may be books, beop]c, a song on the
radio or whatever forces ihe creator to look for more than one meaning in every design
possibility. _

The Qmétivi;y Stigma. Creative people believe that they are creative because they've been
told they are, while less creative people believe that they are not creative because they've been
told they are not (van Oech, 1983). Moreover, a major factor which differentiates these creative
people from those who believe themselves to be uncreative is that the creative believers perceive
themselves as paying more attention to their small ideas than do the creative disbelievers. This

-

phenomenori is concetned with the development of a self assessment mechanism (Mitchell,

-

¢

Wilkens & Stcullccl, 1981).

An often used example of the creative believer self assessment mechanism at work in motion

picture production has been that of the auteur theory (Gianetti, 1985; Monacc;, 1984). According

to this notion, the direcitor (and some others) believes that he should rightfully be thought of as‘
the sole creative in§'pin'ation of the entire process in motion picture production based on the
perceptions of a few syndicated film critics. Under this preconception, filmmakers like Robert
Altman, Ingmar Bcréman, Alfred Hitchock, Jean Renoir, and others have pcen raised to the level

A
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of "auteur” or author of their film prod:ctions; based on the @ical’ acclaimations of "their
work". Altman, Bergman, and Hitchock have proliferated their auteur persona thoughout the film
industry and public at large during their interviews \;vith the media, using words such as "my
vision gf " am‘:l "I was inspired by..." to describe the collective effort of many creative people.
This auteur view of the motion picture produc?ion business has been widely criticiied by
most practitioners and writers of motion picture productions (Brown, 1985; Gecsei, 1984;
Gianetti, 1984; Field, 1979; Lee & Mi;iorowski, 1978; Root, 19847 Samuels, 1984), since any
production is,-in fact, well known to be a collaboration of the et:fons of many people (i.e.,
wscreenwriters, sound designers, costumers, and so on). Therefore, it seems that it is both the
public'é perception of these men, ana their relect:mce to disspell the illusion of sole propietorship
that niakes them and "their work" great.
Self-assessing sound design activities would-require designers to test their own priodgcts or
performance in terms of its strengths and weaknesses, suggesting possible r:rxeans of l &

improvement (Eisler, 1967). This would entail the designer self—asscssesing the géstalt in their

own script and sound mix for a soundless videograph, as well as their for their own progress
f

* throughout the sound design-activities. It is this type of self-assessment that sound designers

need to exercise on a more regular basis in order to reduce the pejorative view of themselves as

4 -

) . ’ . ;
Leamning From Failure. There'are instances when making errors is consideredvinappropriate, .

‘but the germinal phas® of the creative proéess isn't one of them ivan Oech, 1983). One element
of creative problem salving comes about by learning from a failing situation (Mitchell, Wilkens.&

.o . ‘ :
Steukel, 1981). Errors are a sign of diverging from the well-travelled path. Failing now and then,

. in this coptext, is a sjgn that innovation is taking place (Mitchell, Wilkens & Steukel, 1981; vag '

Oech, 1983). One way to encourage innovation is to develop an atmosphere in which failure is
permissable: 1) Establish an en\l/ironme‘nt which says: "Go ahead and try something. If it doesn't
work lets find out why"; 2) Screen the failures of sound designs created by famous producers

with tin-ears (Rosenbaum, 1978; Sharples, 1978); 3) F:ncourage students to attempt tasks where

4 -
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failure is possi—b]e (i.e., a discovery method of learning soun;i design).

Generating Flexibility, Producing a variety of ideas that causes shifts fr%m one thought
pattern (or category) to another (M;tchell, Wilkens & Stcukel,/ 1981; Torrance, 1986; vanr Oech,
1983) seems to be another motivating influence that may bcél possible source from which mental
locks may be opened. For example:

1) benerating open-ended questions or self-questioning may produce a variety of ideas that
may cause a shift from one thought pattern to another, such as "how we know that character X
means what she says this time" may be shown through either: a) scripting the#visual action (e.g.,
by showing her in action), which is more-typically the case; o£’b) implying by prescribing an
ifnplied sound functic\an (e.g., a fairly common sound that triggers an old memory in her) which
denotes a tragic flaw from the character's private past. ‘

2) Generating "how many u;xusual‘uses" questions may be considered to be another miental
unlocking technique (e.g., how many unusual uses can you think of for a sifnt sequence in this
ch'ﬁiuction? For which sound fu;ction?); or,

3) Categorizing tasks that focus on the comparison of two items by idenytifying as many

differences as possible and placing their responses into categories (C‘f" The train whistle in this

_ sequence are examples of the following sbund functions: a) defining the intensity of the action, b)

establishing locale, and c) creating atmosphere). Wj
- It may not be enough to generate original ideas through brainstorming activity. Shifting

ideas seems to be a key that may open mental locks.

Testing-out Ideas and Hunches. The realm of the possible may be called a germinal seedbed.

There are many soft-thinking tools for culifivating the seedbed. One of thcrr! is the "what lf"
question (Brown, 1985; van Oech, 1983'). Some: examples of the "what if" ciucstiop are: What if
everyone (in tlfme story) could hear what everyone else was thinking? What if an entire motion
picture' story were made up solely of sgv_eral points of view of the behaviours of one pcrsox;
during an entire day?. The key to asking "what if" questions in the germinal phase is allowing

oneself to probe the possible, the impossible and even the img\ractical for ideas.

X
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"What if" questions alone may n;:;mduce practical, creative ideas. Therefore, it may be )
necessary to use another gcﬁninal soft thinking tool called the "stepping stone" (van Oech, ‘
1983). S[Cppi}lg stones- sometimes called an outline, sc;-ip't'oid, sketch, or story idea in film and
media (Brown, 1985; Gecsei, 1984; Gianetti, 1984; Field, 1979; Lee & Miéiorowski, 1978;
Root, 1984, éamucls, 1984)- are simply provocative ideas which stimulate creative thinking
about other ideas. For example, a script-idea may call for a herd of charging elepharits. The
production costs for bringing such a hérd to the studio, or the crew to the herd, would be
prohibitive. However, the sound alone of a herd of charging elephants dubbed-in during post
) production may be more cost effective. But for this idea to become fruitf;ﬂ, it would need the
visual equivalent to plant the seed for oral/aural creativity. The value of the "stepping stopc" lies
in its latent practicality. y
One reason why producer.s and students have not used "what if" thinking and stepping
stones to generate ideas seems t0 be that current media have dictated the produc‘tic;n trends
making producéis and students prisoners of familiarity (van Oech, 1983). They get used to
asking "what is" and not "what if" quest.ions. A second reason why producers and students have
not used "what if" thinkin g and stepping stones to generate ideas seems to be that they are
low-probability production fools (van Oech, 1983). Most people don't feel that they can ﬁndALhc
time to ask several soft-thinking questions withput coming up with immediate practical creative
ideas. A third re_asbn why producers and students have not used "what if" thinking and steppipé
stones to generate idéas seems to be that they haven't been taught to use these tools. Many people
have been educated to respond to unusual ideas by saying, "That's not practxcal" (van Oech,
1983, p. 48): Conscquendy, there seems to bc an cmbcddcd fear of being criticized for being
impractical. ' '
Generating Imagipative Sound Designs, Much of what is called intelligence may be an ability
to recognize patterns or sequences ot: events. P;tfems give us the power to understand the
phenomenal world. Patterns tend to rule our thinking. Quite often, creative th{nking involves

breaking out of one fuattcm in order to disqover another. People tend to treat most problems and

' ‘
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situations as closeé ones with set rules rather than open ones which can be playﬁ with, One ‘
reason for this may be that there is a lot of societal pressure to follow the rules. Breaking the
rules doesn't necessarily lead to creative ideas, but it's one avenue, since many rul‘e;s outlive the
purpose for which they were intended (van Oech, 1983). |
Many propositions throughout a person's lifetime tend to be preSented as a win/lose

situation. Game-playing, however, presents a win/no win !ogic. Either the participant wins the
game or learns from the e)‘(pen'ence of losing the game. Playing games with ideas in t.his way can
fertilize the creative thinking process. Moreover, a fun leaming or working environment makes n\
more producnve than a routine environment (van Oech 1983), Generating 1magmatwc sound ,
designs in this context refers to the capacity of pretending or engaging in fantasy-rclated thought
~ processes (Mitchell, Wilkens & Steuke], 1981), including an ability to deliberately exaggerate

rcatlity in scriptwriting sound mixing (Gianetti 1985; Piper,X981; Rosenbaum, 1978).

Scriptwriting, by definition, must manipulate reality- the story and characters (Aristotle, Poctica;
Field, 1982; é}cssne;, 1968;‘ Root, 1979; Goldman, 1983; Samuc\:ls, 1982). The scriptwriting‘

adage "all writing is rewriting" (Field, 1982; Root, 1979; Goldman, 1983) ap[;lics here.

. Creating Fluency. The concept of fluency can be thought of in terms of 'odds": the ability to

create many responses to a given stimulus (van Oech, 1983). The stimulus may be silent

pictures, a problematic souﬂdtraclg, or an unfinished script. Rather lhz;n breaking the whole into
arbitrary pieces and bu1ld1ng it again from below, an above-down view argues that Lhe best way -
to understand the sound-picture relationship.as a whole, is to decompose it by ans&sxs into 1ts
component parts (Luchins, 1971; Wertheimer, 1934; Wertheimer, 1980). Thmkmg deeply about
the cha?acters and their environment involves moving the whole experience onto giffercrit planes
(Eisler, 1967); finding momems that will gcneratc conflict, surprise, or suspc;se in the story |
using the functions of sound (Anstotlc Pocnca Field, 1982; Gessner, 1968; Root, 1979;
Goldman, 1983 Samuels, 1982).

In a gestalt, the entirety of the pﬁéﬁbﬁenon (e.g., a soundpicture rcla'tionship) is somehow

different from the inert, sum of the parts (e.g., a subjéctivc POV sound function).These parts are 1

@




not indifferent to each other but are mutually related; they interact and influence one another.
Change in one part may produce change in another (.Werthcimcixj, 1934). In ot},lcr words, what
does the structure of its plot look like? Shoulo the plot points and catharsis appear in the usualﬂ
places in the story? (Aristotle, Poetica; Field, 1982 ; Gessner, 1968; Root,‘ »1979; Goldman, -~
1983). Does the story proceed in a linear fashion, flashback or forward? (‘Brown, 1984). Who's

POV is taken; who do we ¢ling to? What does the character want and who is s/he afraid of? Who

s stopping them from getting what they want? (Brown, 1984). What about suspense- and how is

it resolved? (Goldman, 1983). What are the subtexts within each of tile stories? (Gecsel, 1982;
Goldman, 1983). When do the obligatory scenes occur? (Goldman, 1983_; Field 1982: Root,
1979). 3 .

"The next step may be to make a list of prerecorded or synthesized sounds, though not
\ < \ -

rrecorded live during shooﬁné. However, the gestalt that is achieved in unifying the magnetic

soundtracks to the film images cannot be conceived of as a composition of separate sound
clcmcnts’ 5~ccompe'1nyin g picture;. To begin any analysis with the elements of sensation is to begin’
at the wrong end, for these elements are products of reﬂcctior} and abstraction, remotely derived
from immediate experience (Gianetti, 1985; é}orbman, 1976; Heidbreder, 1933). Every single
sequence must be treated with exact regard to its special funoﬁon (Alteri, T981; Eisler,1967;
Zuckcrman 1949). This can be achieved somewhat in the way an orchestra leader ;night
cmphasxzc the strings m one passagc thcn make them swell in another controllmg all the .
elements by emphasmng and deemphasizing each layer of sound separately, and at will.

Uniting Irrelevant Elements Synectically. The activity of uniting different and seemingly
irrelevant elements synectically can only be successful when the implemehter has'devcloped both
the cognitive skills for implementing an innovation, and the affective behaviours necessary for™ ’
generating positive aftitudes toward t}ht innovation (Mitchell, Wilke:ns & Steukel, 1981;lvan
Ocoh 1983). In creative problem solving there is an inductive leap, a combining of ideas from #

w:dcly separated knowledge systems, a bold use of analogy that transcends what'is usually

,mcant by gencralmng within a class of problem situations (Gagnc 1985; van Occh, 1983). A

a
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syn‘ec:tic union presupboses that the emotional components of the erocess are more ilgnp,orm'nt than
the rational ones (Mitchell, Wilkens & Steukel, 1981). - ~ ‘ .

Some hypothetical example§ of empgional expression mqnifes@ in ’new sound functions are: *
1) Word-gami‘ng, suchsas, "a calendar isglikc a mirror because..™; 2) playing with scientific laws
and concepts, such as, what would happen if there was no sun, only sound 3 3) pcrsonal

analogizing, such as, "what animal sounds the way this person looks?"; 4 Duect andloglzmg,

such ag, "Alexander Graham Bell's invention of the telephone was based on his clinical

'

knowledge of the human ear because, of his work with the dca#ﬂmd; 5) symbolic analogizing,
such as, "the use of objectiv\(e and impersonal sounds to describe persopal problems (eg.a .
woman screams, as the train whistle shrieks (Amheim, 1957). The key to this k'irEd of
metaphorical thinking is in thinking J?'f sinxile;ities: similies and metaphors.
A meta\phor isa idnd of concept map, making complex ideas easier to understand. The
_human ability to symbolize is not limited to the real nor the present. This capability empowers |
creative thinking in two ways: First, it enables the thinker to anticipate the future with such
questions as, "suppose it rains tommorow?" and, " What alternatives should be made’é" By
_ stimulating possxbllmcs future planning is reallzable Second, creative thmkmg is not bound by
real world constraints. Ideas can be generated. that have no correlate in the world of experience
(van Occh, 1983). ! ' » .
Elaborating g Sgggmgg Ideas Basgd_ on an Original Notion. Specialization, as part of a
management information strategy isa fact of life, where the goal is to narrow one's focus and - . \
) ,become expert within it (vamQOech, 1983). Such mformauon-handlmg attitudes, however, can
lumt generation of new ideas. They not only force the creator to delimit problems too narrowly,
they may also prevent mvesngat]ons outside for new ideas outside of their areas of expemse
Strategies for new sound ideas may reside in books, activities, conversations, or in art, Sqund
designers might well look to cinematography or visual literaCy literature for clues to designing )
sound (not as cues for their sound designs) but as inventive aural replacements to traditional

=
visual techniques. "Unusual uses" exercises can put familiar sounds in a strange setting. Sound

I
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desi gning exercises may include the planning of learning activities-that have students prescribe :
the most Boring: soundtrack they can ' think of (e.g., A droning arnouncer readmg the weather,
spons scores; the CFCF cIcvat\r‘musw bchmd a "Montreal Minute"; the shouting "K Tel-type"

|

vocal/music mix of the hard-sell ad campalgn), iupplymg titles or new titles for redesigned
v 3 ' . ’

jon-examples.

*

Gcneral.ly speakin g, Storyconferencing activities provide a stimulus to develop Tesponses and
require the creative thinkers to develop responses which build nn' each other (a chaining effcct).
S‘om% examples are: 1) soljing problems with given conditions and items which allow for
scqucntial developments lcgding to ultimate solutions; 2) completing full, complex designs from
simple partial sound designs; 3) inventing new games ana/or rules b.és?d on a well-known game;
and 4) writing endings to unfinished designs. _

MWMW&N&MMX When two gr more elements (é.g., locale
and sub_]cctwe POV implied sound functions) interact in,a umquc manner, the result can be
greater than the sum of its parts (Koffka, 1935; Luchin, 4971; Mitchell, Wilkens & Steukel
1981; Schoderbek, Schodcrbek & Kefelas, 1985 van Oech, 1983; Wertheimer, 1934 1935
Zettl, 1973). Synergy in a script or final cut refcrs to the behaviours of an mtegral aggregate
macrosystem (e.g., the entire film or televxslon production) unpredicted by bchakurs of any of »
thexr components (the sound design) or subassemblles of their components (the functions ‘or
structures). In the gestalt, the parts of a whole interact and influence one another. Change in one
part may produce change in another. For example, the intggration of the implied subjecti\;e pov
sound function, }epeatcd once or twice, can maizthc function reinforce, parody, 01: undermine
itself depending up:)n how, where, and how often it is structured in a script or sound mix. Other
examples of synergistic sound designing would be: 1) unifying the dramatic matériél,s in a script '
or~.mix; 2) assoc;iating ideas across implied and stated functions; 3) connecting dialogne
sequences by structure; and 4) accompanying sequences of fnnctions for silent action, Possible

synergistic sound designing learning activites may'include: 1) creating a sound design mural

R N, .
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-multi-facetcd characters ‘or can mix silence throughout a cluttered picture scquencc); T

where the whole class or small groups of students would participate in its planning armd
construction; or 2) creating useful sound designs from poor ones using meager resourges.
Moreover, synergy in a script or final cut may also refer to the behaviours of an integral
aggregate microsystem, One example may be the integration of two or more implied cound
functicns (such as the subjective POV and the character's professional past), with a sound.

structure comprising five scriptwriting strategies, such as an informational strategy that

undermmes the image; an emouonal stratcgy that defines the intensity of an action, has fast

pacmg strategy, has a dlscontmuous rhythum strategy; and a divergent delwcry strategy (Altcn

. 1980; Mitchell, Wilkens & Steukel, 1981; Zettl, 1973; Zuckerman, 1949). Structuring sound

functions will be covered in greater detail later in this chapter under the heading "The Second

..I °
Structuring Behaviour: Prescribing Strategies for Fpnctions'{k'mc noti%n of achieving gestaltin
the context of designing sound for movies will also be explained under the subhcadixﬁ"Rat'ionale

for Producnon De,sxgn Software Before Hardware". ;.

sgmnm_g;mmm Soft thinking in the germinal phase requires a unique form

of resourcefulness. Resourcefulness can be measured in terms of the power of one's

¢ B @
achievement (Mitchell, Wilkens & Steukel, 1981). This "power of one's achievement " may
manifest itself as: .

1) the aggregate of one's skill (e.g., an ability to scriptwrite sound functions that creates

.

Ny
2) thc aggregatc of one's one's aesthetic Judgem\cnt (i.e., th\sound form as the audible shape

of the sound's content), -
3) one's capacity for finding the means for prescribing functions (e.g., creating a new

instrument tQ obtain part, or all of, a new sound design; e. g.,a nosc-ﬂutc or humming hydro

wires tc: create a mood or POV, etc.); - . | ’( - .-

s 4)one's capaciiy for adjusting the means for prescribing functions (c.g.,"'rnaking do" wiih

substitute equipment, e.g., mixinrg live, prerecorded, or live and crcrecordcd sounds or} |

% to %
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audiocassette, then playing it back using a dual-system sound-picture system in class (Swartz,

1972); using audio overdubbing on videocassette recorders; or

5) one's capacity for testing the effects of a sound design, then redesigning the so'lyd with
the results of the evaluation in mind (e.g., testing-out the applause activity by simply détermining
whether or not they preferred design one or design two; using incentives or not; directing a group

to applaud loudly vs. one or two people clapping half-heartedly).

In summation, most of us maintain certain anigudcs which lock our thinking into the status
quo. Unlocking the ten mental locks involves believing in the worth of one's ideas, and having
the persistence to cgndnuc buildin g on them. With this attitude, the creato'r takes more risks, . y;
breaking'the Tules occasionally. S/he looks for more than one right answer, hunting for ideas
outmd) his/her line of expertise. Creative learnmg, then, often means tolerating amblguxty and
occasmnally looking foohsh In the gcrmmaun g phase of a mental un]ockmg process playmg
with creative ideascan be more fruitful than "getting down to business”. These ztcuvmes involve
engaging in "whatif* and other soft thinking approaches in an effort to go beyond the status quo.
Finally, in order to achieve an objectivism in the sound, the designer must be able to draw o‘ut the

essential form of someone/thing by freeing him/her/it from its details so that the ear glimpses

everything and grasps nothing, yielding a highly intellectual contént formulation into a single

’ immediate impression (Eisler, 1967; Shahn, 1957). A simple discussion among designers

utilizing some of these concepts may generate long-range planning tasks which require

performance over an extended period of time. - b~

Traditionally, motion picture'users have thought of sound as an accompaniment to the visuals

(Arnhein; 1957; Balazs, 1972; Bresson, 1977; Cavalcanti, 1939;.Clair, 1972; Eisenstein, 1949;

Eisenstein, Pudovkin &-Alexandrov, 1949; Gorbman, 1976; Grierson, 1934; Kracauer, 1960; )

2 -
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montage, the cinema could articulate anything. The addition of sound thc.authorit);

that the images had exercised oWr cinematic expression for more th

Pudovkin & Alexandrov, 1949; Metz, 1980; Salt, 1976). The introduction of sound, or more
.pahicularly, of ,dialogue, to filg posed sevefal problems for those producers who located the

source of artistry of the medium ithin the silent discourse of images that constituted a unique
l.anguage (Weis & Belton, 1985). T .

In 1928, Soviet‘ﬁlm expressionistic directors Eisenstein, Pudovkin and Alexandrov
publishgd a joint statement on sound film in a Leningrad magazine wherein they collectively
coqderr;ncd the realistic applicatign of sound to picture by montage. According to this notion, the
cinematograph of moving subjects tended to isolate and neutralize those subjects by cutting them
off from surrounding reality, suspending them within&timc, ir; space or by attendant subject
matter (Arnheim, 1957), thereby transfogming the nature of the moving images 6f the subjects
into blocks of raw, unsculptured material. T.hc coincidence of sound with image threatened this
process by restoring power and autonomy to the photographed subjects, increasing their
independence of mean{ng, and thus their in€rtia as montage pieces; in essence "d'erscroying the
culture of montage” (Eisenstein, Pudovkin & Alexandrov, 1949). Both Pudovkin and Eisenstein
considered that if sound were used symt,?blically and contrapunctually, rather than rcalisticahy,

" there would result less }_l’e'mn‘done to the visual image (McLuhan, 1967, Weis 8: Belton, 1985),.

Although he was a co-signer of th'e statement, Pudovkin held a different view from
E\isenstein's. Pudovkin saw asynchronous sound as a mean\s of enriching rather than neutralizing
the image (Pudovkin, 1960). While Eisenstein's sound th‘éofy was resolutely dialectical,

Pudovkin presented a program for associatignal approaches to sound and picture: “...the first

function of sound is to augment the potential expressiveness of the film's content.... sound,

o
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 playing a subjective part in the film, and image playing the objective bart, is only one of many
diverse ways in which the medium of sound film allows us to build 4 counterpoint. I maintain
that only by such counterpoint éan primitive naturalism be surpassed, and the rich depths of
eaning potential in sound film, creatively han;lléd, be discovered and plumbed” (Pudovkin,
1960, p. 86). Marshall McLuhan (1967) wrote of the 1928 Soviet literary ;vcnt in likeness to the
coming of film sound to illiterate people. 'I't}c African tribe, during a scrccnipg of a film of
themselves as photographcd/recor;ic'd By E.S. Carpenter in 1960, would not accept the
combination of both sight and sound media together. They insisted on group parficipation (by
/»S‘rroutin g and chanting during the film scrccni_ngs)‘. In the silent version, they alitomaticz:lly '
provided sound for themselves by way of closure or completion. This activity became wholly
frustrated by tﬁc inclusio‘n of a soundtrack. "When sound was added, there was much less
parti’cipation in“working w1th the image, making it "a further completion of the visual packa:gc as
a mere consumer commodity” (McLuhan, 1967, p. 130). Moreover, there was no turning back to
the old way of "sueeing" once sound film listening/ watcf\ing became the custom. McLuhan drew
parallel circumstances between this (anq other) primitive African tribes to the misgivings of the
oral/aural Russians, citing Eisenstein and Pudovkin. S .

Even directors of more thcatric;l—bi;ses were opposed to suic;ly'rcélistic uses of sound. In
\'1929, director Rene Clair noted that through a careful sell:ction and organization of sounds,
filmmakers c?uld liberate themselves from wordy thcatricalisrﬁ and recapture some of the poc;ic :
energy that animated silent cincm;i. The asynchronous use of sound provided ;; new method of '
cxpréssion. "For instance, we hcﬁr the noise of a door being slammed while we are shown
Bessie's anguished face watching from a window; her deparjture we do not see. This short scene
m which the whole effect is concentrated on the actress's face andh;i/hich the silent cinema would
have had to been broken up into several visual fragments, now owes its excellence to its ‘unity of
place’ achieved through sound" (Clair, 1é72). « ‘ ’

Brazilian-bom Alberto Cavalcanti exerted considerable influence on the approach to sound

.m@

[/

)

L 7Y
B



39

taken by the British documentary ggovement in the thirties (Weis & Belton, 1985). Like
_Pudovkin, Cavalcanti wrote that sound could enable the cinema to achievé a more exact rendering

of emotional reality. "While the picture lends itself to clear statement, the sound lends itself to

suggestion. All the most suggestive sound devices havé been nonsync." (Cavalcanti, 1939,

p.211). \ - -

o

Rudolf Arnheim, a student of gestaltists Max Wertheimer and Wolfgang Kohler, published
an influential series of articles from 1933 through 1938 on film. In ﬂl}n_As_An_. Ambheim,
answering those who viewed film as a-reproduction of reality, celebrated those aspects of the
cinema that limited its reprodqctive potential. "People who contemptuously refer to the camera as
an automa;ic recording device, must be made to 'rce;.lize that even in the simplest photographic -
reproduction of a perfectly simple objett, a feeling for its nature is required which is quite beyond
any mechanical operation” (Amheim, 1957). For Amheim, the primacy of the imagé was totgl:
there was no room for anything else. Speech was either redund.';'mt, or at odds with the image,
preventing a true fusion of the two media (Weis & Belton, 1985). Aﬁhough he was considered
to be an c%(pressionist with respect to vi;ual perception, Amheim contr;adicted Eisenstein and
. other proponents of nonsync sound by rejecting asynchronism which made sound and image

separate but €qual, because the addition of sour;d. reduced the gap between film and reality and
“ threatened t'h.e artistic s?a?us\of the medium. o ) ’ R‘\
Hungarian realist theoretician Bela Balazs was a figure of paradox. He endorsed the
transition to sound as progress yet faulted the sound film for its failure to reélizc; its potcntial' ' ¢
(Weis & Belton, 1985]. In'his 1945 book, Theory Of Film, he wrote that the coming of sound
! and the introduc.tion of speech celebrated the cinema as a wordless language. For him, the o .
) potential of sound film was in its ability to recover certain lost sensations far the l‘istcncr/viewcr;
" such as the sounds of objects or nature, the sounds of ccrtaiﬁ spacgs, or the sound ot: silence,

(' which can be heard only in the context of other sounds (Weis & Belton, 1985). Balazs viewed

the vocation of the sound film as a }edemption from the chaos of shapeless noise by accepting it.

N
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as, expression, as significance, as meaning. The soundtrack should organize sounds into a new
language that will decipher the noises around us, giving the listener/viewer “thi speech of
things...If the sound or voice is not tied up with a picture of its source (asynchronous sound), it
*may grow beyond the dimensions of the latter. The surest means by which a director can convey
the pathos or symbqlical significance of sound or voice is precisely to use_iL’ asynchronously"
(Balazs, 1970, p. 64)? Further, Balazs stressed the spatial qualities of sound that prevent it from
being isolated, and that endow it with the timbre and colour of the particular space in which itQ‘
was recorded (Weis & Belton, 1985). — -

Perhaps no theorist has been more influential to filmmakers than Siegfried Kracauer, whose
book Theory of Film; The Redemption of Physical Reality, like Balaz's was distrustful of the
soundtrack as mediator between the viewer and his/her environment. Classiczjl theorists, it would
seem, created a historical precedent when Liey.held the cinema accountable to theory, rejecting

‘ any cin_ema that failed lo’mcct their standards (Weis & Belton, 1985). The literature continues to
indicate concern for the preservation of th; sgructural unity c‘)&picture and sound even when music
is used as a contrast (Eislef, 1967). Typically, this unity was achieved indircctly; it did not
consist in the identity between any elements (tone, color or that of rhythms as a whole). The

E r;;caning or function of the elements was intermediary and should never coincide per se. The

relation'was not one of similarity but, as a rule, one of question and answer, affirmation and

negation, appearance and essence.

~

.c o~ E . ln . -

-

There seems to be little doubt that sight is the dominztnt sense in any sound-picture
relationship, and that the picture u\§ual‘ly commands mosg of the attention. But critiqf have
' 'believed that the visuals can not hold the attention for long if the aural sense is not suitably
stimulated (Alkin, 1973; Rosenbaum, 1978; Gorbman, 1976). Bombarded by evcr—dccpc;ling

visual ihformation, therefore, audiences must have heightened sound effects, if only to perceive

\ .
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them at all (Paine, lb85). Out of the juxtaposition of what the sound is saying and what the
picture is saying, the audience comes up with a third idea which is corposed of both picture and
sound messages, and resolves their superficial differences. Moreover, the relationship of sound
to picture is always shifting within a design. The more dissimilar they get 'while still retaining a
link of some sort, the more powerful the effect (Paine in Weis & Belton,’i985). The
rationalization for this attitude lies in the confusion about the relative importance of the
relationship of the sound and picture to cach other. This ‘poor relation’ attitude is particularly
evident in television, where the problem of achieving high quality sound is avoided by
suggesting that the presence of the picture makes sound less critical or that the picture S}Jpplics
most of the information (Alkin, 1973; Altman, 1980; Benjamin, 1974; McLuhan, 1967; Ze,
197‘3). Director Alfred Hitchcock, in a candid interview with his collegue Peter Bogdonavitch,
appcarcd to have accepted the place of visual bias when he dcﬁhe;d “pure film" as film that
expresses its meani%g visually, specifically through montage (Bogdonavitch, 1963). But closer
examination of his statement in context of his filmmaking revealed (to some) that he was
objecting to an excessive use of static dialogue sequences, not to music and sound effects (Weis,
1982). |

After 1933 "be}gkground music" came to be used more extensively (Bordwell & Thbmpson,
£979; Salt, 1976). Sound effects, music, and speech could be produced expressionistically or
realisticallf{;anetti, 1985). Whereas realist film theories stressed the content being
_ communicated, film cxpressidnist theories stressed how the ideas and emotions were conveyed.
Moreover, sound was either diegetic (in the stc;ry space) or nondiegetic (hot in the story space).
If diegetic, it may be on-screen or offscreen, internal (subjective) or external (objective). One
- charagteristic of giegetic sound was the possibility of suggesting the distance of the
listener/viewer’.from’the soixrce of the sound; loud sounds implying closeness, softer sounds
implying more distance. This phcnomenon( became known as the doppler effect (Alten, 1980).

Most ndndjegetic sound has had no relevant temporal ;clationship to the image (Gianetti, 1985)

Y
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such as mhsic played over a scene to create a mood, not to imply a certain l@ or POV. '\Movie
sound, particularly music, should retain the quick pace of casual listening imposéd by the picture, - +
and not be Ieft behind (Eisler, 1967). |
Expressionists such as Pudovkin and Eisenstein had established the classical groundwork fgr

encouraging gestalt and reducing the visual bias by encouraging the manipulation of the one
dimensional aural reality along the realist-expressionist continuum. Sigce the 1930's, motion
picture editors were beginning to realize the importance of "the dialogue cutting point" for making
smooth, unnoticeable cuts when cutting from one speaker to another in a scene(Salt, 1976). By
1933, it was possible to mix a separately recorded );Qisic track with the synchronous dialogue
track after editing the visuals, without an audible loss of sound quality. Exprcssionisitic theory
emphasized the technical sound effects design terminology, techniques of sound tracic
" construction, and the d&’ourses on sound effects technique. Though not all modern theorists
agreed with Bazin (that the existence of the cinema precedes its ‘esscncc) the sound film had been
acéeptcd as a given. While early ﬁlmm'akcr-theoxists like Rene Clair vi.cw‘ed‘asynchronous sound
as a means of serving the image, Robert Bresson, a modern counterpart, gave an independent
status to the soundtrack. For Clair, off-screen sound complimented and liberated the fmage, .
eliminating the need to show the off-screen a.ction. For Bresson, sound replaced and deminated,
not complemented the image. . . ', -

' Recent decades of independent filmmaking have seen a return to the soun;i-as-performanc’:c '
tradition of the silent-with-piano music film, wherein the expressionistic soi;nds :tcnd‘to be -
non'synchronous; that is, detached from their source, often acting iﬁ contrast with‘the image.
There has been a growing fcndency towgrd the development a'nd integration of the production’s '
téchnical elements; scriptwriting, sound désign?ng, acting, and photography (E gf, 1967, '

‘McLuhan, 1967; Salt, 1976). _ N .
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Landmark Sound Designs .

There are a few motion picture productions that ¢an be said to be cxam\ples of well-designed
sqund. There is the lonely, timid, rosebud-type character within the echgi/ngaconsumptive
personality of Orson Welles' "Citizen Kane". There are the crescendo-reaching polylogues in
Billy Wilder's gangster films and in  Alfred Hitchcock's "The Birds". There is subjective agony
behind the superficial drug-created j Joy in Francis Coppola's "Appocalpsc Nownd thc
controlled business man losing control in "McCabe and Mrs Millar". And, thcre is thc
peeping-tom survc':illancif: man, who becomes trapped in his own paranoia in Francis Co;}pola‘é
"The Conversation". These sound designs (and others) haveebeen considered by critics/to be
inspired (Fischer in Weis & Belton, 1985; Gianeiti, 1985; Paine, 1981; Weis, 1978, 1982).
Furthermore, isolated examples of stylized sound in local television productions provide us with

the the rare examples of well-designed sound: The omnipresent gong that cues the doughnut

maker in the often-run "Time To Maké The Donuts" ad; the efficient silence of electricity i a

smt—

Hydro-Quebec ad; and the noisy traffic crossing a kitchen floor in several current floor wax
commercials. i

One particularly striking TV sound exampfe is a recent Pepsi commercial wherein a young
aspiring basct;all player api)roaches two lopming‘ opponents (i.e., the Coke and Pepsi machines),
in a dusty small town of baseball enthusiasts. In a brilliant use of analogy, the boy is transformed
(using sound) into a nervous batter in the World Séries, and the machines his advcr§ary on the
pitcher’s mound). In this case, the announcer's voice and boy's actions are supponéd by the
picture, in;tead of the reverse (i.e., several grown-ups whom we $ee through a store window are
gathereci around a TV set chéeri‘ng on the hitter at bat). The voice says, ,"therc's' the wind-ub...
and the pitch". At this point, the boy has made his choice, snaps opcn the lid. "It's a hit...
going. /and going", ds the boy chugs back thc frosty drmk "It's gonc" There's chccnng as the
boy finishes the drink , wipes his brow, and tosses the empty can with perfect accuracy into the
trash bin. In this example, the locale and POV sound functions dominate (possibly undermine in

—
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some momeqts) the information pr&pntcd by the image. This i;: accomplished by deﬁﬁing the
intensity of the boy's consequences c;f choosing a Pepsi over a Coke, spacing each funcfion
(lqcalc’hnd POV) slowly throughout the design, then slugging a hf)me run crescendo deliberately N
converging in a victorious cheer from the crowd, achieving catharsis. |

The balance of sound design products, for the most part, are considered to be either AV
redundant, conditioned-reflex, sel‘f-servicing messages or cliched (Alkin, 1973; Altman, 1985;
Altman, 1980; Bordwell & Thompson, 1979; Brown, 1985; Doane, 1978; Eisler, 1967, Field,
1982; Gecsei, 1985; Goldman, 1984; Rosenbaum, 1978; Seidman, 1986). Is sound designing
then the inspired gift of a fo'rtunate few, or can it be learned by anyone? What are these producers
doing with sound that others are failing to do? One place to begin an investigation of the source
of this ingbility may to understand the problem from a historical perspective. A review of the
literature into the history of r;notion picture production indicates that there seems to be a
continuing need to go bac‘lg to the fundamentals of motion picture production and see what new
forms can be derived from its substance (épbttiswdodc,,l949). "Any study, however imperfect,
which tries to lay bare tl.mc scaffolding of the film rgedium, may be ableto help the c‘reative |

worker on his way" (p. 2).

4

In summation, the prevailing situation in many entertainment and educational media in which
sound and vision are combined seems to be a tendency to consider sound as the poor relation and
to allow only as huch consideration, effort, and facilit}‘cs as can be spared after the visual
requirements of ti\e production have been satisfied (Alkin, 1973). Poor sound designs seem to be
causcd?y cither unstructured sound functions, unifunctional sound, or both. The results of
. ) -

unstructured sqund f‘ug{ctions are evident in audiovisuaﬁy redundant and self-servicing sound
dcsfgns. The presence of a wpll-su%ctured script is evident in a few landmark movies but is

usually absent in many productions (Brown, 1985; Field, 1982; Gessei, 1985; Goldman, 1984).

f/
Although structure seems to have been considered to be an improvement over the unscripted
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story, the visual aspects of the film story (utilizing the storyboard to tell the story) have been
traditionally favoured over the aural aspects. Since the advent of original and adapative )
scriptwriting fér filmthe functioﬁs of sound have been unscripted and even aleatoric (Gianetti, .
1985; Monaco, 1985).

What has been missing and heretofore’needed, therefore, is a system that would increase the
amount of consideration given to the sound componént in sound-picture relationships theréby
closing the gaps in results attributable to poor sound designing. The new system needs to include
would be a more précise structuring procedure for scriptwriting that delineated how, where and

how often a given sound function would be structured into each sound-picture relationship.

The S { St 'E.l"E' ibing S .[E.,
¢ Structuring is theﬁsecond behaviour implicit in structuring sound functions into a

sound-picftu}b\relationship. Structuring ¥kills ‘a’rc relatively common dramatic devices that, in
many cases, are\lc;:\rncd in many creative writing and production courses u;ldcr various
synonyms. However, typical sound structuring practices have largely remained separate from the
scripting and ﬁlmrimliirig processes, often uitilizing one or two kinds of‘ specific sound strategics
at a time (such as pacing or rhythm) without reference to more than one sound function. The
temptation of many éesigners seems to be to consider sound strpcturing as a hard thinking
activity to be carried out in the. al phase of production. \ﬁ

This consideration, howév:::i the root of the structuring problem."The trouble. v;ith such ]
s'imple‘comrols is that they have insufficient variety to cope with the variety in the environment™
(Beer, 1964, p. 50). The designer nécds to be constantly questioning him/herself about kthc
_sound-picture relationship as one way of maintaining control over his/her system, keeping the
sound desi gr; system viable, and of reducing the apparent arbitrariness for dcciding what .
substrategies are suitable for which functions. ’ , ¢

\ . ’ . \'
The two main questions are:
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DIs sqpstratcgy X for function W relatable in some way to sound-picture relationship YZ?
If funcijon W using substrategy X does not seem to be relatable to YZ, then it may be\
appropriate to avoid using that combination of structured function, since it has no place in either
. the sound aesi gn system or the cnviro'nmcnt (i.e., the stated picture, implied picture, stated sound
,‘cnvirqnment). Conversely, i‘f function W using substrategy X \gc'cfr_ls to be relatable to YZ, then it
may be zippropriatc to use this combination of structured function in either the sound design
system or the environment (i.e., the stated picture, implied picture, stated sound environment).
(See the Instructio®al Manual in Mann, 1988 for prescn'btive details.)

. 2) 150 I havc- enough variety using substrategy X with function W to contro] XY? If there
seems to be more variety already in the XY relationship than the designer has usin g substrategy
"X with‘furwtion W, then the designer will not be,able to control XY. Conversely, if the designer

seems to have more variety using substrategy X with function W than already in the XY
relationship, then the designer will be ai)le to control the XY relationship.
Answering these self-imposed questions.ought to provide the designer with édditional
" information which would necessarily reduce the variety in the system th::reby increa‘sing the
designer's control (Beer, 1964; Churchman, 1968; Sehoderbek, Schoderbek & Kefelas, 1985)
over his/hc’:r sound dFsign system. Structuring functions should be thought of in the same way -
that functioning’was achieved (i.e., in'terhs of a soft thinking activity carried out in the germinal
phase of sound dc‘signin g). Therefore, the same soft thinking skills have been applied here in
much the same way in which choos{hg the func;tions was done, only on a more complex level.
Instead of just choosmg two out of six probable sound function inputs, there is the addmonal
task of choosing four from among the fifteen probable substrategy inputs, plus the further
comphcatxon of deciding how, where, and how often each chosen function should be structured  $

d
<
into the script or sound mix.

S_Qnmmnn,g_{hgs_[mm[cd_s_o_um A "sound suatcgy xs ‘the sound schema for mediating.an

¢

intended message or expression. The combination of two or more strategies working together is
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called a sound structure. Often a sound strategy answers the scriptwriter's own q'ucstions: ¢
"What's it.about?" (Brown, 1985; Field, 1~982; Gecsei, 1985; Goldman, 1984). Often a sound
strategy will utilize a persona to tell its story or relate its message, in whicl} case the question, .
"what's it about?" becomes "Who is s/he/? What does s/he want? and Who/what's stopping him
from getting what s/he wants?".

_ Sound structure, therefore, refers to the plot (Aristotle, Poqtica); the content organization
category (Coldevin, 1981), the goal-area (Palmer, 1969; Schramm, 1972), the code (Salomon, .
1979), or the stary-“spine (Goldman, 1984; ‘Field, 1982; Root, 1979). This structure should be
used to place the appropriate sound functions next to every moving picture sequence so as to
create an exp’ressioniige,conéeaptualization of reality which is greater than the sum of the parts.
Sound stra‘icgies_ and substrategies help the scriptwriter to prescribe where, how, and for which
function exactly each component o} the messaée fits into or "works" in the overall scheme of

each film or video scene or sequence of scenes.
¢
» ) .
Inf ional Sound S ‘

There are four infonﬁationa] gound su&tra,tegies that may be placed along a relationship-io—
image continuum: Underminihg, dominating, counterpointing, and cueing. All four of these ( |
substrategies may be used throughout the sound design in combination with ather substrategies.
A fifth strategy (not considered here) typically prescribés sound mfonnanon that accompanies the
1mage ThlS often-used fifth substrategy best prescnbcs the status quo, informational sound that
éccompames the mfofmano_nal image, making that information redundant, insulting the
intel&gence of the listener/viewer, eind subsequently promoting the visual bias. For that reason,
the use of thxs strategy is. dxscouraged and not mcludcd in this study. . A ‘

- Cueing Sound Substrategy, (Brown, 1985 Field, 1982; Gecsei, 1985; Goldman, 1984).

iy This informationa] sound substrategy prescribes how, whcrc, and how often the chosen sound |

function should foreshadow the visual action (e. g., segues, headliners, flashforwards,

¥
H




McGuff';ris, gimmicks). B
- Counterpointing Sound Substrategy, (Alten, 1981; Zuckcx:man, 1949). This informational
sound substrategy prescribe; how, where, and how often the chosen sound function should
oppose or complement the image. Visually, this strategy is used to create a visual cast-against-
type characters. As an informational sound subshategy, counterpointing has been best used to
,{éive different aps'thetic meanihg, e.g., city traffic ina "Mop 'n Gk_)" ad, Stravinsky's musig for
the ballerina hippos in Disney's"Fantasia"; and the Wide World Of Sport's ballet-in-slomo,
prcsentmg a football player's "character in the character” intr_oduction to the programme.
Dominating Sound Substrategy. This informational sound substrategy prescribes how,
where, and how often the choscn sound function should control the content of the image. This
sound substrategy rarely appears in motion pictures, since it would élliminate audio-visual
- redundancy (i.e., identical verbal, visual & graphic information/emotion) evident in many overly
graphicated newscasts. However, at its rare best this substrategy untypifies Ag;cdictablc,
emotional interlude (e.g., injects silénce where music would bridge two scenes, or where the
. ;attennon to image is lost briefly). Shots ﬁnng\or a beating-heart, for cxample, creates cunousxty

where either a "elevator muisic’ desxgn or a "wind blowing through trees’ desngn would typlcally

accompany a country scene). ’ 2

Undermining Sound Substrategy, This informational sound substrategy prescribes how,f

where, and how often the chosen sound function should ridicule the content in the image. This

substrategy is considered to be the most radical use of informational sound in that its effect
p

"sends up" the meaning in the picture (e.g., making fun of by placing laughter behind a

serious-looking politician).

4
Emotional Sound Strategy
The emotional strategy prescribes a scripted subtext for tl&a text and answers the question,

"what does s/he really want?" (Brown, 1985; Field, 1982; Gecsei, 1985; Ghldman, 19§:1). Both

4

oy
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of the substrategies may bc used aIOne or in varying combinations together or with other
substrategies throughout the sound dcsxgn
i i (Alien, 1981; Seidman, 1986;

Zuckermah, 1949). This emotional sound strategy prescribes how, where, and how often the
¢hosen sound function should punctuate the visual action. Sometimes the visual éctio_n ma'y only
be 'a look"t)( a McGuffin. Strategically placed, a sound, or its absence, may create depth by
creating suspense or interest in the sound-picture relationship. Typically, rapid knocks on a door
indicate urgency, or thunderous applause as a man bows indicates success, or one or two ‘pcople'
clapping infrequently implies disinte‘rcst. Untypically, restraint through the sparing use of silence - .
or room noise may imply suspense or interest in the story or message.

nctuati i n (Alten, 1981; Seidman, 1986; Zuckerman, 1949).
This emotional sound strategy prescribes how, where, and how often the chosen sound function
should E{ovide subtext to the stated sound and/or visual action. Again, a str:':ltegically placed
sound, or its absence, may create depth by implying suspense or interest with two or more sound
function;in a sound-picture relationship. Typically, scafy music cues the monster. Untypically,
electroacoustically-produced sound designs may create deeper-felt emotions.in the iistcncr/

r Y
viewer., ' - - \-./'

Pacing Sound Strategy
The two pacing sound substrategies (Coldevin, 1981; Palmer, 1969; Salomon, 1979;

1 pY

Schramm, 1972) prescribe how fast, where, and how often the chosen sound function oceurs in
the production. Sound pacmg may either bc fast or slow, or both, occurring in contrast to one
another. Since the 1930's, pacing has becn used effectively in many applications of sound to
picture, i.e., in artistic, education, and entertainment environments. Motion picture Writers and
editors have operationalized the importance of "the dialogue cutting point" for making smooth,

unnoticeable cuts when cutting from one speaker to another in a scene (Salt, 1976).
&
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Rhythm Sound Strategy
Rhythm and pacing activities are related but should remain distinct sound substrategies. The

two rhythm subst}atcgics lised below prescribe the pexéod“icity for each chosen sound function in

a script or sound mix.

Continuous Rhythm Substrategy. (Coldevin, 198T; Palmer, 1969; Salomon, 1979;

" Schramm, 1972). This rhythm sound substrategy prescribes how, where, and how often the
chosen sound function should set up the world (Brown, 19%5; Field,1982; Root, 1985) in tl‘i\c
production. A continuous rhythm substrategy places uninterrupted sound (massed or
summarized) or interrupted sound at regular intervals (spaced) throughout the sound.design. )

Discontinuous Rhythm Substrategy. (Coldevin, 1981; Palmer, 1969; .Salomonr 1979;

.Scﬁfamm, 1972). The rhythm sound substrategies prescribe how, where, and how often the
chosen sound function should be spiced throughout the production. A discontinuous rhyth;h
places uninterrupted sound (massed or summarized) or interrupted sound at }cgulaf intervais i
(spaced) throughout the sound desxgn Where and how would this sound best funcnon" This'.
structure has been used most famously in Eisensteinian fashion to dissect the plcture into
sub-moments for composing "realistic" film music. Typically, the mood function is structurcd

discontinuously throughout an entire production.

.

“
Review Soynd Strategy
The three review substrategies prescribe the nature of a particular function's reoccurrance ina

2
%

sound-picture relationship. Typically, visual review strategies are used wiciely for educational
message designi;lg. It seems that the application of reviewing methods to sound designing seems

to be appropriate when it is used in this context.

" Summarized Review Substrategy, (Coldevin, 1981; Palmer, 1969; Salomon, 1979;

4 - . B
Schramm, 1972). This review sound substrategy prescribes how, where, and how often the

chosen sound function should illicit activity or reinforce a message at the end of the production.
' ( \

14




51

. For example, every "Sesame StreetC&/pxsode typically rcpeats “this program has been brought to
you by the letter M". Broadcast—'}v news programmes uullzc a summarized review sound
. substrategy in recapping the main stories of the day. Corporate video productions utilize a
‘summarized review sound substrategy to reinforce behaviour modification role modelling

techniques. )

Massed Review Substrategy. (Coldevin, 1981; Palmer, 1969; Salomon, 1979; Schramm,
1'9.72). This review sognd substrateéy prescribes how, wherc,' and how often the chosen sound
function should«illicit-’cf'ctivi‘ty or reinforce a message at the end of each relevant segment, Moral

and personal goal areas on "Sesame Street” and “3-2-1 Contact" are often taught all at once and

usually out of the programme context using a massed review sound substrategy.
Sp_ag_c_d_BﬂiMmlggl, (Coldev}h, 1981; Palmer, 1969; Salomon, 1979; Schramm,

1972). This review sound substrategy prescribes how, where, and how often the chosen sound

function should illicit activity or reinforce a message throughout the production. Problem solving

)

level skills are often taught on "Sesame Street” and "3-2-1 Contact” utilizing a spaced review

sound substrategy.

"

-

'Thi's stratcgy is usually considcred to be a contiuum, used in education to. prescribe
instructional events or lcamm g activites (Davis, Alexander & Yellon, 1974) The apphcatxon of
convergent or djvergent delivery methods to sound de51gn1n g seems appropriate when applied in

this context. . ' \

Qm_mmm:hmﬁumgx ThlS delxvcry sound substratc prescn'bes how, where,

and how often the chosen’ sound function should editorialize the issue. In a convergent delivery
2 e
strategy (Coldevm, 1981) the producer presents the questions and supplies the answers;

-

favouring one side over another. Brown (1985) states that in a dramatic script with a convergent

delivery, catharsis is reached thrqugh the ultimate confrontation of two opposing forces. Some

¢



: 52

!
'

-
R

N oftcn used story 1dcas (plotlines) are: When a character conquers or is conquered by the natural
~

) clcmcnts (humamty versus nature), when a character vanquishes or is vanquished by a fellow
character (humanity versus another humanity), when a character overcomes or is devoured by

itself (humanity versus itself), when a character overcomes a predetermined path with his/her

own free will (humanity versus fate), or when a character bedts or is beaten by an organization

(humamty versus society).

Dlmgm_nﬂmﬁum[m;gx This dchvcry sound spbstratcgy prcscnbes how, whcre, h
and how often the choscn sound function represents the most exhaustxve research of an issue. In
the (}ivergcnt delivery strategy (Coldevin, 1981) the listener/viewer supplip; his/her own answers
to controversial questions presented by the medium. An cxam;')le of a divergent sound delivery
substrategy occurs frequently in broadcast news programs where the anch(;r faces two large
screens with his/her back to the listener/viewer. Two or more diverging points of view emerge .

. but are presented equally for public scrutiny (e.g., the opposing points of view of two or more
political parties). It is important to note that there is no attempt made on the part of the broadcaster

/

to editorialize or to show favour for one side over another.

o B « %

B In summation, structure in the movie script is evident in well-written stoﬁcs and is usually
absent in unscripted stories. Structure then, is usually considered to be an improvemnt over the ,
unscripted story (Brown, 1985; Field, 1982; Gecseéi, 1985; Goldman, 1984). Scr.iptwriting, -
hov}'gver, has traditionally favoured the visual story o'verW\e aural (particularly storyboérding),

. while the functions of sound kg.g., the Locale, Charcater’s P;lst, POV, etc.) are left aleatoric or,
unscrip’tcd (Gian;:tti, 1985; Monaco, 1985). Structuring skills are relatively goﬁxmon 'dramatic
dcviccs’ that can be leax_';:cd (under various synonyms) in many creative writing and produc'tior}
courses. | . ~ .

There seems to be one cxcepfion: ﬁomeilaroducdon courses and texts do not attend to more

? »

-lr
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' than one or two kinds of specific sound strategies (such as pacing, rhythum, and delivery)that _ ~
make up the stmctu&g component in sound demgkn‘Ing. Moreover, crqagm g a structure for each
carefully chosen function means answering how, where, and how often for each choscn‘
substrategy under each chosen strategy in the structure. The second of two structuring conditions.
of sound scriptwriting seems to be that the sound designer must be able to choose at least four !
(out of é\l possible six) appropr'i/ate sound strategies. Creative soft thinking, in this context means
. encouraging play with four or more scriptwriting strategies to structure at least two f%cﬁdn‘s of
sound into a sound-picture relationship in the germinal phase, would prodl;cc an expressionistic
c;)nccpmalization of reality. Only the production :c\nd'cvaluatipn of an expressionistic motion
« picture sound design unit will ’improve the prlactice of sound designing. Generating sound
. ' 2
_designs that are expressionistic conceptualizations of reality h‘:s the attendant result of rcduci.ng /
the visual biag. Reducing the visual bias in sound-picture relationships, then, requires soft \
;hinking in thé germinal phase. |
It seems, therefore, that a new systeni‘foi' learning how, where, and how often to structure
furictions into a screenplay or teleplay is needed. Instructional guidelines for creating sound
designs would enable students and practmoners alike to be able to manipulate sound according to
kN

some measurable set of criteria (Altman, 1980; Mann 1988; Mitchell, Steukel, & W:lkcns, 1981
Seldman 1986)

Review Of Lj inl ional Design -
I . l E . I I 1 ] ’ ~
The choice of an instructional design model should be dependant on the model's
prescriptivity (Marun & Briggs, 1986). A descriptive theory such as Bloom's cognitive
taxonomy, is one that permits reliable classifications of terms, labels, and sometimes even -

objectives and test items, but does not include the supporting materials to allow the user to “

design lessons (Bloom, 1956; Bloom, Hastings & Madeus, 1971; Martin & Briggs, 1986). |
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Gagne's taxonomy, however, is accompanied by an entire theory for the design of instruction,
organized by category, as well as an instructional design model (Gagne, 1985; Gagne & Briggs,

-

1979).

Qagng_&ﬂnggs_(:gnm}mng_mmmmﬂ Gagne's theory offers a list of nine’
instructional events, a set of learning conditions, and a technique for deriving learning hierarchies
(Martin & Briggs, 1986). Within his five categories of l'eaming outcomes, the section on
intellectual skills best prescribes the capabilities that enable the lf“:amer to use symbols to orga;mize
and to interact with the environment. (Martin & Brjggs, 1986). 'fhc organizational capabilitites
are of a soft thinking nature, creative ratiler than analytical. Gagne's cognitive taxonomy (1977),
cqulcd"with the Gagne & Br.iggs instructional design model (1979), has been judged by
Reiéeh’xth (1983) to represent one of the oldest and most comprehensive models of instructional
design in use. Martin & Briggs (1986) have stated that Gagne's taxonomy is extremely useful. == -

Affective Contributions by Keller. The instruction of a concept, pﬁnciple or theory not only
refers to comprehcnsion teaching, but also includes the attitude toward it; the acceptance or
rejection of it as useful, and its dependability (Bloom, 1971). Sound designing activities involve
sof&hinldng, which seem to biparticularly §uited to Keller's (1983) m(’)givational theory of
continuingpmotivation. This theory uses two concepts, choice and effort, ;o illustrate the reasons
why people approach or avoid tasks, and how to design instruction to make atask more
interesting. Keller's motivational desi gn model has four categories with attendant strategips for- -
accomblishing caéh gqal: ‘ o .

15 Interest or "epxzstcm‘ic éuriousity" in this context, refers to establishing and maintaining
‘the curiousity-level, and achieving optimal levels of learner arousal, Keller uses the term
'interest’ in an information seeking and prolglz:mblvin g cpiste?nic, or amoral sense. Interest, is
beli\::vcd by some (I\_dcn‘il} and Goodman, _1972) to be imp‘éssiblc to adequately evaluate undgr
conditions where the student may be ai)le to fake a desired response. Merrill and Goodmart-

further imply that it is immoral to grade students on motivation or interest change. However, -

3
s M ' \
A %
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_Keller has provided specific strategies to increase relevance (i.e., amoral ¢pistgmit: curiousity) by
using novel problems, guiding inquiry into unfamiliar but not totally unknown areas, and using
personal examples about which ]earr)\ers have some motivational attachment.

2) Relevance or "instrumental value" refers to the increases in motivation to accomplish an
immediate goal when it is connected {o another and how the accomplishment of one goal leads to
the accomplishment of an immediate goal when it is perceived to be a desired for attaining a

future goal. Keller (1983) suggcsté' that clearly explaining how one goal is connected to another,

and how accomplishment of one goal is connected to the accomplishment of a desirable future

goal will have an impact on continued motivation. This strategy includes opportunitites for )

success as a result of effort, and opportunities for cooperation' and personal choice.

3) Expectancy for success refers to the causes one attributes to his/her potential for repeating
similar tasks. A student whc; feels s/he has personal control over the successful completion of a
learning task and who believes success is related to?ersoﬂal, ability and effort; will tend to persist
longer in the activity than those who believe success is due to external factors (Martin and
Briggs, 1986).

4) Intrinsic satisfaction is a key to developing and maintaining motivation (Keller, 1983).
This coupled with reinforcement aimed at providing information, rather than controlling the
learner, may lead to a sustained motivational level. |

- 1

4
s

Needs Assessment

A needs assessment is a report on the gaps-in-results between the status quo and the ideal

situations (Kaufman, 1986; Kaufman & English, 1979). Filling these gaps-in-results between the —

ideal situation and the prevailing condition is accomplished by linking instructional objectives

14
with lifelong goals of the student (Martin and Briggs, 1986).
The status quo in sound design education is the inappropriateness of sound designing

procedures in media pr,oduétion and in media production education. The ideal situation would be *
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gestalt and the attendant reduction of the vjsual bias. This should be accomplished by designing
instruction that encourages the learner to generate an original sound design procedure to solve
specific problenl\s that are known to cause a visual bias (i.e., procedures for selectmg and
combm;ng the shuctures and functions of sound in the sound- plcture felationship). Specifically,
film and television production students and practitioners are not ablé to: 1) prescribe origi'nal
multiple sound functions for every sound-picture relationship in the iaroduction; 2) prescribe an
original multiple-strategy sound structuré for each sound function of e\fery sound-picture
relationshigfin the productiqn; 3) write an expressionistic,\muitj-layqrcd script prescribing ” 3
sgund-picture relationships throughout th@pﬁiﬁsﬁdﬂ'ﬁivsed on the original structured,st;? .

f uncltions; 4) verbally direct the audio recording 3nd mixdown of an expressionistic sound design
usir) g tﬁg original multi-layered script; and 5) write the procedure used to create the original

\

cxﬁ'essionistic sound dcfsign.
A udit Tral

‘ An audit trail derives an appropriate terminal performance objective (TPO) directly from its
refer‘ent situation (RS), (Davis, Alexander & Yellon, 1974; Martin & Br?égs,'[?%). The a{udit ‘
trail is a mechanism that integrates ti'ne instructior;a] sequenc;ing in the affective andhcognitive
domains, zfnd closes the gap betweg‘fe-long goals of the learner withthesinstructional unit
(Martin & Briggs, 1986). In a sound design strand,‘the audit trail would integrate the
Iinst'ructional scquencing of sound design objectives inthe affective anci cognitive domains, and
close the gap between life-long media production goals, media produglon curriculum goals
sound design o'bjecnves for courses, for course-units, and for lessons.

Referent Situation Tests. The referent sxmatlon test (RS’I% is a mechanisin for relating an RS

to a TPO smcc both the test and the ObjCCHVC are criteria of the achlevement (Dav1s Alexander &
Yellon, 1974) The RST describ& successful performance in the referent 51tuat10n The objective

describes succesgful perfqmapce at the end of instruction. Therefore, the TPO should be the

\

i}
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A3

closest possible approximarion to the audience, behaviour, conditions, and dﬁgmé of the RS as

possible.”

o
4

RS : This situation occurs at in-house motion picture productjon units such as the

i audiovisual production department within large companies like Teleglobe and Bell Canada.

L)

RS : This situation occurs in independent motion picture production situations such as

© - . ' I N g
Atlantis Film Company in Toronto, or Souvenir Video Productions in n, Quebec.
In both of these referent situations, the scriptwriting, shooting, and editing involved ~
El

requires the practitioners of the film or TV production company to be able generate new sound

designing procedures for sd;lving problems synergistically. (RST statements are listed in the

N i
Appendix.)
Performance Obijectives . . )
LN s

The bepaviburs that best describe sound dcsigﬁing activities should hiave two types of
leming outcomes: 1) a cognitive component m;de up of four intellectual skills’; and 2) an
affective component made up of three ‘attitu:ies toward the task of sounci designing. Four levels
of intellectual skills wer:: defined in accordance with the Martin & Briggs instructional desi gn

¢ model: ‘1) discrimina;idn; 2) defined concept learning; 3) nile using; and 4) problem solving in the

coénitive domain (Gagne & Briggs, 1979; Martin & Briggs, 1986); a;ld continued motivation in .
- the affective domain (Keiler, 1983; Martin & B}iggs, 1986). \ )
Typically, a criterion checklist is based ona consensus of expert opinion and on current

reviews in the literature. The criterion checklist, in,this context, is both a quantitativlc measure of
th'e bq}?aviour stated in the objective. For example, a qgantitative criterion would be: Two
functions are written on the function sheet vs;ithin the allottéd time. Specification of a time lim’it,is
not essential in sound design mastery. A qualit@tivé criterion would bc 1If the P(/)\\i f@;ction is -

chosen, then it must imply another POV or spmething more about the POV than has already been

[ 4
-
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stated or implied from or about him/her/it in the existing picture or sound.

qumnjm The rationale for including domain integration as a component in the
combination of the educational goal-areas is to develop an instructional.theory for sound desigﬁ
ihat shows the producer, designe\r, teacher or cv;ﬂuator how to iptegratc the c(:ognitivc‘: and
affective domain, both conceptually and practically‘. Ordering Theory, a deterministic
mcasu}ement model builds a b(anching network permitting the two domains to build upon one
another (Hurst, 1980; Martin & Briggs, 1986). |

Ordering theory is a hierarchical validation technique, with the primary intent of détermining
hierarchies among all ;;ossible tasks or items. As a deterministic model, it relies on the use of a
- preset tolerance level that defines mastery as the number of students who pass (a "yes") or fail an
objective (a "no") that w§1‘l be accepted when defining a prerequisite relationship (Airasian, 1971;
Airasian & Bart, 1975; Bart & Airasian, 1974; Hurst, 1980; Martin & Briggs, 1986). A
disconfirmatory résponse pattern (DRP) is one in which an iﬁdjvidual achieves mastery of a
h.igher velask (a yes or 1) but fails to mastgr‘a lower level task (a no or 0). Such a response
would isconfirmatory if the percentage of such responses for all the individuais in th;
analygis exceeded the tolerance level except one subject (Airasian, 1971; Airasian & B:art, 1975;
Bart & Airasian, 1974; Hurst, 1980), Ofdering theory can analyze only dichbtomously scored
aam; no partial score's are acceptable. Therefore, when designing tasks or criteria to be analyzed

using ordering theory, clear criteriagsfor mastery or nofmastery- r};ust be estéﬁlished (Hurst,
\ : . t

1980).

-

An jmportant ch}ar!cterisﬁc of learning'inté'llectilal skills insofar as media is concemed, has
been its requirement for precise corrective feedback (Reiser & Gagne, 1983). The overriding
'requiremem for teaching an intellectual skill is for an interactive ob;ra'tion. Typically, displa}y

' media (i.e., soundscapes aﬁd videographs) have been used as an interactive operation attempted

¢ -
s —

)
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by using supplcmeﬁtary workbooks and pfher printed material. Gagne.and Briggs' (1979) ;1ine
events of instruction has become a widely accepted dc;v_jcc for. prescribing instruction into lesson
designs (Gagne, 1985; Martin & Briggs, 1986). Merrill and Goodman'’s media selection model
(1972) is alsq.a popular for structuring the events in the external learning conditions.

( ,

Criterion referenced test items are designed to m&t both the quantitative and qualitative
criteria and Subcriteria from the crite:rion checklist. Designing tests of this kind has its own set of -
three specific criteria: Appropriateness, accuracy, and clarity of the ;’)(rg:lcm set (Rahmlov; & .

~ Woodley, 1979). Appropriateness is a check on whether or not the item is a propes measure of
the behaviour it was designed to measure. The test item is appropriate if it matches the obje(ctivc >~
in }crmé of the principal performancc; the difficulty level, and the conditions of performance.
Accuracy refers to the condition that th,eA item ml;st be factually correct. Clarity of the pfoblcm set
réfers to the relativity of interpretation of the test items. Intrepreting the meaning of an item *
should not be a part of the task set for the learner (Rahmlow & Woodley, 1J979).

_ C

Formative Evaluation

“A recommended method for assessing the effectiveness.and efficiency of an instrictional
unit that involves media is the Dipk and Carey (1985) formative evaly tioﬁ model. This model
has been judged by many (Gagne, 1985; Gagne and Briggs, 19/§$ Martin and Briggs, 1986) to
be reliable for assessing andl revising an instructional design. According to this modcl»thcr;: Y
should be a preliminary inspection of the instructional d;:éign and materials by instructional
designer and subject maitpr experts.

This formative evaluation rr_xodel is.a three step process: 1) a one-to—om;. assessment of

V students from the éopulation; 2) a small group assessment; and 3) a field trial of the e_ntire

. population. Traditionally, sound production classes are small, allowing sufficient access to the

LY




reviewing and mixing facilites. For this reason, the field trial phase is unmanagaeable. -
Moreover, sound designing is a time consumin\‘g activit})', requiring brainstorming learning
éc_tivitics in small groups. Finally, the resiliency of the visual bias is evident in sound design and
literature. Teacher feedback is most beneficial in the one to one strategy, particularly in the
mixdown situations. ‘ .
) . Rationale for Media Selecti { Production Design .
Chapter one began with a discussion of the problem of inattention to sound dcsign in the
histor}; of motion picture production and criticism. The consensus of e')\cpen opinion for a
solution to the problem was for the radical rec/})&gtion of the visual bias in order to achi?vc
semething greater than the sum of the parts as a producie gestalt. Expressionism, rather the
expressionistic conceptualization of reality, was suggested as a possible instructional strategy for

teaching learners to achieve gestalt.

Spemﬁc Yuestions relating to the motwangnal role of AV devices in teaching sound design
is of lesser importance to gestaltists who believe that a more fundamental concern is the need to
know about the actual transactions that take place between teacher, student and AV device. Itis a
typical mxstake, however; and often easier to bring in the machmery ahead of the csfﬁbhshmcnt of
the cducanonal objectives. A better approach would be to locate the fundamental educagonal
problems before investigating how new techniques can helpto solve them (Miller, 1957)
Dxffeﬁent devices may be needed for dlffercm purposes, or a ngcn device may have to be tzulorcd
or used somewhat differently to serve different functions. One example would be the use of
soundless TV segments to teach sour;d design. There is a need for more infonnatign on hov'v to
strgct&g and how to organize a particular learning situation so that aﬁdiovisug_l devices

accomplfsh their intended, purposes and help move the learning in the desired direction (Luchins,

1971).



_ Gestalt. Cestalt psychologists (Arheim, 1957, Hcidbrcdcx‘,’1935; Luchins, 197];
Werthc@mcr, 19345 hold that the analfsis of a phenomenon should be preceded 5y attempts to
grasp its structural features, a‘nd-&ét anyv analysis should deal with the, natural structural and
functional units of the phenomenon in attempts to understand their role and function in the
structure. Such an approach is in keeping with what some have called "the methoq from above"
approach (Martin & Briggs, 1986; Wertheimer, 1934) ta distinguish it from "methods f;'om .
below" which usually arbitrarily cut a phenomenon into its parts or elements and consider the
parts in isolation. Instead ocf descriptions based On the and-summation of arbitrarily determined
elements, the need’in sound design instruction is for déscﬁ;;ﬁons based on the structural

7

understanding t};nat relates parts to their context. Teaching tmnsumrr;ative sound design wholeness
" can only become clear in the light of the research and evaluation conducted into the actual learning
activities in studying und;rgraduatc classroom and studio production environments. A
| Luchins offers a "homo sapiens” conception of man as a useful heuristic device forﬂl )
presenting Wertheimer's views on eddcational procedures. This homo sapien model is a
conception of man as a creature trying to realize the meaning and the stnicture of the world
around-him. The values and facts he uses are not al»:jays just idiosyhcractically and afbtiqarily
related to his feelings (as in Lucins’ "homo volens model of man") but may be rooted in A
structural features of objective reality of whilch man's urges are only a part. Behaviour takes place
within a context in the gestaltists framework. To know whether or not particular factors are
relevant to'human behaviour, their relevance within the the particular behaviour must be
discovered, not judged a priori. It may seem to be justified, then, that Martin and Briggs (1986)
hzive rcspdnded to Luchiﬁs' (1971) request for a taxonomy of the needs of men as c;(prcssed in
an everyday langua{ge. They h'ave attempted to integrate instruction with research in an effort to
fill the everyday gaps in results. In sound design gestalt learning, as in sound design z;ud'
trailing, it is important to study the social climate as well as the learning theory in whichk

learning takes place. It may also be advisable to take into account the meaning of audiovisual
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devices in terms of the life experiences and feelings of the learner. Martin and Briggs also try to
brin g lcamin'g more in line with real world experiences by integrating cognitive and affective
objectives. Care should be taken, therefore, not to divide the subject matter into arPitrary parts in
order to have parts which can be readily related to the learner's rec!ui'rements of the course
(Luchins, 1971; Martin & Briggs, 1986). - " .

«  Gestalt theories opposc asssociationistic concepnons of lcammg when they are presented as

the prototypc of all }eammg (Koffka 1935). The Gagnc and Briggs instructional design

-. advocates that human learning should currently be interpreted in terms of an information ¥

. processing model (Gagne, 1985). In the realm of crz;ativc problem solving, however, "there is an

inductive leap, a combining of ideas from widely separated knowledge systems, a bold use of‘1
analogy that trancends what is usually meant by generalizing within a class of problem
situations” (Gagne, 1985). Theories of learning involve diverse approaches to control the
teachjng-learﬁing condition. These differences have important implications for practice (Luchins,
1971). Gestaltists do not consider that-practice or repetition is a condition for learning necessarily
(Koffka, 1935). Nor do they consi(ier that él leaming occurs through insight' that past
cxpcnencc never plays arolei lea.lz'nng, nor that insight is always’ sudden in nature. Insight can
occur in the first experience, AQt occur until a later expenenxce,,gr may not occur at all
(Koffka, 1935).’ Education whieh-¢iews repetition without variation as the paradigm of learning
is not education in the sense of Luchins' homo sﬁpiem noti'on, and may be more in line with his

.

homo mechanicus model. For learning that includes gained insight, the amount of practice and
number of repetitions may be less important than'the structure of the subject matter. o
Gestaltist Suggestions. Tﬁg folloWing list shows nine gestaltist suggestions for what the

instructional designer can do to stimulate reaséning dnd concept attainment using either

»

; entertainment or educationally-designed materials:

" 1) The quality, not the quantity of illustrations matters most. One clear and dramatic

example is worth many mediocre ones (Luchin, 1971; Merrill & Goodman, 1972; Mieﬁce &

.
d

. ~
! ’
)
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Chen, 1981), Although this statement refers to visual illustratidns. effective dramatic illustrations
in sound may be equally applicable; '

2) The same audiovisual device may be used for variods purposeLdunng the same or
different lessons if it is structurally sultable (Luchin, 1971 Merrill & Goodman, 1972 Reiser & -
Gagne, 1983)

3) The teacher should know when to use an example that presents the entire idea, and when
"to use one that require§ closure by hinting at the idea (Eisler, 1967; Luchin, 1971; Memill &
Goodman, 1972; Reiser & Gagne, 19832.‘ This suggestion can be tied into Coldevin's (1981)

~notion of 'pacing' the content throughout the production design;
' 4) Instructional material that is unrelated to the topic at hand may be included to merely
arouse the learner's curiousity (Coldevin, 1981; Palmer, 1969; Séhramm, 1972, Wcrthei;ncr.

5). The involvement of humor in educational television programs for children, especially
when twrelated to the educational message and when fast paced has had most beneficial short
term effects, both in terms of selective exposure and in terms of the acquisition of cducaﬁonal
information (Zillmann, 1981’) Zillmann% suggcstion lends creﬁibility for using Cpldevin's
(1981) "spaced review strategy", whercm apause (whxch could be unrelated humor) may often }
make a significant improvement in leammg,

5) The reason for an 1llustratxon need not be made immediately apparent to the leamner -
(Luchin, 1971) v'vhich seems to amount to not t‘hrowi'hg away the punchline. In tcaching sound

de51gn, this means usmg scemmgly umntcrestmg v1dco illustrations that provide the maximum

_opportunity for lcarncrs to use as many of the six sound functions and fifiteen substratcglcs as

/7

possible;, o ’ .

6) Obtain student's reactions to an illus&ation. This may serve as a basis for decoding
whether to change, replace (;r alter the illustration (Baggaley, 1980; Coldevin, 1981; Eisler,
1967; Luchin, 1971; Mielke & Chen, 1981; Palmc‘:r, 1969; Salomon, 1981; Schramrﬁ, 1972).

7) AV Devices should not be used as inflexible parts of a formal lesson in relation to the

o . - AR
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obje&ives of the lesson. It may be advisable to interrupt the presentation of a device in order to
(;cmonstratc (verbal information) a particular featurp (Luchin, 1971; MitcheIl,Wilkens: & Steukel,
1981). The teacher prctcﬁts the learners with part of the illustration then waits té see what
questions and comments may develop, or s/he may ask the students to predict the ending; ,

8) INlustrations may be a necessary part of the instructor manual in order that s/he has a firm ~

“grasp of the behaviours. These illustrations may be different in some way from what the student

may receive in his insmcﬁoﬁal package, lecture, etcetera (Luchin, 1971). In a sound design unit,
different instructional events would I;rovidc the learner with different illustrations of the concept,
rule, or problem. - '

9) Itis adv1sable to supplement, or in some cases to replace ready-made devxces with
1mprovxscd 111ustrat10ns that are contextpally inore suitable (Luchm, 197; Mielke & Chen, 1981).

I{‘ this context, a sound d<:51gn umt that is custom-made to the target audience is called for.

' <

-
The Rationale For Media Selecti .

~ Martin & ériggs (1986) have attended to‘thé choices among different models involved in the
§clection of media in the Reiser & Gagne model, and found that Reiser & Gagne (1933), px_'ovidc

"a demystifying algorythm for the purposes of selcctir}_g the media in line with the educational

media with enjoyment and mastery; 3) the capability of the media for enhancing success, seif-

objectives..In their text Sﬂgﬁmg_M_Qdm_EQ[_I_nmm_Qn, Reiser & Gagne (1983) crossreferenced

nine media selection models that take into account the learner, the setting, and the task
characteristics for each model including categories of outcomes and events of instruction.
Agiﬁona} criteria for media selection has also been suggested by Martin & Briggs (1986). These

t the instructional designer takes into account: "1) the capability of the leamners to use the

e

media for teaching cognitive and affective objectives; 2) the capability of the learners to use the |

vd

: » t . . - . 0 ‘ X B i . .
.esteem, learning strategies, and satisfying study conditions, and; 4) the capability for contributing

to Keller's four components of motivation: interest, relevance, expectancy for success, and

+

A
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intrinsic satisf:action with the outcome (Martin & Briggs, 1986, p. 392).
Media are intended to cause connections, to n!cdiatc, and having caused connections (with~
listener/reader/viewer) to produce effects upon the thoughts and/or feelings of the receiver
(Jamieson, 1986). To the extent that an audiovisual device may help to achieve the mastery of.
specific sound design skills it may be rcgarded as intrinsic to tthastery of specific sound
design skills. To the extent that the device is intended pn'man'ly to arouse interest, entertain or
reward the student, it may be regarded as extrinsic to the mastery of speciﬁc sound design skills. .
The reasons for using media categories are usually connected with the idea that a particular type .
of medium can best present a task having a similar classification (Reiser & Gagne, 1983). In this
context, learning a task which depends upon receipt of an auditory message may best be
accompli§_llcd with r;ledia that includes an audio componerit (Merrill & Goodman, 1972; Reiser & .
Gagne, 1983). A soundless video component is given, therefore a videocassette and monitor "
.should also be a requirement. i
Moreover, the extent to which the audiovisual cicvice attends to the précess of desi gning’
’ sound, or structural features of the sound designs, the more intrinsic it is to the mastery of
specific sound design skills: 1) Videocassettes may help to achievg t’he mastery of specific sound -
design skills, since the activity of listening/viewing videogasscttes may be rcab{dcd as intrinsic to
the activity of sound designing in the referent situation,.and thc;cforc to the mastery of specific
sound design skills; 2) Since planning and scri‘ptwriting best reveal the structure of a sound
design, scriptwriting may be regarded as intrinsic to; the acti\}i}y of sound designing in the
referent situation, and therefore to the mastery of specific Jsound desién skills. | C

A
1

The Encoding Strategy and Production Design . ' ,

~

" All educational messﬁ’ées are codved}n symbolic form which require skill for their recoding.

L]

A program's coding cljzﬁmcnts affect notr;o%ﬂy skill ma.iery but preferences or tendencies for

-information processing as well (Salomon, 1979). As there are no existing structures for

-
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symbolically coding sound design mgsagcs based on an extensive review of tl;c litcranire, a
composite of well-known ‘structures for symbolically coding visual messages may be of benefit,”
at lc;st during the initial stages.

Every element in the illustration sh(;uld be symbolically coded to affect the mastery learning
ot: specific mental skills in-its listener/viewers. Some examples of symbolically coded elements
that may be implemented in the segments are song lyrics, silences, and polylogues. Symbols
bccomc symbol schemes by means of specific rules of prcscnptxon (e.g., alanguage) or
conventions of coherence (e.g., an artwork) according to which systems can be cvambmcd,
chaing , arranged, and organizer; (Salomon, 1979). One example of a sound des\i gn symbol
sch;mc would be a recurring leitmorif coded expressionistically to exhibit the value system of the
desi g}xer, not merely filling in a gap between awkward silences or visua} metaphors (Eistlcr, ‘
'1960). Coded clemenls‘s:hould affcct cognition in three ways: 1) through the activation of skills
 that transform extemal cedes into 1ntemal -ones; 2) through shortc1rcu1tmg skills by overtly
prov1d1n g the end result of mental transformations that a learner should have employed; and 3)
through overt supplantation or modeling of processes by means of transformational codes
kSalomon, 1979). Two types of coding elements are available to observational lcam{ng; f) ~
st_ationary codes; and 2) transformational cod't;_s.‘Stationary codes must be matched by learners
ability to generate transformations that would lead up to them, e.g.,‘the sound effect of a
historical event. Transformational 'codes can overtly supplant or model a skill (Salomon,‘ 1979).

The concern of the medium, no matter ho:v limited, is nevertheless the chief basis for
iyhatevcr. effectiveness it has (Palmer in Schramrri, 1973; McI:uhan, 1967). In sound design

~ education, this means concern for careful aesignmé. The challenge to researchers and producer is

to investigate new \r;/ays of incorporating instruction into the plotted drama format (Mielke &

Chen, 1981; Palmer, 1969; Schramm, 1972). In sound dcsigr'l education, this means

investigating new ways of incorporating instruction into the plotted drama format. The effectsof .

symbol systems or coding elements are the mental skills they call upon in the service of

Pog
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information extraction as determined by the task (Salomon, 1979). In sound design education,
this means that the effects of sound symbol systems or coding elements should be the mental ’
skills (i.e., creative thinking strategiés) they call upon in the service CKf information extraction as
determined by the task (i.€., the intellectual skill). The effectiveness is reflected By the interaction
between a symbol system, one's mastery of the needed mental skills, and ihc skill-requirement of
the task (Salomon, 1979). In sound design education, this means that the effectiveness is
reflected by the initeraction betweén a symbol system of bne:s mastery of the needed mental skills
(i.e., creative thinking 'strategies), and the skill-require:mcnt of the task (i.e., the intellectual skill
and continued .motivatiqr; requirements within the bc-ha\'/ioural objective).
_ o

In 5ur,nmation, chapter,two was concerned with the importance of the problem in thcbcomcxt
of the available research as support for the needs assessment. A review of the litcraturcin‘
instructional design discussed the implementation of needs assessment using Martin and Briggs'
audit trailing and Da'vis,‘Alexander, and Yellen's RSTs as a method of determining the TPO. The
problem addresse@this study was that film and television production.students and practitioners
are not able to: 1) prescribe original mulnplc sound functions for every sound-picture relationship
+ in the production; 2) prescribe an original multiple- strategy sound structure for each sour)1d
function of evers} sound-f)ictﬁre relationship in the production; 3) write an expressionistic
multi-layered script prescribing the sound-picture relationships throughout the production based
on the original structured sound functions; 4) verbally direct the audio recording and mixdown of
an expressionistic sound design us;ing the original mul;ijlayercd script; and 5) write the procedure

t

used to chatc the ongmal expressionistic sound chIgn Thc importance of this problcm in the N
context of the avaﬂable research resides in the two prerequisite conditions for structunng sound
functions into a sound-picture relationship: 1) determining two or more sound functions for
structurigg, and; 2) prescribing four or more substrategies for structuring. |

Second, the utilization of Gagne and Brigg's prescriptive instructional design and Dick and

e—g}

-
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14 .
Carey's formative evaluation n#dels were analyzed. ; ~

Finally, Luchins’ gestalt Jiterature, Reiser and Gaglye media selection algorythm, Salomon's

psychological literature in educational coding, and a review of evaluation research from the
Children's Television Wor hop provided the rationale for selecting a modification of Reiser and

Gagne Merrill and Goodmian media selectfon models that suggested using prerecorded sound

-effects on compact disk (if possible), and a wide variety of short prerecorded videos segments on

—

small format playback gquipment.
Chapter three will be concemed with how a protoypical instructional motion picture sound
. Y
unit was designed (stage one), and formatively evaluated (stage two) for seventeen volunteer

university students. Chapter four will discuss some recommendations for further revisions to the

N

unit (stage three); . ,



.CHAPTER 3
The Instructional Design Methodology - s

Instructional Design And T

This chapter is concemned with how an instructional motion picture sound unit was designed

%

-

P

and formatively evaluated for a group of volunteer university students. Assessing the gaps-in-
results has been typically thought of as a necessary step to designing instruction (Dick & Carey,
1985). Accortngly, an audit trail (Martin & Briggs, 1986) was set up to link life-long goals 1o
RST's (Davis, Alexander & Yellen, 1974) and the TPd. Then, a modified vers@on of the Gagne

and Briggs' instructional design model (1979) and Keller's four-stage motivation model £1983)

3

was developed. (See Mann, 1988 for details regarding the procedures and results of this

instructional unit.)

ssment; i -In-

A

Based on a review of the literature and current expert opinion (in Chapter One) there were

gaps-in-results found in two sound designing situations. Figure 3.1 shows these gapé between

the two status quo situations (SQ) and their ideal referent situations (RS). According to the
figure, there.were two current status quo situations (SQ's) in sound designing: Poor in<house -

production sound designs, and poor independent production sound designs. Moreover, there

-

were two identical RS's: Multifﬁ’nctidqal and structured sqund. Using the audit trail, ope RST -

related to two 'IPO

1
b
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The referent situation test (RST)isa mechamsm for rclatmg an RS to a TPO since both the
- A4
.. e test and the ObJCCthC arecriteria of the achlevement (Dav1s Alexander & Yellon, 1974). The
L]
. follo’\mng RSTs were estabh‘shed for this study:

e

RS;: Inhouge Production. This situation occurs at in-house motion picture production @its

- 'suéh gé‘ the audiovistal production depﬁnment within largé companies like Teleglobe¢ and Bell

~Canada ° , . ’ 7 _

o N i 'Rszmmjﬂgdyg_m ThlS 51tuat10n occurs in mdependent motion plcture

-, C e producnon sxtuanons such as Atlantis Film Company in Torontp, or Souvemr Video Producnons

AN
s
e’

'S < 3 '

4 inOrmstown, Quebec. . - . .

3

§~ ' S ‘ in bath RS's, the striptpriting, shboting,nandtditing iﬁyolved requires the practitioners of
) the film orTV 'production ‘Eombmy to-be able geriérate ne.w sound des{gnmg ﬁfoéedures for’

* .solving problems synerglsncally Sbund de51gn RST; ,statements are listed in an"objectives format

“ —

. events of i mstrucnon dnd mstrucnonsl matenals used in }eachmg each of these otﬁecnves .)

.
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in thc Appendlx (Sec Mann, 1988 for a completc statément of RSTs ob;ecnvés ana1y51s of e
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The Audit Trail ’

- " The RST described successful RS performances in relation te-tiie TPO. which described
A | o

successful perfomance at the end of instruction. Therefore, the TPO was designed to include the

closest possible approximation to the audience, behaviour, conditions, and degree of the RS as
&
B " possible.’ Audit trailing related the volunteer's life-long media production goals, with media " e

prodiiction curficulum goals and with sound design objectives for courses. Figure 3.2 shows the .

U . : 3y i ® - ) . - - 4 X -
converging Educational Technology and Communications Studies audit trail strands relating

i

life-long media production goals and media productibn curriculum goals with the sound design
) ‘ . }

TPO. The sound design audit trail links the TPO to an idéal set of behaviours commqﬁ'to both

a

- RST's. ' ‘ o " . -
' . ﬁm .
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The TPO and two enabling objectives were matched with the two RST's based on the.

)

results of the audit trail for the target audience. The two audit trails (i.e., Educational Technology '

and Communications Studies) were structured to reflect the philosbphy and purpose of each of
these academic programs as stated in the Concordia University calendar 1986-87 and the current

program brochures. * : . a

-

The Instructional Goal A
%®
" The formulation of the instructional goal &as implemented according to Dick and Carey's
(1985) criteria for deriving instructional obJecnves “The selcctlon of 1nstrucnonal goals must be

done in terms of the following concerns: 1) that learners were avallable to receive the instruction,;

1

2) that content would be splccted that could be learned in a reasonable amount of time; 3) that the .

de'sign.er's ‘expert‘iﬁq in‘the area (of sound design) be sufficient to deal with the subject mat'ter; 4)
and that it be believed that this instructional design would solve the problem which led to the
need for it".(p. 17, 18). | | '

" The instructional goal was designed to enable the participating subjects to master the sound
c‘lesign objectivds within a reasonable amount qf time and thereby clgse the ghps—in-rcsults which

led to the need forit. . ° ) ’

A \ )
" ' ~
lectual Skils and Atiu

Behavxoural ob_]cctlves were denved from the audit trail proccdurc and hxcrarchlcally
‘ﬂ‘/ de51gned according td the Gagne and Briggs ( 1979) mstruchonal design model. Each bchavxoural

objcquve specxﬁed the ABCD, or the audience, b;havxour, learning conditions, and degree- (l.c.,

quantitative and qualitative criteria for masteryof the behaviour). The qualitativc criterid
measuring\‘ e objei:tives were drawn from Keller's (1983) motivational theory and from the
_ Mitchell, Wilkens & Steukel (1981) creative learning paradigm. All the objectives were designed

apriori since neither the wording of the objective and criteria, nor their order on the hierarchy had

» T g . 4
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yet been validated. Another preliminary step to designing instfuction for this target audience was

the analysis of the concepts related to designing sound based on the literature review (in Chapter
\!

Two), : .
o « . S
+ Two behaviours seemed to be implicit in structuring sound functions into a sound-picture
relationshep. These \\;crc discussed in some length in the previous chapter: 1) t.he prescription of
appropriate functions, which involves thinking creatively and distinguishing expressionism from
" % n

- R * A . . .
realism; and 2) the prescription of appropriate strategies for structuring those functions.
[ .

Figure 3.3 shows a concept map of the two behaviours implicit in structuring sound

LY

» .
" functions, creative thinking strategies, and motivation into a sound-picture relationship. The

s

larger squares indic¢ate major concepts entailing other concepts. The rfame of the concept is .
printed in bold letters adjacent to the square (&g, e:_xpressionism,’creative thinking, sound
functionsﬂound structure, continued motivation, interdisciplinary applications, and media
applications). Smaller circles indicate those concepts entailed by the larger concept (c‘.g., rhythm,
review, delivery, information; emotion, and pacing were the six strategies entailed in the concept
of saynd structure)‘. Still smaller ellipses indicate those concepts entailed in the larger concept

(e.g., cues, counterpoints, dominates, and undermines were 4l informational substrategies

\ - ~ ¢
belonging to the sound structure concept). A solid line indicates a strong relationship, while a

_broken ling indicates a tenuous relationship between two concepts. "

“The figure shows that designed sound is linked to expressionism, creative thinking skills,

functien and structure elements, and media and interdisiciplinary applications; not related or

Ll

A

A

indirectly related to realistic elements such as aleatoric sound, media ép'phcanons, demgne&

o

sound, and interdiciplinary applicatiolns.\ Notably, there is no link at all to creative thinking and

- . . . f ) . z”l coN
continued motivation. I : , “

- A .
}". 1

A 4
o ¢ .
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Figure 3.3 A concept map relating funétions, structures, strategics, and motivation.

o
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Surixmarizing, this sccﬁon was concerned with mapping the intellectual skills, strategies,

. " and motivational concepts involved in d;sigg' ing sound that closes the gaps-in-results mﬂﬂ)'v

found in two referent situations. Asscssing:mc gaps-in-results has been typically thought of as a
* necessary first step to designing instruction (Dick & Carey, 1985). What follows is a description

of the creative think;ng strategies methodology used for exercising executive control (Gagne,

A
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1985) over these intellectual skills and attitudes.'

The Creative Thinking P .S ring Sound Functi

.Dick and Carey's (1985) formative evaluation of intellectual skills and attitudes was )
complemented with van Oech's (1983) prescriptive creative thinking strategies. Progressive
creanvejthmkmg, in this context, referred to the soft thipking abilities in the germinal phase (van’ .
Oech, 1983) of each Ob_]CC[lVC, the frequency and quahty'wrth which each subject would generate
and manipulate ideas i in order to master the criteria (Mltchell Wilkens & Steukel, 1981).

m&mmn_m&mm;u(Mmhell Wilkens & Steukel, 1981 van
_Oech, 1983). Discovery, in this context, refers to attending to the same thing as everyone else
and thinking something different (Mitchell, Wilkens & Steukel, 198‘1; Torrance, 1980; van Oecir,
1983). Brainstorming, or soft thinkihg aloud (either elone or with others) was included in the
instructional strategy to motivate the learner's suspensxon of disbelief and to generate unique
responses (i.e., on gmal humour‘and using similies to compare ideas, concepts, things and
people). _ 3

Wmmm_ﬂmmm Producing a variety of ideas that causes shifts from '
* one thought pattern (or category) to another seems t‘o be another motivating influence that may be
a possible source from which mental locks may be opened. The concept ?f fluency was thought
of in terms of "odds": the afaility to create many'respenses to e given stimulus (MitcRell, Wilkens.
& Stcukel, 1981; Torrance, 1 980; van Oech, 1983). In this case, the stimuli took the form of
silent pictures and problematic soundtracks. ‘ ~

M&M&S_yﬂm Strategy three mvolved the combination of three rnaJor

notions derived from the literature: '

« 1) The activity of uniting different and seemingly irrelevant elements synectically (Mitchell,

Wilkens & Steukel, 1981; van Oech, 1983). This was successful only after the implementer had
R
developed both the cognitive skills for implementing an innovation and the affective behaviours

&
-
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necessary for generating positive attitudes'toward that innovation. A synecnc union presupposed
that the emotional components of the process were more 1mponant than the rational oneg -

(Mitchell, Wilkens & Steukel, 1981).

2) Q_gg_any_e problem solving transcends what is usually meant by generalizing within a class
of problem situations (Gagne, 1985; van Oech, 1983). This activity us;ally in;'olves c‘ombining.
ideas from widely separate knowledge systems. The attitude can be characterized by an inductive
leap manifested in.a bold use of analogy. ’ ‘

3) Synergy in a script or final cut was considered to refer to the behaviour.s of an integral
aggregate maCrSsystem (e.g., the entire film or television production) unpredi_\cied& by behaviours
of any of their components (the sound design) or subassemblies of their cornponcnts,o"r functions
and structures (Alten, 1980; Heidbreder, 1933; Koffka, 1935; Luchins, 1971; Schoderbek,
Schoderbek, & Kefelas, 1985; Mitchell, Wilkens & Steukel 1981; )Wethelmer 1934, Zettl
1973; Zuckerman, 1949). When two or more elements (e.g., locale and SubJCCthC POV sound
functions) were Juxt‘éposed in.a unique manner, the result-was greater than the sum of its pans.
In the gestalt, the parts"of a whole interait and influence one another. So change in‘on'e part often
produces changes in another. N o

Figure 3.4 is a concept map sthing ckat@ve thinking relationsﬁips cfisoft thinking inthe N
germinal phase. The map shows that item comparisons and simiiiés connect the three cognjgigc

strategies. . ' : Al

e

2t - . T s AR -
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Figure 3.4 A concept map of creative thinking concepts and their relationships. .
B { ) . \ . . .
.In summation, this section was concemned with the development of the instructional design;
the intellectual skills and creative thinking‘ strategies. Preliminary steps to designing instruction ﬁ
for the specified target audience included exposing gﬁps-in—rcsul:s, linkingwof the RST and TPO
relevant to the aﬁdi‘t trail strands, and analyzing the appropriate concepts based on the literature
review. The combination of intellectual skills and attitudes were drawn from the concept map in
atder to prescribe three performance objectives. The TPO and two enabling objectives were
... matched with the two RST's based on the results of the audit trail. Three creative thinking
stmtegi::s for exercising exccutive control over these intellectual skills and aftiudes were \ |
discussed. o o , , T L

-
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-An instructional design structure was created to teach the sound design unit. Gagne (1985)

has suggested that intellectual skills are hierarchically related, wherein the lci{ming of a complex

skill requ’ire_s the mastery of its subordinate skill. The result would be a learning hierarchy: "An

arrangement of intellectual objectives into a pattern which shows the prcrequisitc relationships

\among them" (p. 300). (See Mann, 1988 for a complete analysis of cvents of instruetion and

medla selection for each of these objectives.)

The Hierarchy

Figure 3.4 shows ana priori hierarchical instructional analysis of sound design behavioural -

-

objectives one, two, and three. The ability to gengrate a new procedure for solving sound design

function and structure) for a given moving image. Funhcxmore knowing how to demonstrate

this procedure was bascd on the understanding of each of the concepts tha/;.wcrc combined to

for selecting and combining the appropriate defined concepts (i.e., expressionism, design, .

make up the procedure. These objectives are listed in the Appendix.

.

i

?

" Problem-solving

[y

-

Rule~Using

0bj.3

Generates a new Procedure for

Selecting and Combmmq the appropriate
Defined Coricepts to a given Moving Image

-

,0bj.2

.

Demonstrates the Procedure for Selecting and
Combimng the appropriate Defined Coneopts
to a given Movmg Image.

ca

obj.1 .
Classifies the appropriate _

» problems (TPO level) was contingent upon the ability of the learner to demonstrate the procedure

%y

-

’
.
(

i

Concept-Learning

' Figure 3.4 Learning hierarchy of behavioural ob:icc;ivqs one, two, and three.

Sound Designs to a given
Moving image-
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Next, an instructional strategy was created for each objective, based on Gagne and Brigg's

(1974) events of instruction, and Reiser and Gagne's (1983) model for selecting media.

According to Dick and Carey (1985) "an instructional stratégy describes the general components

. . . o . ) «
of a set of instructional materials and the procedures that are to be used with those mat¢rials to

elicit particular learning outcomes from studenEs" (p. 136). One reliable set of components for

designing instruction is Gagne's nine events of instruction. Gagne (1985) refers to the nine

events of instruction as "all the circumstances that must be considered as composing what is

called instruction” (p. 305). Table 3.0 shows an a priori instructional events timetable with the

nine events of instruction along one side, and the levels of learning along the top. Time

iy
. " « . . §
allottments per event were estimated a priori in minutes.
- S o w
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B SBES [ SELY |TrSeTy
2l ert | §l 28528 |El 25k
- Ol Sk |Qloa0orF |8l 5§58+
1. Pretesting/ Gaining Attention’ 10 mins 10 mins 10 mins
2. Informing Leaner of the Objective S mins Smins ¥ S mins
3. Stimulating Recall of Prior Knowledge 5 mins. S mins. 5 mins. 105 min
4. Presenting the Stimulus Material . - 15 mins. 15 mins. 15 mins. -
| 5. Providing Learner Guidance 20 imns. 20 imns. 20 imns.
) o : T - 2 hours
6. Practice/ Eliciting Performance 20 mins. 20 mins. 20 mins.
7.Providing Feedback 20 mins. 20 mins. 20 mins. 1 hour
8. Post Testing/ Assessing Performance 20 mins 20 mins 20 mins 75 mins
9. Ephancing Retention & Transfer S mins. 5 mins. S mins.
Total Accumulated Ti;'nn : 2 hrs. 2 hes— 2hrs- 6 Hours |

-

-

1

.

-

Table 3.0 An a priori instryctional events timetable.

'
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Media Selection LT
The overriding requirements for teaching an intellectual skill using media are: 1) activities
must be as interactive ("hands-on") as possible; 2) the instructional unit should provide p;ecise
corrective feedback about the learner's learmnfg habits (Rexser & Gagne, 1983). Therefore,
display media (i.e., soundscapes and wdeographs were selected to be used\nteraeuvely (i.e.,

starting and stopping the videotape to read and write on printed materials).

I ion ilsand R

Followin g the deveTopment of instructional events and media, the next step was to

A Ty

determine the production equipment and materials necesssary to bring about the intended learing
outcomes. Details and requirements Ifor equipme‘nt (e.g., audio and video tape recorders, video
playback) and materials (e.g., student manuals and prerecorded sound effects), were outlined,

and the learning materials were prepared (i.e., sound resources, video segments, answer sheets,

' quce, project expenses). (See Mann, 1988 for details.) , *

- N

i
W ’ ) ~ ? £, -

/

P

Graduate and undergraduate students in Communications Studies and-graduate students in
Educational Technology were asked to volunteer their time to participate in this study. All .

subjects were registered in courses at Concordia University in Montreal. : .

—

e ‘ ‘ A

4 ion Desi h

Since this instructional unit.was coneerned-with-both cognitive and affective objectives, a

comprehensive evaluation was developed to measure different types of objectives. Further, three

creative thinking strategies would be measured by internal evaluation. Subject comments were to

be evaluated on both open-ended answers and Likert scales. A single group prctW

PN

«
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evaluation design was selected to‘evaluatc the intellectual skills and continued motivation for this
study (Macmillan & Schumacher, 1984). The notational system for this design (O X O) was
similar to the one used by Campbell and Stanley (1963). "O" refers to an observation, a measure
that records observations of a pretest or a posttest. "X" indicates treatment conditions.

The formative cva]uation, plan was conducted in four stages. Stage one was the subject
matter expert (SME) and instructional designer formative ev;lluations. These results would point
out rcvi'sions that removed any errors inher'ent in the a priori objecti\'/es, instructional analysis,
and instructional malcn’ais. Stage two was a series of one-to-one trials. These results would
enable the instructional designer to gain some insight into the abilities and attitudes of the target

-

audience. Stage three was a small group evaluation. This procedure would suggest further

revisions to the instructional design based on test results, an internal evaluation, and learners /
comments. Stage four was the formative evaluation of stage three, designed to yield the specific |
recommendations for a new instructional design in order to exact further improvements to the
sound design unit. . A

' -

jve Ev i

~

Daring stage one, three SME's and an independent instructional designer were given the
comp]ctc-a priori instructional ;lcsi gn with prototypes of the student manual, student workbook, -
video se gn;ents, sound resources, answer forms, tests, and questionnaires.

Mﬂﬁﬂmmmm:ne function of the SME was "to comment on
the accuracy and currency of the instruction” (Dick & Carey, 1985, p. 199). Three SME'S

assessed the events of instruction, the adequacy of the studio environment, recording and

playback equipment and materials, edited video segments, records, audiotapes, answer forms,

and the questionnnaire. Revisions were suggested and implemented based on the audjotapéd .

exchanges bétween the SME's. /

- .
" Instructional Designer Formative Evaluations. An in@ependent instructional designer was

’

2 | B | ‘
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given both the original and revised instructional design materials to assess. He located problems
in the objectives statements and the instructional analysis with respect to the definition of the

target audience. Revisions of the instructional design were based on his feedback.

Bv- !E [ Q]- -v :

ere made to the behavioural objectives based on feedback from the inde})cndent

Revisions

ercentage of mastery of criteriia for each sp‘bgcct

‘Fi‘gure 3.6 shows the revised hierarchy of behavioural objectives based.on thg instructional
{

designer's feedback. Behaviour and criterion statements in performance objectives one, two, and

A
& )
three were changed to discrimination level, subordinate to objectives four and five..Objective one

: A
(which contained mostly affective criteria) was determined to be prerequisite to objectives two,

four, five, #ix, and seven, but not prerequisite to objective three. (See Mann, 1988 for a compléte

staterment of objectives, analysis of events of instruction, and instructional materials used in

- ~

teaching each of these objectives.)

b b
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_Obj.?7 . o '
Problem-solving/ Write a new.p?o-cess for solving
it = Satisfaction/ a problematic video segment.
nirinsic , using Sound, write a script, and
Personal Outcome* ' | Mix a soundtrack.
' Obj. 6
Rule-using/Expectancy Structure the Functions, .
- for Success Write a Script, Mix an
Exprsssionistic Soundtrk
6 \ . - [
Obj.4 obj.s| ° - .
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vs Realism in'Script Sound, fo ¢
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Intrinsic Satisfaction/ f’“"‘f’"“‘" Designed/
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N

& “ - Obj . 1. .

ﬁ%@ ' Discriz\in_ate Expressionistic
. ‘ . vs Redlistic Conceptualizing
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Figure 3.6 Revised hierarchy based on instructional designer feedback.

] * 4

Revised i vents Ti
Gagne's nine instructional events were revised to eleven in,arder to allow for "all the
circumstances that must be considered as composing what was'called_ instruction” (Gagne, 1985,
p- 305). Table 3.1 shows how the events of instruction were revised to accomodate the scope of

sound designing activities'in this time frame, and for this target audience. In both versions of the

instructional events and timetable, sound designing would be taught in three lessons (i.e., as

~ seven objectives based on the revisions). Therefore, the boxes along the top in the revised

-
- A

@
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version reflect the instructional events and timetable for objectives one through five, objective

six, and objective seven respectively, just as they did for objectives one, two, and three under the
old version. The number of instructional events were increased from nine to eleven téi-reﬂcct the
comb]exity of creative ac;tivites in'designing sound. In the revised‘vcrsiqn, brainstorming, gample
videos and answer sheets were addcqutp the learning activites before the pretest and practice
sessions in order to.fu'lly—acguajnt the subjects with the instructional materials. A pretest plus
questionﬁair'c table were a@ded, showing minimum: times for mastery of al] three lessons (6 hours
total). The total time for the compl"etio.n of the sound design unit (i.e., atte;nptin g and failing the _

- pretest, taking the instruction, practicing, and completing the posttests) had been intreased from

six hours to over sixteen hours. Moreover, changes were made to the instructional materials,

Y =

7 h T — .
‘} recording,.and assessing instruments.

"
»
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: \E ' w . ol =i
_ 32 g | gl 29
35 3 HE R B R E;
o 2 2
&« S¢ HEE R I
P - g|Z| of K
[ g oL o [ 4 © ‘o [ T x
e SI2 «| 8 % tl3| > 8 |
g\"g*ﬁ 3l = £] T4 alol Tl *
v =< & o2 |8l § x| Yo .
¢ vl w vl .
54’2 ol ¢ 5 NG 8%§§ v
. gl &0 ge Sl ol W o o |
) V] ¢ \ﬂu g::_-;k o &l &
al S|l olo o> > 3 ‘::"|f
1.Inform Learner Of Objective/Criteria ~ 10 mins 15 mins. 15 mins.
2. Present Definitions /Sample Sheets 30 ;m'ns 30 mins - 20 mins b
3.Screen Sample Video/Sample Brainstorm 7S mins 75 mins . 90 mins . 610
4.Screen Video / PRETEST 60 mins . 60 mins 90 mins . 3:30
5. Screen Track Stars Videa/Gain Interest 10 mins “n/a . n/a 0:10
A Screen Video / Teach Brainstorming 1S mins. 15 mins. 15 mins.
7. Stimulate Recall of Prior Knowledge n’a 10 mins. 10 mins.
8.Sound Desian Gitided Discoveru /Tytoring 15 mins. 15 mins. 1S mins. 130
9. Sereen Video/Guided Practice /Feedback 30 mins 30 mins 45 mins.. 1:45%
10 Screen Video/ POSTTEST - 45 mins. 45 mins.. 60 mins 2:30
i 11 Provide Voluntary Questionnaire - 15 mins. 1S mins. 15 mins. 0:45
PBETEST & Quest Only; ie. Nos. 1-4,11 3-10 3:10 \ 4:00 6:10
PRETEST/Intr'n/Feedback/POSTTEST 5:05 5:00 6:25 16:35

-

_instructional designer feedback.

[N -

selected representatives of the target audience-.twq graduate students (one from Educationa

3

Table 3.1 Revised events of instruction based on SME and independém

Technoldgy and the other from Commurtications Studies), and one undergraduate

N

‘Communicatioris Studies-student.

o

s, LS
WO! -T ve Ev

- Y

The purpose of these trials was "to ident

’

L

The next step was to try out these revised instructional materials on a one-to-one basis with

ify and to remove the most obvious errors in the
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. instruction, and to obtain initia) reactions.to the eonte(nt from three or more learners who were.
~representative of the target populdtion” (Dick & barey, 1985, p. 199). The sources of
( . * in}ormation for implementing cnan ges were: learner suggestions, learner performance, and the
evaluator's informed comments. Based on the diversity in these subjects’ backgrounds z;nd the
candid nature of one-to-one testing,)the information provided by these people could be expected
) to be distinctly different from those data cpl!ected from the small group (Dick & Carey, 1985).
There were two levels of investigation: objectives and critefia. Revisions were:made to the
function and st{ucture sheets-as well as to the videos segments. These revisionsdbecame the new

instructional materials for the small group formative evaluations. (See Mann, 1988 for details

regarding the proce'dures: results and comments of the one to one trials.)

1 Group Evaluati .
- ' Stage three in the formative evaluation process was the smafl group evaluation. (Results' are
descriix;d fully in Mann, {988). The purpose of collecting and analyzing small group dz.tta was to
. locate the probable causes of nonperformance in the instructional desxgn o
Ia:_gm_Anng_Qng_e Fourteen graduate and undergraduate students in Communications Studies

and graduate students in Educational Technology were asked to volunteer their time to participate
'] . - - -

inthis study. All subjects were registered in courses at Concordia University in Montreal. All

subjects filled-in a personal questionnaire. ~ .
1) When asked about the kinds of film or electronic media equlpment they owned 11 out of ~
c« -

12 reported that they owned or leased an audio system (turntable, amp, and speakers), and most

subjects owned or leased at least one television (7/ li), and in some cases two. Notably, two

subjects did not own or lease a television. '
’ |
2) When asked about the types of film or electromc media eqmpmem they felt comfortable
operatm g: everyone stated that they could operate a stereo audlo system, a reel-to-reel tape

recorder, and an audiocassette recorder. Notably, only 10 out of 14 respondents stated they could
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operate a video camera and a Super 8 film camera, while 5 out of 11 stated that thcy were ab}e to

work a professional three-tube studio or loc;mon camera. o .-

<

3) When asked about the types of media have they had qd\ited, the responses were unif(/iml |

for audiotape editing and splicing, videotape editing and audio overdubbing; 7 out of 12 subjects
. stated Lhé'y had previously mixed or spliced audio and/or v“xde‘otapc succcssfullyj? o\

4) When asked about the types of mcdia_courses have thcy had completed, only six out of
fourteen subjects replied that they had completed a-s:cript-wﬁting course. The hi ghest frequency of
production courses faken (12/14) were large forrdat t)roaddast TV prbduction courses and video
producti{on courses without a switg;hcr. Notably, only 10 odt of 14 subjects had taken a course in

studio or location video production with a switcher. The highest frequency of media aesthetics

‘education (8/14) was in visual dynamics and TV aesthetits courses.

5) When asked about their level of education attg.ined, four undergraduate and one graduate

-su<bject in Communications Studies showed that they had taken a wider ran{;e of courscs‘with

1 -

higher levels of objectives in sound, ﬁlm, and telewsmn medla than the nine graduate subjects in

Educauona] Technology had Also of note wcrc those sub)ects from both disciplines who stated ~

that they anticipated a poor pefformance in the study becausc they were too_ visually oncntcd

and/ or had little or no sound producuon expenence (coming from art history, comnputer scxences,

!

or business).
7) When asked about lan guagcé spoken, 7 out,of 14 subjects ‘stated more than one
language. Four subjects were trilingual; sj)eakin;either Itzliii_n, Ct‘linese, Polish, or Spanish wcll.
6) When asked aboutwmca] persuasions, only 5 out of 14 subjccts 9a1d that they had ever *

sung or played an in strument semxprofessmnally )

Emmm_;j_uamﬂmdu&wg_cd There were two levels of small group.

1nvest1ganon objectives and criteria. -All clght sections of objccnves level investi gations were |

I

analyzed first, followed by the four sections of thé criterion-level mvcsy;gations.

o

The objectives-level investigation had seven sections. The first four sections consisted of -
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" learners' creative thinking stratégies, and the responsés on the Likert and open-answer portions

>

g9

4

:ohjccﬁvcs-levcl analyses of the leamners' abilities to master the intellectual skills ard attitudes on
 the pretests and postt;:sts: section 1) a pretest analysis; section 2) a posttest analysis; section 3) an
objecti:/es-levcl ordered hierarchy and posttest analysis; and section 4) a pretest-posttest anal)és.
Section § consisted of objectives-leVel analyses of the learners' creative thi;iking strategies by the
internal evaluator; section 6) consisted of analyses of the learners' comments on the Likert gnd
operi-ansxyer portions of the questionnai-re by ije&tivc. Finally; section 7) consisted of an

objectives-lewvel correlation of the pretest-posttest analysis with the internal evaluations of

~
-

of the questionnairé by objective. . B o |

The criterion-level investigation'had four éeétjons. The first four sections consisted of
criter{on-level analyses of the learners’ abilitigs to.master the intellectual skills and attitudes on the
pretests and posttests: section 1) a pretest analysis; secti;)n 2) a posttest analysis; section 3) a

criterion-level ordeéred hierarchy and posttest analysis; and, section 4) a criterion-level correlation
- % . 1 \ &

- of the pretest-posttest analysis with the internal evaluations of learners’ creative thinking

stfategies, with the responses on the Likert and open-answer portions of the qigestit_)r;!aire by

’

dbjective. - ’ '

— - .

'

-~y

In summation, Chaptef Thrge was concerned with the methodology of the siudy. First, the

.

target audience was delineated and an evaluation design was specifed. Second, a modified
" i N O’ - - \ N A2

version of the Gagne and Briggs model (1979) and Keller's four-stage motivational design model

’lﬂ‘

) B L] .

*(1983) was developed in order to address th¢ gaps-in-results in two referent situations based on

current expert opinion and a review of the literature. An audit trail was set up t¢ link the a priori
TPO to an ideal set of behaviours common to both RS'i“é_. These RSTs would insure that the ’
behaviour, conditions and degree of performance for the TPO were matched as.éiosely as
possiblc‘to either of the iéeal referent sixuatic;ns. Three objg:ctivés statements were also developed

and an instructional strategy for teaching them. The instructidnal materials were selected

LS
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— -according to the Reiser and Gagne's (1983) media selection model. Finally, the stmcé&; of the
instructional design was specified. A hierarchical instructional analysis of the object'rvc;éshowed
the a priori relationships of the abjectives to one another. A table showing Gagne's (¥985) nire

events of instruction specified approximate times per event. A four stage modificatioh of Dick

and.Carey's formative evaluation model (1985) was initiated which included 1) anAD/SME
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N Recommendations for Revision
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This chaptef is concerned with the appropriate recommendations for revisions to the
performance objectives, the instructional aréysis; the instructional strategyi, a;1d.insn'uctional
mateHials for both types of learners. It was concluded that five out of fourteen subjects were
operating on g problem solving level. In these cases the mstrucnon was percewed as having too
much strgcture. Those subjects exhibiting problem solving traits with high interest and relevance
factors and original or altex‘naiive (e.g., semiological) creative thinking-strategies, required a less

' stmctured instructional treatment (such as the optlon of omitting rules) in order to master -
problem solving level of ob_]ecuves Nine out offourteen subjects exhibited predominantly
- rule-using traits with hlgh 1nterest and relevance factors and high to moderate creatxve thinking

\
strategies, requiring a more structured instructional treatment (e.g., more relevance in the video

-~

examples and nonexamples, and mo‘re uniformit;/ of difficulty of media-type and of genre7,type

between test items) ini order to master prablem solving fypes of objectivés. Alternative ‘

instructional strategies would allow for better instructions on how to apply sound designing rules
. for those who needed it, and the leniency to experiment for those who didn't. (See Mann, 1988
- fqr a detailed analysis of the conciusiens artd discussion of the results of the small group

evaluations?)

- Itwas recerﬁmended that more objectives be generated, and that these objectives be more

’ : .o ,
evenly weighted with criteria. Therefore, a list of twenty objectives with sixty-one attendant
criteria follow's: Lo - ' r

b
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N . N N
-
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- or personal comnityment to the task. .

[opic: Intrinsic satisfaction. .
- ]

Given: 1) an intriguing but problematic prerecorded video segment; 2) time to take it home

and think it over; 3) intellectual sﬁ'ills and creative thinking strategies; 4) blarkk sound design

discrimination function and structure sheets; 5) definitions of expressionism, realism, designed -

{sound, sound function, and\sound structures; 6) instructions on how .tc fill-in the sound design
sheets; 7) a microphone, a yideo playback unit, and free access to the search controls of the
videocassette recorder, audio rtglixinkg facilities, prerecorded r}ausic and sound effects.

Task: The learner will be able to showstate an intrinsic satisfaction that has been the key to
developlng and mamtammg his/her contmued mon( tion throughout this activity. “

Qm;g_‘gu_L The statement or behav1our of satisfaction was voluntary.

Criterion 2: The statement or bel}avxoqr of satisfaction reflects either a professional, private,

» s E)

ive Two: (formerly criterion 9); .. L —
Topic: Success expectancy. C

" Giveti: 1) an intriguing but problemanc prerecorded video segment 2) time to take it home

. -

and think it over; 3) intellectual skills and creative thinking strategies; 4) blank sound design
discrimination function and structure sheets; 5) definitions of expressionism, realism, designed

sound, sound function, and sound structures; 6 instruction§ on how to fill-in the sound design

-

sheets; 7) a {nicrophone, a video playback umit, and frée access to the search conffols of the -

a J . . ¢

videocassette recorder, audio mixing facilities, prerecorded music and sound effects. ’
TaskThe ]earner will be able to voluntarily show/state an expectancy for success.

Qmen_o_n_& =Fhat s/he feels that s/he has personal control over the successful completxon ofa

learmng task.- .

.
Ty »

Criterion 4; That s/he feels that s/hé belleves hlS/hCl" success was related to his/her personal

C e

‘E\



dbxhty and effort.

'\ Cnmngn_i 'Fhe statemcm or behavnour of sathfacuorQWas voluntary

IQpig‘ Brainstofming for original ideas , | - s
Q_u_cn, 1) an intriguing but problemauc prerecordcd video segment‘ 2) time to take it home
A . : ‘ and think it over; 3) opportunities to discuss-the ongmal ideas w1th peers; 4) mtellectual skills and
" creative thinking strategies; 5) blank sound de51gn dlscnrmnauon function and structiire sheets; 6)
- definitions of'exprcssion‘ism, realism, designed sou'nd, sound function, and sound strugtures; 7)
instructions on how o fill-in the sound design shee;s; 8) a microphone, a video playbackunit, . ' .
and free access to the search controls of the videocassefte recorder, audio mixing facilities,
" prerecorded music and sound-effects. ‘
Task: Thc learner will be able to brainstorm for original ideas. t _
Cmmgn__ﬁ ‘That bramstormm g gcnerates soft thinkin g aloud or construcuvc doodlmg (éither
alon\; or wnh others), , _
_ngugn__‘z That—bramstorrmn g motivates the suspension of disbelief as ev1denced ina
fantastic production idea. T }

Critegpn 8: That brainstorming generate$ unique responses; such as original humour; using

N

similies to compare id'é'as, concepts, thin gs and people. ) A‘ "
- ’ ' Ql . . E N L4 . . ol ‘ !
' ‘ Igm_c Thought-shxfnng, generating ﬂexxbxhty )
Q_lm 1) an intriguing but problematic prerecordcd v1dco scgment;'z) time to take it hOme \

; and thinkt over; 3) o'pponunitic's to discuss the on'ginal ideas with peers; 4) intellectual skills and
creative thnnkmg,suatcgles 5) blank !mmd design dlscnmmauon funcuon and structure sheets; 6)

dcﬁnmons of cxpressxomsm realism, designed sound sound funcuon, and sound structures; 7)
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instructions on how to fill-in the sound design sheets; 8) a microphorre, a video playback unit,
. and free access 1o the search controls of the videocaesette recorder, audio mixing facilities, _
: prcréeorded music 'anri'sbund effects. ‘ o
Task: Thg learner will be able to produce a variety of ideas that causes shifts from one
_thought pattern (or category) to another . ' . ' ‘

- Criterion 9: B]ending several produc!tion ideas at once verbally and/or on paper.

 Obective Five 6 o N |

\ ~ . -

Iij_Q{ Real versus unreal movies. 1 .
) Giver: 1) a prerecorded video-segment; 2) a blank discrimination sheet; 3) definitigsr}s of
‘expressionism, rgalism; 4) instruction on how to fill-in the discrimination sheet.

. - Task: The leamner will be able’1o discriminate ari expressionistic from a realistic ' .

-

conceptualization of reality by writing your answers on the discrimination sheet.

. iterion 1
- If "no" "was the response, this means that in examining the video segment as a three

component system (i.e., script, sound, and pictures), it can be said that the effect

4

of the production, taken as a whole was notaq example of an expressionistic-

. ‘/' . . . .
concgptualization of reality (i.e., the system can be said to describe reality).

- . ' .

e .

- If "yes" was the response, this means that i examining the video segment as a three
' & component system (i.e., script, sound, and pictures), it can be said that the effect

of the production, taken as a whole was @n example of an expressionistic .

conceptualization of reality (ize., tbé system mnanipulates reality). ’

v

' i ‘ i t‘ . N 3 . .
. -If pictures only was the response, this means that only the motion pictures

tend toward an expressionistic conceptualization of reality, while the story N

—




and sound design tend toward a realistic conceptualization of reality.
/ ‘ . )

. M
o - \Qfmmman_d_sguﬁa was the response, this means that both the sound desigh

and the motion pictures tend toward an expressionistic conceptualization of

reality, while the story tend’ toward a realistic conceptualization of reality.

o

4

.
—_—

»
- If sound only was the response, this means that only the sound design tends
toward an expressionistic conceptualization of reality, while the story and

¥
motion pictures tend toward a realistic ‘Gonceptualization of reality.

- If script only was the response, this means that only the story tends toward an
expressionistic conceptualization of reality, while the motion \%gtures and

sound design tend toward a realistic conceptualization of reality. -

1

,
’

* - If script and pictures was the response, this means that both the motion pictures

-

and thezéé)ry tend toward an expressionistic conceptualization of reality,

while the sound design tends toward a realistic concepruialization of reality.

A -
P *

~ - If pictures, script."’and sound was the 'résponsc, this means that all three

components tend toward an expressionistic conceptualization of reality.
3

— . .

*

Topic: Planned and unplanned sound.

- Given; '1) aprerecorded video segment; 2) a blank discrimination sheet; 3) definitions of

expressionism, realism, designed sound; 4) instruction on how to fill-in the discrimination sheet.

~—

- - e

.

[$

_.Task; The learner will be able to.discrimimate designed from undesigned sound by writing the

M



answer onthe discrimination sheet.

- - v

Criterion 11: (formerly criterion 5) Discriminating designed/undesigned sound means writing —_—-
a statement that shows the size and the extent to which the video segmient does gr‘dggs_nm use

\ -+ .
planned sound. o \ ’ ‘ N

y

PN . - - \
* .

- If "yes" was the response, then the sound was planned, whether expressionistic or not,
whether tdken strictly as the learner's perception, or taken as the learner's perception

of the producer's intention in making the video, whether pre or post-synchronized

or not.

\
—
. [P

3

-

- If "no’’ was the rgsponse, then the sound was aleatoric (wild), or unplanned, whether
. ' e~ - Y

eipressionisgi\c.or not, whether taken sirictly as the learner's perception, or taken
as the learner's perception of the producer's intention in making the video, whether -

pre or post-synchronized or not.
. . . A v . f
Objective Seven: (formerly criteria, 20, 32, and 40) w7 ’ )

»

. Topic: Using original h?mou;.
Given: 1; an intriguing but problematic prerecdrded video segment; 2) time to take it home
. and think it over; 3) oppo‘rtunities to disg:uss the original ideas with peers; 4) o ) 7
intellectual skills and creative thinking strategies; 5) blank sound design discrimination function
and structure sheets; 6) definitions of 6xpressionisni, realism, designed sound, sound function, )
and sound structures; 7) insmictions on how td fill-in the sound design sheets; 8) é mi'crophonc.

.

. a video playback unit,and free access to the search controls of the vi\d?asscttc recorder, audio
‘mixing fza'cilities, prerq:cbrdcd music and ‘sound effects.
Tasks: The learner will be able to discriminate humorous from mundane scripts and mixes by

writing the answer on_the discrimination sheet. . “

o

- . J
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Criterion 12: Discriminating humgrous from mundane scripts and mixes means writing a

statement thay, shows the siz¢ and the extent to which the video segment does or does not use
humour. ) »

£

. . . } i
- If "yes" was the response, then the script or sound mix was considered to be humourous;
whether expressionistic or not, whgther taken strictly as ¢! he learner's perception, or

taken as the learner's perception of the producer's intention in making the video,

whether pre or post-synchrénized or not.
-
- If "no" was the response, then the script or sound mix was pot considered to be
¥ humourous; whether expressionistic or not, whéther taken strictly as the learner's perception,
’
or taken as the learner's percepti(gmqf the producer's intention in making the video,

»

whether pre-or-post-synchronized or not.

Topic: Discriminating silence from nonsound.

Given: 1) an intriguing but problematic prerecorded video sgﬁmem; 2) time to take it home
and think it over; 3) opportunities to discuss the original ideas with peers; 4) intellectua] skill; and
creative thinking strategies; 5) blénk sound design discrimination function and structure sheets; 6)
dcfmn/nons of expressionism, realism, designed scund sound functlon and sound structures; 7)
instructions on how to fill-in the sound desxgn sheets; 8) a mlcrophone, a video playback unit,
and free acc_ess to the search controls of the videocassette recorder, audio mixing facilities, ‘

prerccorded music and sound effccts

- Task: The learner will eto dnscnmmatc silence from nonsound in a scrpt or mix.

7
Qm;_ugu_L Either the behaviours of the integral aggregate macrosystem.(e.g., the entire

film or television production), unpredlcted by behaviours of any of their components (the



s

A

-

--sound design)

. . > . \
Or subassembilies of their components (the functions or structures). In the gestalt, -
the parts of a whole interact and influence one another. Again, change in one part

Vi
ma)ss produce change in another.

4 C e
Objective Nine;

Topic: DisCMMinating leamer-proi]ucable and nonleamer-producable scripts and mixes.

A

Given: 1) The notion that designing sound requires functions and strategies in order to
produce audio scripts and mixes; 2) The notion that learner-producability.has a one-to-one

correspondence with requisite variety; 3) The notion that requisite variety in the script and mix ’

-

- .
was equal to the requisite variety in the leamer; 4) an intriguing but problematic prerecorded

s

video segment or script; 2) time to take it home and think it over; 3) opportunities to discuss the

original ideas with peers; 4) intellectual skills and creative thi)kin g strategies; 5)-blank sound

M

design discrimination function and structure sheets; 6) definitions of expressionism, realism,

w

designed sound, sound functien, and sound structures; 7) instructions on how to fill-in the sound
0~

—

design sheets; 8) a microphone, a video playback unit, and free access to the search control§ of -
the videocassette recorder, audio mixing facilities, prerecorded music and sound effects.

Task: The learner will be able to discriminate a leamner-producable from a learner-

1

nonproducabte script or sound mix.
Criterion T4: Making a script or mix learner-producable means reducing the requisite variety

~ . i . * ’
(the learner-producability) in their sound design system to two (out of six) sound functions and

four (out of six) sound strategies; - ‘ .
. .

’ - L N 1

- If "yes" was the response, théi'the script or soupd mix was considered to'contain
- M « N * R ¥
two (out of six)'soynd functions and four (out of six) sound strategies - T
) . .

*
o

‘5



designed for the script or sound mix. : . : o

N

- If "no" was the Tespanse, then the script or sound mix was considered to»qc'mtain

o~

more than two (out of six) sound functions, Jnore than two (out of six) sound .

*

strategies designed for the script or sound mix, or simply (and mor_e commonly)

¢

multiple layers of sound effects and/or music without function or structure:

A

Qi . . I :[ l . 0 Z]: v ‘

-

‘Fﬁpj:.—el'gssifying at least two implied sound functions (frorrl steps 4 through 9 on the

function ;heet).

Qjm;_l) a prerecorded video segneent; 2) ‘a blank func;ion §}:eet .3) definitions of
expressionism, reali;rn, desi};ned sound, sounkr function, and sound structurés; 4) instruetion on _
how to fill-in t‘he the function sheet. ‘

Task: The learner will be able to classify the functions of the sqrmd in the §egm'en-t'l"s
sound—pictux:e relationship, by writing u{e appropriate sounel fune_tiorxs on the funcrion sheet.

- If atmosphere/feeling/mood.wds chosen, then it must irx;ply either more or sonjething ' _

else about t}re atmosphere, a feeling, or 5&rticirlar mood other than what has already

been stated or implied about atmosphere, a feeling, or mood in the existing picture or

sound. . R . ‘7

- If POV was chosen, then it must imply another POV or more about the POV manIWhat has

already been stated or implied fromr or about him/her/it in the existing picture or soﬁfu;l.
- . . * . ’ \

"\’ ! - - . .
-~ If future/past event was chosen, then it must imply more or something other about

future/past events than what has already been stated or implied about the future or

- -



‘

past in the existing picture or sound. ' . 2
N

.

[

- If locale was chosen, then it must imply more about the locale or something else about
it than what has already been stated or implied about locale in the existing picture of
sound. - ) ‘ L .
. \ ° .

-

) <N
 If tharacter’s p%rsoaal/private/public past was chosen, then ¥ must imply more or

.something other about the character's past than what has already been stated or implied

about his/her past in the existing picture or sound. ’

- - ’ s
«

-

- If character in the character was chosen, then it must imply more or something pthcr%

abouyt the character than what has already been stated or implicd about him/her in the

existing picture or sound.

ive Flev rmer] : ‘

Given: 1) a prerecorded video segment; 2) a ﬁlled in funcnon sheet; and a blank structurc

sheet; '3) definitions of expressromsm rcalxsm desigried sound ‘sound function, and sound

s

structures; 4) 1nstruct10n on how to ﬁll in thc function sheet, and the structure sheet.

hl *

Tasks: The lcarner will be able to classrfy at least 4 sound strategies used in the structunng

the sound in the video segment by wrmng the. appropriate sound strategies on the structure shect

4

" at Jeast 2 of the 3 questions asked on the function sheet within each Sound Strategy must be

answered on both structure sheets (ie. How? Where? and How often?).

v, -
s

)
’ 1

- If one or more of the informational strategies (cuzing, countgrpointiﬁg,

. dominating, and/or undermining), has been chosen for a particular sound function,

then each strategy should show the size and the extent to which the learner wants

’




- If one or more of the pacing strategy (slow or fast), has been chosen for a

to deﬁbefaiely manipulate the reality suggested by the picture or on the existing
¢

soundtrack, by writing'down how, where or how often each sound function will
~ . ° @

c&,_cowrpoim, dominate, and/or undermine the existing Image.

aasentm——.
*

<

- ‘
- If one or more of the emotional strategies (punctuate an emotional highlight or,

define the intensity of an action), has been chosen for a particular sound function,

8

then each strategy should show the size and the extent to which the learner wants

to dehberately mampulatc the’ reahty suggested by the picture or on thé existing
soundtrack by writing down how; where or how often each sound function will

punetuate an emotional highlight or define the intensity of an action.

ot
[§

particular sound function, theffeach strategy should show the size and the extent -

to whicn the learner wants-to deliberately manipulate the reality suggested by th@

picture or'on the existing soundtrack, by writing down how, where or how often

each sound function will be paced slowly and quickly. - .

1
-

. L N
- If one or more of the rhythm strategy (continuous and/or discontinuous), has

been chosen for a particular sound function, then €ach strategy shiould show the
- . ' .
size and the extent to which the learner wants to deliberately manipulate the reality

suggcsted by the plcture or on the existing soundtrack by wrmng down:how, where-

-

or how often cach sound funcnon will be contmuous and/or, discontinuous.

“a

-,
~

[
[
<

- If one or more of the review strategies (massed, spaced, or summarized) has
been chosen for a partitular sound function, then each sfrategy should show

the size and the extent to which the leamer wants to dcl{beratel’y manipulate the

N

101
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reality suggested by the picture or on-the existing soundtrack, by writing down how,

yvherc or how often each sound f unction will be Massed, Soaced, or Su-mmari'zcd.

‘ . ' .
L v,

) . . .
- If orre or more of the delivery strategies (divergent delivery or convergent delivery),

L]
<

has been chosen for a particular sound function, then each strategy should show the

1

size and the extent to which the learner wants to deliberately manipulate the reality

——

suggested by the picture or.on the existing soundtrack, by writing down how, where
S or how often each sound function will demonstrate a divergent delivery or . x

convergent detivery, ~ Co :

r Objective Twelve (formerly criteria 19, 31,and 39),  *~ -
.Topic: Uniting irrelevant elements synectically; exhibiting analogies. CL W

Q;m 1) ar intriguing out problematic prerecorded video segment; 2) time to take it home ) SN

@
1)

. and think it over; 3) opportunities to disfcuss thc original idcas with peers; 4) intellectual skills and. ) o

1

creauve thinking strategles 5) blank.sound desrgn dxscnmmanon function and structure sheets; 6) |

«

“ defm?ons of expressromsm realism, »demgned sound sound function, and sound structures; 7)

1nstrucnons on how to frll -in the sound design shcets 8) a mlcrophonc, a vxdco playback unit, .
.
and free’access to the search controls of the vrdcocassette recordcr audio mrxmg facxhucs, ’

-
bt Y ¢ 2

prerecorded musit and sound effects ‘ ;w. |

o Ias_k w111 be able to classrfy Synecuc connccnons by writing one of " thcéfol}owmg opposrtc oo

«  the v;doo segment 1) plays wath scrcnnﬁc laws and concepts; 2) by personal analogy; 3) by direct T

- ‘ ¢

- analogy, or 4) by symbohc ana'logy ‘ : o

[N s

-
> .

Criterion 17: Elaboratcs on separat‘e ideas through the devclopmcnt of a cha.m of ideas bascd

- onthe embclhshmcnt of anongmal notion. - - . . ,-‘

, @.LQDQB_I&_ Thcrc was ah mduchv«; lcap, a combmmg of 1deas from w1dely scparatcd

o knowlcdge systems; a ‘bold use of analogy that transccnds what was usuaﬂy mcant by ;
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-

S e . -
. generalizing within a class of problem situations. A synectic union presupposes that the

emotional components of the process are rhore.jmportant than the rational ones.

-

.@ ' .. or if the new script uses metaphors to compare things by personal analogy;

5 Ex. what animal souhds the W/Ay this person looks? -
SN . ’

~

. -... or if the riew yripx uses metaphors to compare things by direct analogy. .

Ex. Bell's invention of the telep.hone was based on his clinical knowledgé of the
» \ ‘ ' ,

human ear because of his work-with the deaf. **  « :

N
3 ~.

- ¢ ' N . . "

L] N . .
¥ e v »

» or if the new script uses metaphors to compare things by symbohc analogy This involves

the use of Ob_]@Ct}VC and impersonal sounds 1o descrxbc pcrsonal problems .eg.a woman’

screams, as the train whistle shrieks. . _ ~ ' ,

s . o . ‘ , », . S ' S- ) -~ TN, : ‘ - »
S _ Topic: Classlfym g synergy When two or more elements e. g lo¢:ale and sub;e'cuve POV

'

: 1mphed sound funcngls) interactin a umque manner; _the result can be greater-than the sum of i its

/
-
P
- - N E
parts. , o . . . ‘
- - -
N -
Y . h Al _ , A

' - Given; 1) an intriguing but problématic prerecorded video segment; 2) time to take it home /.

@&
' afid think it over; 3) opportunities to discuss the original ideas with peers; 4) intellectual skillsl'c{nd
crcauvc thlnkmg s{rategnes, 5) blank sOund desxgn dxscnmmanon funcnon and structure Sheets, 6) -
def‘ mnons pf exprcsswmsm reahSm designcd sound, sound funcnon and sound struétures 7
. . 3

Vo ms;rucuons on how 0 fill-in’ thc sountl desxgn sheets; 8) a mxcrophonc a v1dco playback umt ‘

2
i}

and free access to the search conn'ols of thc v1deocassctte recorder, audio mlxmg facilities,

. prerecorded music and sound, effects:

- ‘ 3

Iask The ledrner will be able to: 1) wme a scnpt' and, 2) mix a soundn;ack that exhlblts
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SYnergy ﬁe.‘the functions and structures interact internally in a unique manner, the result being

-

greate/tnan the sum of its parts). - ¢
/Criterion 19:. | -

Sy

7/ - Either the béhaviours of the integral aggregate macrosystefn (e.g., the entire film or

/ . television production), unpredicted by behaviours of any of their componenys (the

sound design) ’ ' .

R

’

‘ - . . / " h
- or subassemblies of their components (the functions or structures). In the gestalt, the

~

parts of a whole interact and influence one anothers Again, change in one part may

~

\ produce change in another.

ive F 1

Topic: Stating a'personal. private, or career interest. -

~ * @ .

" Given: 1) an intri gur'ng but problematrc prerecorded video segment 2) ume to take it home
and think it over; 3) 1nte11ectual skills and creative thmkmg strategreS‘ 4) blank funcnon sheet,
structured functt{)n sheets, and multilayered script with the funcuons ﬁlled -in along the columns,

5) deﬁnmons of expressromsm, realrsm, designed sound, sound function, aﬁd’sound structures;

MRS

13

6) instructions on the procedure for creating sound functlons Structunng the funcuons, and

writing a multilayered sound design script for the video segment 7)a mrcrophone, a vtdeo

'S

playback -upit, and free access to the search controls of the vrdeocassette recorder audio mixing_ -

- -

facilities, prerecorded music, and sound effects o - « . s

" Task: The learner will be able to show/state an aroused eplstemrc eunousrty about the acuvrty

ot

.
‘ " . 1 3 .
. M -

of designing sound with plctures L . ’ ) W~
Criterion 20: The statement or behaviour of any type of interest (epistgnﬁcally'curiop's or

otherwise) is voluntary. : S : K

Criterion 21: The statement or behaviour of satisfaction reflects either.a professional, pr'rvate,

. o
- . . o' Y
. - ‘.



A

o)
or personal commiitment to the task. T . e

Obicctive Fifiekn (f Iy criferion 1) ]

-a A

~ Topic: Stating a personal, private, or career relevance.
Given: 1) an intriguing but problematic prcr;:cordcd video segment; 2)time-to take it home
and think it ‘over; 3) iptellectual skills and creative thinking Strategies; 4) blank function sheet,
structured-function sheets, and multilayered script with the functions filled-in along the

columns;_5) definitions of expressionism, realism, designed sound, sound function, and sound
t

L

structures; 6) instructions on the procedure for creating sound functions, Structuring the

-

functions, and writing a multilayered sound design script for the video segment; 7 a

-

mstrumenta] valuc (re]evance) rcfcrs to the in cases in monvatxon to accomplish an 1mmcd1atc .

%

- L]
~

goal, =~ .

Qmmgn_zz The statement or behaviour of any type of interest (eplsytemlcally curious or

S
-

thermse) is voluntary. .. Py :’

-

< N

C_mmgn_z._ The statemcnt or behavxour of satrsfacnon reflects clther a professxonal private,

or Eersona.l committment to the task:
Qmmgn_zg thmt is connccted to another goal; < Coon
ngmm_z,_ That the methodology for accomphshm g an objective leads to the

accomphshmcnt of an lmmedxate goal; . o - b L " \

,4

_Cmmgn_Zﬁ When it is perceived to be a desued for attauun g a future goal :

» . .

, .
“ .
. + . . - &,
- P L ,
! .
f

i ‘ L.
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rr‘lovmg pictures synerg1sncally )
.Given: 1) a prerccordc?ﬁ‘ video segment; 2) a bldnk sound design sheets (i.e., function,

+ structure, structured function, multi- layered AV Scnpt and blank script); 3) dcﬁmnons of
expressionism, realism, designed sound, sound funcnon and souﬁd structures; 4) mstructxons
on how 1o fillin thc{ function sheet, and the structure sheet, mﬁln-laycrcd AV script sheet; and .
blank script sheet. ’ 4 v

Task: The learner wiil be able to de,moq;stratc the prescribed procedure for writ.in g a
~student-producable script by structurmg the appropnate sound functmns and programmmg the
columns on th¢ multilayered scnpt sheet s’ynergtstlcally

Criterion 27: The prescnbed sound des?En system (e.g., in terms of prescribing stated and
1mphed functions, strategxes and substrateg\es into a  multilayered AV script so as to produce an
expressionistic conceptualization of reality) must be demonstrated as a refléxive goal-changing

system (i.e., the sound.designer is considered part of the system). Therefore, the system will

havé a memory with a sclf-orgéniiing ability:

R to initiate its ow'w’n’coursc‘ of action: ina fg_c_d_bagk_xgsp%mg (the. present state; e.g.,
in terms of prcscri,bir‘lg stated and imﬁliqd functions, strategies and sdb§tratcgics
into a ﬁmultilaycred AV script so as to,produce an expressionistic coﬁéeptualization
of reality) or in a feedforward response (projected future states; €.g., in terms of |
prescribing stated and implied fl;nctions, strategies and substrategies into a
multlayered AV script so as to produce an exp;essioﬁistic conccptilalization of
reality) to changing environmental condiﬁo’ns (e.g., rewritten scenes, turns in the
plot, ambient noises, reshot or reedited _motion: pictures);.
- to choose the best alternative for a pamcular set of conditions (e.g., a pcx:former

point of view sound function w1ll coumcrpomt the image of thc people in the

-

"
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b

‘hoﬁz?pital‘ ward in a continuous slow-paced substrategy at the' top of the story. In

the second :;c;, the design de‘mands a sdbjective point of vie\x?"gound function that
dominates the image of the people in the hospital ward in a discontinuous quicker-
paced substrategy. Finally, the subjective:point of view sound function undermines
the image of the p‘;,ople in the hospital ward with a convergent discontiguous

summarizing review substrategy). - T

- . 'Y
.

w

- to reflect upon its past decision making: is it working this way or should I change
something? (e.g.; perhaps - the subjective point of view sound function that undermines -
thé image of tl;c people in the hospital ward with a divergent continuous summarizing
{é;fiew substrategy should be used in the third act; not the convergent discontinuous
summarizing review substr,ategy. The divergent continuous substrategy would

produce a hanﬁonious, -hopeful quality, while the convcrgcm‘discqntirlxuous substrategy

_ would produce a tragic and final effect). . _ .
A ) » \ L\

- Criterion 28: A model of the sound design system is constructed which includes the subject

matter, thé producer and the 1istencr/~vicv§er and may be described either on paper or verbally (to  _-

the understanding of a Rr;)duéc; from outside tha Pjem) in terms of prescribing stated and
implied functions, strategies and substrategies into a multilayered AV script so as to produce an
expressionistic conceptixalization of reality. - '
. Criterion 29: The pr::scribed sound design system must be separated from its environment.
The boundaries of the ox:iginal sound design system (e.g., in terms of préscribing stated and
-implied functions, strategies and sybstrategies into a multilayered {\V sg':ript 5O ;ls to produce an

® expressionistic conceptualizgtion of reality) are delineated from its surrounding environment

(e.g., Tewritten scenes, turnd’in the plot, ambient noises, reshot or reedited motion pictures).

4

=, . P
¢ ' ‘. . L.
1 »
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system interacts somehow with it§ environment (e.g., character's memory cues or undermines

¢

his actions on the screen producing a humous effect; e.g., some Woody Allen-films).
Criterion 31: The behaviour of the prescribed sound design systcr’n’\must be demonstrate in
termns of the changes in one or more of the structural properties of the system (e.g., in terms of

prescribing stated and implied functmns, strategies and substratcgles intoa mululayercd AV

Lo _-J

script so as to produce an expressmmy‘&g conceptualization of reality) orof its surrounding

PR EY

environment (e.g., rewntten scenes, turﬁ/ 8 in the plot, ambient noises, reshot or reedited motion
plCtlerS). N .

Criterion 32: The behaviour of the prescribed sound design system must be homeostatic
(i.e., continuous and always automatically sensing and comparing the system's output as an

automatic corrective action).

* -

-~

Criterion 33: The sysicn’r is demonstrated in terms of its gynergy; its property as a wixolc
(;.g., sound functions and structures working together) within the environment (e.g., rewrittene,
scenes, turns in the plot, ambient noises, reshot or reedited motion pictures) to produce attributes
not found in the individual parts of the system nor its ehvironment (e.g., an prescribed procedure

. \

for solving a problem synergistically using sound). ~

Obiective S £ ly ctiterion 11 ,
Topic: Demonstrating the prescribed procedures for mixing soynd synergistically.
Q_]m 1) a prerecorded video segment; 2) complctgd sound design sheets (i.e., function,
structure, structured function, multi-layered AV Script, and blank §pﬁpt); 3)a mic?ophonc. a
)vidco playback unit, and free access to the scgrch controls of the videocassette recorder, audio

!

mixing facilities, prerecorded music and sound effects.  ~ ' .

Tasks: The learner will be able to demonstrate thi; procedure for designing sound to moving

-

plCtUI‘CS synergxsncally '

e ~

Cmgngn,L The prcscnbcd sound-mixin g system (c,g in terms of recordmg music and

9~
. : n '
.
.
.

X
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sound effects accordingto the multilayered AV scriptso as to produce an expressionistic
conccptua]izatidn of reality) must be described as a reflexive goal-changin g system (i.e., the
sound designer is considered part of the system). Therefore, the system will have a memory with

the self-organizing ability:

_ - to initiate its own course of action"ir; a feedback response (the present state; e.g., in ‘ .
terms of recording music and"sound effects according to the multilayered AV script so
as to produce an expressionistic conceptualization of reality) ora feedforward response
(projected future states; e.g., what effect will the sound design ha:fe next to the motion \

—

pictures) to changing environmental conditions (e.g., reshot or reedited motion pictures);

- ——
.

- to choose the best alternative for a particular set of conditions (e.g., some voice-over
should be chosen over heartbeat or breathing to create a subjective point of vi®w

sound function that will undermine the image of the people in the hospital ward

with a convergent discontinuous summarizing review substrate%y).

-to _reﬂect upon its past decisior} making: is it working this way or shou;d Ichange -
something? (e.g., perhaps the voice over was too heavy-handed. A very occasional
“personal noise such as a wheeze recorded in close-up m;iy better project a subjective

point of view sound function that will undermine the image of the people in the hospital

ward with a convergent discontinuous summarizing review substrategy).

-

Criterion 35: A model of the sound design system is constructed which includes the subject 4
- mattel, the producer and the listener/ viewer and may be described either on paper or verbally (to

the understanding of a producer from outside that system) in terms of recording music and sound -

effcct§ according to the multlayered AV script so as to produce an expressionisti¢.

<

\\j 7
{
1
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conceptualization of reality. —

Criterion 36: The prescribed sound design system must be separated from its environment. h
The boundaries of the original sound design system (e‘.g., in terms of recording music and sound
effec;ts according to thevmultilayered AVyscript so as to produce an expressionistic ‘ -~
conceptualizationof reality ) are delineated from its surrounding environment (e.g., rewritten
scenes, tirns in the plot, ambient roises, reshof’or reedited motion pictures).

Criterion 37: The prescribed sound design system must be an open systemm wherein the
system interacts somehow with its environment (e.g., character's mcmory cues or undermmcs

. —

his actions on the screen oroducing a humous effect; e.g., some Woody Allen films).

Criterion 38: The behaviour of the prescribed sound design system must be demonstrated in

terms of the changes in one or more of the structural properties of the system (e.g., in terms of

recording music and sound effects according to the multilayered AV script so as to produce an
expressionistic conceptualization of reality ) or of its surrounding environment (e.g., rewritten

N
scenes, turns in the plot, ambient noises, reshot or reedited motion pictires).

Qnmgnjg The behaviour of the prescribed sound design system must be homeostatic

2
)

(i.e., continuous and always auumancally sensing and comparing the systcm soutputasan - .
automatic corrective action). ‘
Qp_mg_qg_Q The System is demonstrated in terms of its m; its property as a whole
(e.g., sound functions ang structures working together) within the environment (e.g., rewritten
scenes, turns'in the plot, ’ bient noises, reshot or rgeditcd motion pictures) to ﬁroducc attributes
not found in the individual parts of the system nor its environment (e.g., an pretribed procedure

LS

for solving a problem synergistically using sound).

Objective Eighteen = -
IQm_Q Describing the prescribed proccdures for desxgmng sound. -

Given: 1) completed sound design sheets il e., funcnon structure, structured funcnon
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muhi-l\z;;lered AV Script, and blank script); 3) definitions of‘qa(\pressionism, realism, designed
sound, so'und‘f uncflon, a§d~s‘ound.strucmfes; 4) instructions on how to fill-in the functign sheet,
and the structure sheet, multi-layered AV script sheet, and blank script sheet. .
Tasks: The learner will be able to describe the procedure for designing sound to movinge
picturés syr{ergis.tical’ly. / ) ‘
"’ﬁ[j_[_e_:ign_ﬂ: The prescribed sound design system (e.g., in terms of prescribing stated and

implied functions, strategies and substrategies irﬂo\a.Tlltilayercd AV script so as to produce an .
-

"expressionistic conceptualization of reality) must be described as a reflexive goal-changing

A

system (i;}:., the sound designer is considered part of the system). Therefore, the system will , ,

have a mémory with the self-organizing ability:

T . to initiate its own course of action in a f;g_d_bag_k_r_csp_gnsg (the present state; e.g.,
in terms of pfeg:ribing stated and implied functions, strategies and subs}rateéics
in.tb a 'multilayca;e\? AV séript so as to produ;:e an expressionistic conceptualization
of reality) ora f;g_dfgmam_[ﬁp_qns_q (pr°ojcctéd future states; e.g., in terms of

. ~ .
prescribing stated-and implied functions, strategies an? substrategies into a
multilayered AV sc J" so as to produce an expressionistic conceptual'izgtion'of reality)
to changing cnviercntal c,on@itions (e.g.» rewritten scenes, turns in the plot,

ambient noises, reshot or reedited motion pictures);

8
-

- to choose the best alternative for a particular set of conditions (e.g., a performer
4

. poifit of view sq;;und functiony will cunterpoint the image (tf the people in the . -
hospital ward in a continuous slow-paced substrategy at the: \t_op of the story. In the
second a::t, the desigp derr;ands a éubjective poim’o{ view sound function that dominates .
the image of theqpeoplc in the hospital ward in a discontinuous quicker-paced

substrategy...Finally, - C A ' : 5
. #

vp
.
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- the subjective point of view sound funcuon undcm'unc Jthe i image

of the people in the hospital ward with a convergent dlgconnnuous summarizing review
#
substrategy).

- to reflect upon its past decision making: is it worklng this way or should 1 change
something? (e.g., perhaps the subjective pomt of view sound function that undermines
the image of the people in the hospltal ward with a divergent continuous summarizing
review substrategy should be used in the third act; not the.convergent disc8ntinuous
summarizing review substrategy. The divergent continuous substrategy would produce
a harmonious, hopeful quality, while the convergent discontinuous }pbstrategy would .

produce a tragic ang final effect). ™\ .

S

Criterion 42: A model of the sound design syst;{is const.ructed which includes the subject
matter, the producer and the listener/ viewer and may be described either on pa;;er or verbal]y (to
the un-derstanding of a producer fror'n"outsidc,that systcrﬁ) in terms of prescribjng stated and
implied functions, strategies and substrategies into a multilayered AV script so as to producE an

exprcséioﬁistic conceptualization of reality. | |
Criterion 43: The prescribed sound design system must be separated from its environment.

The boundaries of the original s;)und desién system (e.g., in terms of prescribing stated and _

irf’iplied functions, strategies and substrategies into a multilayered AV script so as to produce an

expressionistic conceptualization of reality) are délincated from its surrounding environment

(e.g., rewntten scenes, turns in the plot, ambient noises, reshot or reedited motion pictures). *
g:mgugn 44: The prescribed sound design system mast be an Qp_g_n__sysmmm,whcrem the

’ system interacts somehow with its tnvironment (e.g., character's memory cues or undermines

R p—
\ his zictions on the screen producing a humous effect; e.g., some Woody Allen films).

) Qm;u_qu_éﬁ The behaviour of the prescribed sound design system must be dcscribcd,i_n

AN

%
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. ' 4
terms of the changes in one or more of the structural properties of the system (e.g., in terms of
prescribing stated and implied functions, strategies and substrategies into a multilayered AV
script so as to produce an expressionistic conceptualization of reality) or of its surrounding

A ~

environment (e.g., rewritten scenes, turns in the plot, ambient noises, reshot or reedited motion

.

pictures). . y
Criterion 46: The behaviour of the prescnbcd sound design system must be homeostatlc
(1 e., continuous and always automaucally sensing and comparing the system s output asan
automatic corrective acnon).
ngumﬁl The system is described in terms of its synergy; its property as a whole (e.g.
sound functions and structures working togcther) within the erfvuonment (e.g., rewritten scenes,
turns in thé plot, ambient noises, reshot or reedited mouon pictures) to produce attnbutes not
found in the individual parts of the system nor its environment (e.g., an prescribed procedere for
solving a problem synergistically using sound).
Objective Ni ‘ , . ,
Topic: Creatin g original procedures for designing sound. ,

"

Q_]_Q_[L 1) completed sound design sheets (i.e., functigr, structure, structured functlon,
gulti-layered AV Script; and blank script); 3) definitions of expressionism, realism, designed
sound, sound function, and sound structures; 4) instruetions on how t6 fill-in the function sheet,
and the structure sheet, multi-layered AV script sheet, and blank script sheet..

" Tasks: The learner will be able to, generate a new procedure for solving the problem
synergistically by'mixing the prescribed soundtrack on audiowpe-bgsw on an original script
script. ‘ - -

Criterion 48: The original sound desigﬁ system (e.g.; a sound, an implied sourd, a
nonsychronous sound, a meta or extra diegetic sound, a soundtrack) must be a reflexive

goal-changing System (i.e., the sound designer is considered oart of the system). 'i'herefore, the

t—

N

e



. - 114 -

system will have a memory with the self—organiiing ability: ’
b :

> N .
“ - , @ .

-

. ) 3 w N . . N &
-- to initiate its own course of acnon ina fcedback response (the present state) or a

- ’

fee‘dforward (prOJectcd futurc states) rcsponse to changmg environmental’ condtuons (c g SO

'noiseés, stated sounds synchronous sounds nondrcgetrc sounds, motion pictures);

- o ~

‘ y 4 ! ! s - " \nt ! ; ~ .
- to choose the best alternative for a partitular set of conditions (e.g., a performer point
V - N N ' K

of view sound function will countcrpoint t}ie image of the pcople in the hospi’tai ‘ward 2

Y

’

in a contmuous slow- paced substrategy at the top of the story. In the second-act, the S /

. dcsrgn demands a SUb_]BCllVC pomt of view sound functiof that dommat’cs thc 1magc of .° -

the people in the hospntal ward in & dxscontmuous qulckcr-paced substratcgy Fxnally,, S

>

the SUbjCCIlVC point of view sound functian undermrnes the image of thc people in the -

hospital ward with a convergent discontinuous summanzmg review substrategy). . . ‘
b - . ’ v ¢ ‘ . ! ’ % SR
» _ - to reflect upon its past decision making; ' ‘.

-
[ . R ’ ~
o~ . &

Qﬂmugn_g A model of the sound desrgn system is constructed which 1ncludes the subjcct T
matter, thc produccr and the hstener/ viewer and is descnbed on papcr in words symbols,

graphs; or verbally to the understanding of a producer from outside that system.

s
Qmmmﬁg The original sound dcsign system must be s;p_amxhd from its environment. The .

boundaries of the ongmal sound desrgn system (e.g.,a sound an implied sound, a .

~

nonsychrofious sound, a meta or extra dxegeuc sound, a soundtrgck) are delineated from its
\.

surrounding environment (e.g., a noise, a stated sound, a'synchronous sound, a nondiegetic

sound a mouon picture).

\

ngn_gn_i]_ The ongma] sound design system must be an Qngn_sxsmm_( ie., thc system -

-

ihteracts somehoww:th its envxronmcnf)T//‘ , m ‘ SR
) ~ . ' .

- ' . .
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,CJILQD.Qn_iZ The behav:our of the Ongmal sound desrgn system must show gha_nggs in one

or more of the structural propemes of the system (e. g a sound an 1mphed sound a

nonsychronous sound a meta or extra dregenc sound a soundtrack) or of its environment (e. g

e ~
=~ .

_ anoise, a stated sound, a synchronous sound, a nondregetlc sound a motion plcture)

<

Qmeg_on_ﬁ The behaviour of. the ongmal sound desrgn system miust be homeostatrc (1 €.,

contlnuous and always automatrcally sensrng and comparing the system S output asan automanc

n

COrrecnve actron)

»

_Cmgu_qn__ﬁ The system must have synﬂgy its property as a whole (e g., sound funcnons

and structures workmg together) within the envrronment (e.g., the motion prcture) to produce

X,

attnbutes not found in the mdrvrdual parts of the system nor its environment (.g., an ongmal

't

procedure¢ for so]vmgza problem synergrsncally using sound). . ,

> - N
1

C o ,
- ‘ v ’ ' - >

Iqm_g Descnbmg the oﬁgmal procedures for designing sound..
Qﬂc_m l)completed sound desrgn sheets {e functxon structure structured function, -

muln layered AV St:npt and blank scnpt) 3) d fimnons of expressmmsm realrsm desrgned

RS < .
sound sound functton and sound structures 4) mstructrons on how to fill-in the functron sheet, _

and the structure sheet, multr layered AV scnpt sheet, and blank script sheet.

Iask The learner will be able to describe the ongtnal process used to generate the new

8 . .
procedure for solvmg the problem synergrstrcally usmg sound. - @

! iy

-

Criterion 55: The ongmal sound desrgn system (e g. a 50und an 1mphed sound a

nonsychronous sound, a meta or extra dlcgetrc sound, a soundtrack) must be descrrbed asa

reﬂexrvc goal- changmg system (r e., the sound desrgnerrs consrdered part of the system):
P T g

Thcrcforc the system will Kave a memory with the self -organizing ability: - L

r ‘.

*

- «

. - to initiate its‘own ‘course of action ip 4 feedback response (the present state) or a

N N ) : i % . . -
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feedforward (projected-fiiture states) response to chdnging eavironmental conditions -
. .. ‘0“, e, + "" ..' ' ~ O
(e.g., noises, stated sounds, synchronous s'ound’s,‘nond:egenc sounds, motion -

’

‘pictures‘);" - ) o w - ‘ . .

- 12
o
§

-10 choose the best alternauve for. aparti.cular set of condmons (e.g.,a performcr

pomt of view sound function’ wﬂl counterpomt the 1mage of the people i in the hospxtal

N

ward ina contmuous slow=pated substrategy at the top of the story. I’ the second act,
AY f ,
the de51gn demands a subJectwe‘pomt of view sound funcuon that dominates the image

of the people in th/Oprtal War_d ina dl§COHtIHUOUS qulcker-paced‘substrategy. Finally,

» . ©

N
) “ »

A
oot . -
N N

g

- the subjective point of viéw sound function undermines the image of the people in the
hospital ward with a convergent discontinuous summatizing review substrategy). .

- to reflect upon its past decision making;
x;lattcr the producer and the listener/ viewer and is described on paper in words, symbols,
graphs; or verbally to the understanding of a producer from outside that system.

Criterion 57: The original sound design system must be separated from its environment. The
bonndaries of the original sound design system (e.g., a sound, an implied sound, a ‘ |

onsychronous soung, a meta or extra diegetic sound, a soundtrack) are deiineatedrom its

surrounding environment (e.g., a noise, a stated sound, a synchronous sound, a nondiegetic

<

* sound, a motion picture). , . , ‘ N '
Criterion 58: The original sound design system must be an open system (i.e., the system °
interacts somehow with its environment), : . «

Qm;mnjﬂ The behaviour of the original sound design system must be described in terms

. L
. - «
i B . 3
- - ~ .

~ .

Qummn_j_ﬁ “A model of the sound desigh system is consiructed whxch includes the subject

o

aig
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of the changes'in one or more of the structural prOpemes of the sywm (e.g., a sound, an implied
ey

sOUnd a, nonsychronous sound a meta or extra dregetxc sound a soundtrack) or of its

" -

t! Rl
envrronment (¢.g., a noise, a sfated sound, a synchronous sound, a nondregetxc sound, a motion

. ]
~ .

pluure) ' . - -

[

_Cm:_gp_u_ﬁQ The behavrour of the ongmal sound desrgn system must be homeostatic (i.e.,

continuous and always dutomatically sensmg and comparing the system $ output as an automatic

v

P » ! . ‘

corrective action). ) .
o -«

Qmm_oﬂ_ﬁ_], The system is described in terms of its synergy; its property as a whole (e.g.,
sound functions and structures working together) within the e,nvrronment (e.g., the motron

pluure) to produce attributes not found in the individual parts of the system nor its environment

(e.g., an original procedure for solving a problem synergistically using sound). , - ﬂ

A revised instructional analysis recommends the expansion of the hierarchy of objectives

from seven to twenty, including specific creative thinking task-strategies for rule-users. Figure -

4.0 shows the recomrnended revisions to the instructional analysis of objectives. Based on the

conclusions, twenty objectives should be integrated ing#a hierarchica} relationship. There are

now two TPO's, 6ne productjon oriented and-one nonproduction oriented. Objectives 16, 17, '~

+ 1
S

'and 19 form the top of the production strand of the hierarchy, requiring subjects to.demonstrate a

procedure and to generate an original. procedure for producmg a'sound de51gned product. .

- -
“ s

Objecnves 18 and twenty form astrand hat is concemed w1th the ablhty to deschbe the creatwe
\

4
-\process only. Therefore its mstructlonal st:rategtes for creanve problem solv.mg would be

directed at teachin g analyncal oral/aural or writing skills (e.g:, deﬁmuons of resourcefulness,

synergy wuh the pncture and stated sound at the TPO level):

o Keller s (1983 four contmued monvauona] components are snll here now in an ObjCCtheS

S

-

Jomiat (1 e., objectives one and &, and 15 and 16). Moreover a vananon of § van Oech's (1983)

3

3

g .

e
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creative thinking strategies have bccomq specific task-strategy objgcﬁvé's by Gagne's (1985)

1]

suggestion, The highly problematic'creative sound componcms;(i,ﬁ;;.il.cncmhumgur)_oi e
Mitchell, Steukel, and Wiékens (1981), and student-producability are how scparate objectives. It '
is recommended that the rule-using level subjects compleic all twenty objectives, while the

problem-solving level subjects taclﬂ«fc fourteen of the twcn'ty objectives.” -~ - - , '
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Figure 4.0 Reéoxin'hcnded revisions to the hierarchical instructional analysis.
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The instructional needs of both rule-usin g and prob‘l‘cm’sc‘)lving level-subjects may best be
served by teaching the first five objectives together. Martin and Briggs (1986) suégest the
following variations on Keller's (1983) mqn’vatiohal instructional strategy for both the rule-using
and the problem solving level subjects. This instructional strategy incorpérates one skill, two -
motivating attitudes, and two creative thinking strategies together and in context.

o Affective Objectives One and Two; 1) Teach subjects how to reward themselves for sask

accomplishment; 2) demonstrate how.to match subjects tasks to present and future personal needs

and values; 3) discuss ways to motiva\tc oneself to do the unpleasant tasks (e.g., show subjects
how to link undesirable tasks to future needs, desires, wants, and show subjects how to ’ L
break-up the large tasks into smaller units and to reinforce each step; 4) pxso:'}de opportunities for®
subjects to continus a task away from the original léarning environment; 5) use task-endogenous
rather than task-exogénous rewards; 6) use the informational rather than the controlling aspect of -
a reward; 7) use unexpected rewards and verbal praise to maintain motivation; 8) link success to
personal attributes (abilities and efforts); 9) provide opportunities for control of success ober the
learning situation (to move into the p”r"oblem solving level of subject, or a deeper creative level

(i.e; more technical, innovative, etc); 10) provide obbortunities for further involvement with
topics which students already know about or believe in; 11) increase dissonance (but not through
uninteresting subject matter in the video segments) by providing information slightly outside the
}ange of acceptance using novel and unexpected situations or using personal and emotional

-

matérials and situations.
Y nki \Y ', .

. Strategy Qne: Brainstorming Qriginal Ideas. Discovery seems to consist of listening

to/looking at the same thing as everyone cls;:, and thinking something differently. Brainstorming,

~
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* may be a possible source from which mental locks may be 6pcnéd. T

‘s .
Objective Nine N
X 1

121

or soft thinking aloud (either alone or with others), tends to motivate the suspension of disbelief
and generate unique responses, such as original humour, using similies to compare ideas,
concepts, things and people. —-

Strategy Two: Fluency and Flexibility. The concept of fluency can be thought of in terms of

" W ’ cpe. P . . . .y "
odds"--the ability to Create many responses to a given stimulus. The stimulus may be silent

pictures; a problematic soundtrack, or an unfinished script. Moreover, producing a variety of

)

ideas that causes shifts from one thought pattem+(or category) to another (Mitchell, Wilkens &

Steuke), 1981; Torrance, 1980; van Oech, 1983) seems to be another motivating influence that

[ -
)

A

~ Objective Five c 4
Al . My
7

Objccﬁve five (i.e., discrimiriaﬁe "expressionislm from realism) is an intellectual skill that B -
should be required by both rule-users and problem solvers alike, §ince the content may be
unfamiliar to both. Again, examples and nongxamples (rédli’stic and aleatoric) of expressionjstic

conceptualizations of reality are prescribed. However, the video segments should be better

"4

representative of expressionism (even supporting the visual bias to prove the point) and les

P
unambiguous.

—

¥

M \ ! L) ‘
A synonym for student-producability is resourcefulness- essential to the successful

completion of the sound design unit. Humorous examples of overkill using sound as wel] as

several small format examples showing unfinished masterpieces based on scripts that we .

unresourceful.

Emphasis should be placed on the fact that only two out of six functions and only four out of

ad
-
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six strategies are necessary and sufficient for structuring appropriate sound functions into a

sound picture relationship.

Progressive creative thinking, in this context, refers to the soft thinking abilities in-the

germinal phase (van Oech, 1983) of each objective; the frequency and quality w1th which cach

subject gcnerated and manipulated ideas in order to master the criteria (Mitchell, Wilkens &

Steukel, 1981). ‘ .
Qb_]ggnvg Twelve: Uniting Irrelevant Elgmgn:s Synectically. The activity of uniting dxfferent

and seemingly irrelevant elements synectically can only successful when the implementer has

developed both the cognitive skills for implementing an innovation and the affective behaviours -
necessary for generating positive attitudes toward that innova;ion (Mitchell, Wilkens & Steukel,”

1981; van Oech, 1983). In creative problem solving, there is an inductive leap, a combinihg of -
ideas from widelﬁy separated knowledge systems, a bold use of ranalogy that transcends what is

usually meant by generalizing within a class of problem situations (Gagne, 1985; van Oech,

1983). A synectic union presupposes that the emotional components of the process are more

-
P

important than the rational ones (Mitchell, Wilkens & St‘t’:ukel', 1981).
Objective Thirteen: Integrating the Sound And Picture synergistically. Synergy in  script or
- final cut may be considered to refer to tite behaviours of an integral aggregate macrosystem (e.g.,
_ the entire film or television production) unprcdlcted by behaviours of any of their components
(the sound design) or subassemblies of their components (thc functions or structures). I\ he

gcstalt, the parts of a whole interact and influence one another. Again, change in one part ma

produce change in another.

- » T e 4 . '
Qbiectives Fourteen and Fifteen i | ) L
~As in objectives one and two, the instructional needs of both rule-using and problem solving. * -

¢ .
* . . ! -
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level subjects may best be served here by taking the the two objectives together. Martin and

- Briggs (1986) suggest the following variations on Keller's (1983) motivational instructional
strategy for both the rule-using and the problem solving level subjects: 1) Teach subjects how to
reward themselves for task accbmp.lishment; 2J dcmonstrafe how to match subjects tasks to
present and future personal needs and values; 3) discuss ways to motivate oneself to do the
unpleasant tasks (e.g., show subjects how to link undesirable tasks to future needs, desirg:s\
wants; show subjects how to break-up the large tasks into smaller units, and to reinforce each b
step; 4) provide opportunities for subjects to continus a task away' from the from the original
learning environment; 5) use task-endogenous rather than task-exogenous rewards; 65 Use the
informational rather than the controlling aspect of a reward; 7) use unexpected rewards and \.'crbal

praise to maintain motivation; 8) link success to personal attributes (abilities and efforts); 9)

u X

" provide opportunities for control of success ober the learning situation (to move into the problem

sol\fing level of surbjeci, or a deeper creative level (i.e, more technical, innovative, etc); 10)
provide opporfunities for fur{her involvement with topics which students already know about or
believe in; 11) increase dissonance (but not through uninteresting subject matter in the video
s‘cémcnts) by providing information slightly outside the range of acceptance using novel and

unexpected situations or using personal and emotional materials and situations.

% -

Objectives Ni IT
Itis suggested that these two TPO's be taught separately, even though they tend to lend
informatfon to each other. |
Objectives Nineteen. Itsfs recommended that using the fplms at all at this level be avoided in-
favour og beginning with analogizing sessions. Scripts ma§' be verbal as long as the layers are

delineated. Private terminologies may be used as long as there are clear functions for each sound

~

idea and a strategy for it alon gside the motion pi;:turc.‘Deviation amplifyin g should be

~
~

“encouragef}, both in groups and separately. . .

9
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Objective Twenty. This instructional activity should be tied into objective four,
thought-shifting (i.e., producing a variety of ideas that causes shifts from one thought'pattem, or
) categ‘ory, to another). The difference here is that the process of describing creative problem
solving istwo-fold: 1) The first type of process description requires an educational or commercial
type of needs assessment of the intented p‘erUCt: Who needs it? Whos going to pay for the
production? Who going to sell the product; 2) The second type of process descrip.tion requires _
dramatic explanantién of the process used to arrive at the product: Who is s/he? What does s/he
want? What does s/he really wani? What's stopping him/her from getting what s/he wants?
™~ | | g
jectives Requiring Rule-Usin ional ies Ol
ives Six n, and Eigh
"Rule-using level subjects should also be able to master intellectual skills six, seven, and
eight before attempting to classify sound functions and structures or creating synectic
connectiqns.
Objective Six. Itis recommended to teach the subject how to describe both the size (or
impact) and the extent (or amount of use) of deliberate sound planning throughout the video '
segment. v
Objective Seven. Seven is a new objective (formerly cjteﬁa 20, 32, and 40). The criteria for -
discriminatihg humour from nonhumour is stated in a similar manner to the criteria for -
discriminating designed from undesigned sound (i.¢., with the careful illmination of nuisance

3

factors). The instruction should teach the subjects how to recognfze a humourous script or sound

r

mi\x. X W
Obijective Eight. Eight is also a new objective (formerly criteria 17, 29, and 37). The critcria-
for ciiscriminating silence from nonsound may be thought of system (throughout the entire

- production) and a subsystem (a scene). It is recommended to teach the subject how to describe

~ -

both the size (or impact) and the extent (or amount of use) of deliberate sound planning (similar
, @ | | =
BV
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to t{caching him/her to discriminate dcsigncd/undesigneftound) throughout the video segment.

-

Ve Si v ighieen

These are rule-using objectives and may be skipped over b; problem solvers with semiotic; or
personal methodologies for generating an original script and soundtrack. It is suggested that
objectives 16 and 17 pe taught together, separately from i8. Eighteen may better be understood

" after these two abilities have been demonstrated, even though they tend to borrow»infg;ﬁﬁion

from each other. ~
Objective Sixteen. This behaviour requires the subject to be able to demonstrate the
procedure forwriting a student-producable script synergistically. It is recommended to begin the

instructional events with the partially fortned personal methodologies of the participants in an

effort to ease them away from the concept-learning (form-filling-in) level. .Story Uéagﬂuents may ‘

be verbalized, but it is suggested that their AV scripts be written out, with all the layers of sound
function delineated. Personal terminologies may be used as long as there are clear functions for
‘each sound and a\strateg.y for it alongside the motion picture column. Deviation amplifying
behaviours should be encouraged, both in groups and separately. However, close supervision of
~ the ®earning activites is essential in the form of providiﬁ g the appropriate endogenous negative
K feedback in order to insure that the guidelines for sound strﬁcturing func‘tionshare adhered to.
" Qmm&mm ‘This behaviour necessitates a one-on-one mixdown session. Again, it
is rccbmmendqd to begin the instructional events v?ith the partially formed personal \
_methodologies of the p@cipants in an effort to ease them away from the concept-learning
(form-filling-in) level~Story treatments may be verbalized, but it is suggested that their AV .
scripts be written out, with all the layers of sound function delineated. Personal terminologiesb
may be used as long as there are clear functions for each 501\1nd and ajstrategy folr it algngside the

motion picture column. Deviation amplifying behaviours should be encouraged, both # groups

and separately. Howgver, close supervision of the learning activites is essential in the form of

o,
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providing the appropriate endogenous negative feedback in order to insure that the guid‘glines for

sound structuring functions are adhered to.

Objective Eighteen. The instructional activity for thiébjectjve should be tied into obj\éctive
four's thought-shifting task strategies (i‘e., producing a variety of ideas that causes shifts from
one thought pattern (or category) to another). The diffcrence: here is that the process of describing
c?éative problem solving is two-fold: The first type of process description réquires an educational
or commercial type of needs assessment of the intented product: Who needs it? Whos going to
pay for the productipn? Who going to sell the product? The second type of process description
requires dramatic explanantion of the process used to arrive at the product: Who is s/he? What
does s/he want? What does s/he really want? What's stopping him/her from getting what s/hc'

wants?

g

. - ional ial
It is recommended that revisions be made to the érilerion refere.nced tests, including the '
questions asked by the evaluator, the video segments used, and the answer forms. The
voice-over soundtrack should be rerecorded on audiotape, then transferred to videotape in order
to lower the incidents of distraction among the listeners. The video sggments should be changed,
made more interesting. It is recommended to go back into the of films and videos or use
new ones that present the problems (e.g, cliche, reflex, etc) without boring the listener or ‘
dragging out the punchline. There' would be more uniformity of mcdia-tyﬁe and of genre-type
between test items in the video ;egment's. Revised inlstmctional material$ would have more

professionally-relevant (e.g., joumaliétic or computer-generated) video examples and

nonexamples. And finally, criterion referenced tests would have more uniformity of difficulty

between test items for any given objective. It is recommended that the revised unit be evaluated <

—

indepcndcnily. -

. | AN

-
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,[nsmm[ignal Evznls “mg!aglg .

e -

The inclusion of time-lengths and objectives in'to'Gagnc's (1985) instructional evénts was
helpful during instru?:tion of ;he unit and should therefore be expanded to accomodate the
objectives and startegies of the new instructional hicrarchy'.

Table 4.0 shows tl;e recommendations for revisions to the instructional events and times for
all 20 objectives. Notably, rule-using level subjects s;hould complete all of the events of

instruction for 20 objectives in under the maximum 46 hour time limit. Problem solving level

subjects should all of the events of instruction for 14 objectives in under the maximum 31 hour

.
t D

time limit.
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The existing Dick and Carey (1985) formative evaluation model was supplemented with van
Oech's (1983) soft thinking stratcgles (i.e., brainstorming, thought- shlftmg, and synectic .

) syncrgy) The independent SUb_]CCI matter experts, external evaluators and instructional designer
were of significant value in designing and revising these instructtonal materials. It is highly
recofnmended that they be consulted on an ongoing basis in order to keep the instructional
materials current and intefésting (e.g., from becoming re-edits of the same mistakes).

The one to one trials exposed several criterion-level inconsiétencics and with several
unwatchable (for varying reasons) video segménts. Single subject trials are r‘ecommendcd‘ if new
materials are being considered for inclusion into the unit. The small group evaluations produccd. ‘
the most feedback about the msnu’cnonal design, and wyzre most helpful A field trial of the entire
student populations of ¢ducatlonal technology and communication studlcs departments would be
rather unwieldy and is therefore not recommended at this time. . *

Measurement. The nonspecific nature of the existin g internal evaluations of the creative
thinking strategies made measurement difficult. A task Spcc1ﬁc creatlvc thinking stratcgy was
recommended. Changes were made to the Ob_]CCllVCS criteria, hlerarchy of objcctxves, and the
instructional strategy. Moreover, the attitude questionnaire was found to be inadequate. Greater
care should be taken in furture with respect to choosing questions, pgrhaps striving for'bcttcr
quantiﬁc;ition of the variables.

. p . ’Q

In summation, chapter four was concerned .with the appropriate recommendations for further
revisions o the performance objectives, the instructional stratcgy and matcnals of lhlS motion
picture sound design umt There doesn't.seem to be any other system in place at prcscnt fdr
scripting, sound mixing, or applying aesthetics that has attempted to deal with the complexity of

structuring sound functions synergistically. Nor does there seems to be any other prescription in .

‘place for teaching the subjects-how to design sound systemically. These sound design and the

-
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instructional design systems, therefore, may be considered to be an appropriate place to begin

design instructional materials for learning these sound processes with other target audiences.
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ix A i

Working Conditions. The external working conditions for both RSTl and RSTH: 1) a

problematic or soundless video segment; 2) a blank sheet of paper, a blank storyboard, a blank
Multi-layered Script Sheet (a script without Function labels in each column) ; 3) instructions on

the procedure for creating expressionistic sound designs for soundless video segments; 4) a

' microphone, a video playback unit, and free access to the search controls of the videocassette

recorder, audio mixing facilities, prerecorded music and sound effects.
Behaviour. The behaviour that applies to both RST| and RST»: the subject wm}xld be able 16
generate a new procedure for solving media production problems iynergistically using sound.
Criterion Checklist. The degree of performancé for mastery for both RST; and RSTy:

1. Show or state that this activity had an Intrinéic Satisfaction that has been the key to
developing and maintaining his/her continued motivation throughout this activity.

2. Show or sfate that within thuc subject's methodology (outline, sub-plotline, sketch,
treatment, scriptoid, etc.), there was a brief description of 1) the stated picture and 2) the stated
sound, 2) the implied meanings in the pictures; i.e., 3 stated sound-picture functions.

3, Show a ritten shg\a'/ing at least 2 brief descriptions (outline, sx;b-plotline, sketch,
treatment, scriptoid, etc.), about the implied meanings of the sound in the video segment; i:c., 2
impli;:a sound functions. \ a

4. Show a written prescription for creating Structured Sound Functions on a Blank Sheet of

' paper (outline, sub-plotline, sketch, treatment, scriptoid, etc.), that addresses the questions how,

where, and how often should the Sound Function in this Sound Desi gn?
~ 7 5, Write a script and mix a soundtrack that exhibits how each chosen Sound Function is
Structured in the sequence or segment.

6. Write a script.and mix a soundtrack that exHijbitswhere each Sound Function was
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S s
Structured.
. f
7. Write a script and mix a soundtrack that exhibits synergy.
8. Write a script and mix a soundtrack that deliberately exaggerates reality.
9. Write a script and mix a soundtrack that exhibits unusual uses of silence. ‘ #

10, Write a script and mix a soundtrack that elaborates on sepatate ideas through the
devclopment’of a chain of ideas based on the embellishment of an ogjginal notion,(ex. uses a
musical phrasing or leitmotif in the segment to relate the éubtext-something implied in the story).

11. Write a script and mix a soundtrack that plays with scientific laws and concepts, by
personal analegy, by direct analogy, or by symeJ\ic analogy.

12. Write a script and mix a soundtrack that uses original humour.

-,

R
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Leaming Conditions. Given: 1) a prerecorded video segment; 2) a blartk Discrimination

Sheet, a blank funcﬁon Sheet; and a blank structure Sheet; 3) Definitions of sound functions and
‘ : »
structures; 4) Instruction on how té‘f"ﬁ{-in the structured function sheet.
Behaviour. The subject will be able to classify the expressionisticzilly designed functions and
. structures of the sound,in the video ;egment's sound-picture relafionship by writing the
appropriate sound functions on thts&uctured function sheet. /
] Criterion Checklist. The degr;,e of pcrfoximancc for objective one will be measured by:
1. Show or staté that this activity had a personal or professional instrumental value

(relevance) to the subject.

2. Show or state an aroused interest (epistemic curiousity) about the activity of designing

sound with pictures. -

3. Classify both the stated sound, and the stated and implied picture functions on the function

Sheet. v : . ~

4. Write at least 4 sound strategies on each structure Sheet used in the video segment, at least
2 of the 3 questions asked on the function Sheet within each Sound Strategy must be answered
on both structure Sheets (i.e., How? Where? and How Often?).

.
v . . )
, .

Given: 1) a video segment with a partially-recorded soundtrack; 2) a blank function Sheet, a-

A *  blank structured-function sheet sheet, a blank Multilayered Script with the functions filled-in
alongrthc columns; 3) instructions on the procedure for creating sound functions, Structuring the
functions, and writing a Multilayered Sound Design Script for the video segment; 4) a

microphone, a video playback unit, and free.access to the search controls of the videocassette
Un . . L=~ .

I ‘ “ 4

“
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recorder, audio mixing facilities, prerecorded music and sound effects. .
Behaviour. The subject would be able to demonstrate the procedure for writing a script.
1. Show or state that this activity had an Intrinsic Satisfaction that has been the key to
developin g and maintaining his/her continued motivation throughout this activity.

Show or state that within the subject's'methodology (outlmc sub-plotline, sketch,
treatment, scriptoid, etc.), there was a brief description of 1) the stated picture and 2) the stated
sound, 2) the implied meanings in the pictures; i.e., 3 stated sound-picture functions.

3. Show at least 2 brief dcsoripdons (outline, sub-plotline, sketch, treatment, scriptoid, etc:),
about the implied méanings of the sound in the video segment; i.e., 2 implied sound functions.

4:.vShow a written prescr:iption for. creating S@cturcd‘Sound Functions on a Blank Sheet of
paper (outline, sub-plotline, sketch, treatment, scriptoid, etc.), that addresses the questions how,
where, and how often should the Sound Function in this Sound Design?

5. Thc script exhibits how eéach chosen Sound Function is Structured in tho sequence or
segment. ) ®

6. The script exhibits where each Sound Functign was Structured.

7. The script exhibits s;'ncrgy.

8. The script deliberately exaggerates reality.

9. The script exhibits unusual uses.of sﬂence 3

10. The scnpt elaborates on separate ideas through the developmcnt of a cham of ideas based

‘on the embelhshment of an ongmal notion,(ex. uses a musical phrasing or leitmotif in the

fif

___segment tmh@csubtexvsemethmmﬁmfmﬁe story).

11. The script pldys with scientific laws and c&ncepts, by personal analogy, by direct
analogy, or by symbolic analogy. '

12. The script uses original humour.
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Obiective Tt the TPO" | |
Learning Conditions. Given: 1) a problematic or soundless video segment; i) a blank §hcet
of paper, a blank storyboard, Ia blank Multi-layered Script Sheet (a script without I;‘unction labels
in‘ each column) ; 3) ir;structions on the procedure for creéating expressionistic sound designs for
soundless video segments; 4) a microphone, a\videoAplayback unit, and free access to the search
controls of the videocassette recorder, audio mi‘xin‘g facilities, prcr;:corded music and sound
_effects. |
Behaviour”The subject would be able to generate a new procedure for solving media
production prooblerr;s éynergistically using sound.
Cmgugn__Cbgdﬂm The degree of performance for mastery:
1. Show or state that this activity had an Ix}trinsic Satisfaction that ~has been the key to
developing and maintaining his/her continued motivation throuéhout this activity.

-2. Show or state that within the subject’s methodology (outl%ne, sub-plotline, sketch,
treatment, scriptoid, etc.), there was a brief dqscript.ion ’of 1) \the stated picture and 2) the stated
sound, 2) the implied meanings in the pictures; i.e., 3 stz.ited sound-picture functions.

. 3.. Show a written showing at least 2 brief descriptions (outline, sub-plotline, sketch,
treatment, scriptoid, etc.), about the implied ;ncanir\xgs o\f the sound in the video segment; i.c., 2

implied sound functions.

4. Show a written prescription for creating Structured Sound Functions on a Blank Sheet of
paper (outline, sub-plotline, sketch, treatment, scriptoid, etc.), that addresses the questions how,

where,and how often should the Sound Function in this Sound Design?

S. Writela script and mix a soundtrack that exhibits how each chosen Sound Fulnétion 1; _‘
Str;lctured ini the sequence or segment. ) \ ) )
6. ijite a script and mix a;souﬁdn'ack that exhibits where each Sound F\‘mction was

Structured. ' ' h

S '

7. Write a script and mix a soundtrack that exhibits synergy. . b
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8. Write a script and mix a‘soundtrack that deliberately exaggerates reality.

9, Write a script and mix a soundtrack that exhibits unusﬁél uses of silence. \

10. Write a script and mix a soundtrz;ck that eleoratcs on separate ideas through thék
development of a chain of ideas based on the embellishment of an original notion,(ex. uses a
musical phra;ing or leitmotif in the segment to relate the subtéxt-something implied in the story).

- 11. Write a script and mix a soundyéck that blays with scientific laws and concepts, by

personal analof;y, by direct analogy, or by symbolic analogy.

. I3
12. Write agscript and mix a soundtrack that uses original humour,

V\

~ "
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Given: 1) a pr‘érecorded video segment; 2) a blank Discrimination Sheet, a blank Function
\\k

Sheet; and a blank Structure Sheet; 3) Definitions of Expressionism, Realism, Designed Sound,

Sound Functions and Sound Structures; 4) Instruction on how to fill-in the Discrimination Sheet,

o

the Function Sheet, and the Structure Sheet.
" The learner has beenable to discriminate an expressionistic from a realistic conceptualization
of reality by writing your angwers on the Discrimination Sheet.

“ . 1
Criterion 1, Showing/stating that this activity had personal/ professional instrumental value

(relevance) refers . the increases in motivation to accomplish an immediate goal when it was

connected to another and how accomplishment of one goa] leads to the accomplishment of an

-

. immediate goal when it was perceived to be a desired for attammg a future goal.

\
Y

Criterion 2. Showmg/statmg an aroused eplstcmlc cunou51ty about the activity of destgmng

[

.sound with pictures.

Criterion 3, Discriminating an expressionistic from a realistic conceptualization of reality.

Objective 2 . ' . ° (
Given: 1) a prerecorded video segment; 2) a blank Discrimination Sheet, a blank Function

Sheet; and a blank Structure Sheet; 3) Definitions of Expr'f;ssionism, Realism, Designed Sound,

Sound Funcuons and Sound Structures 4) Instruction on how to fill-in the Discrimination Sheet,

’

the Function Shcet, and the Structyre Sheet. -

[

_The learner has beenable to discriminate expressionistic from realistic SCTIpts, pictures;aﬁd .
sounds by writing ygur answers on the Discrimination Sheet. :
Qm;g_qn_{ stcnmmaun g which component(s) was/are expressionistic conccptuahzauons
of reality (whether taken strictly as the leamer's percepuon or taken as the learner's percepnon of

the producer’s intention in making the video), then a written statement should show the size and

A

A ’

v

~
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the extent to which the learner believes ghat this/these component(s) was/are deliberate

manipulations of reality suggested fromfthe écriptwriting, from the picture, or from the
. s

soundtrack. ‘ ‘ B ' .

Obicctive 3

Given: 1) a prerecorded video segment; 2) a blank Discrimination Sheet, a.blank i:unction
Shé;:t; and a blank Structure Sheét; 3) Definitions of Expressjonism, Realism, Desiéncd Sound,
Sound Functibns and Sound Structures; 4) Instruction on how to fill-in th_e Discrir;ﬁnation Sheet,
the Function Sheet, and the Structure Sheet.

The learner has beenable to discriminate desi gned from undesigned sound by writ@ng the
answer on the Discrimination Sheet.

Criterion 5, Discriminating Designed/Undesigned Sound (whether expressionistic or not;
whether taken strictly as‘the learner's perception, or taken as the learner's perceptiqn of the
proglﬁcer'g intention in making the video), then a written staten3ent*should show Ithe size and the
extent to whic‘h the learner believe"s. that the video segment uses planned sound, whether pre or

post-synchronized.
*

Q! N . ! ' }

Given: 1) a prerecorded video segment; 2) a blank Discrimination Shee}, a blank Function
Sheet; and a blank Structu?c Sheet; 3) Definitions of Exptessionism, Realism, Designed Sound,
Sound Functions and Sound Structires; 4) Instruction on how to fill-in ;he Discrimination Sheet,
the Function Sheet, and the Structure Sheet. ' ) L &

Thé 'leamcr has beenable to classify the functions of the sound in the sé'gment's
sound-plcture relationship, by writing the appropriate Sound Functions on thc Functmn Sheet.

Criterion 6, Classifying both the stated sound and the stated and 1mphed pxcture functions

.
(steps 1,2,3 on the Function Sheet)

v
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Criterion 7, Classifying at least two implied Sound Functions (frorr'l steps 4 throu gh 9 on the '
Function Sheet). / :

& \ o’

Objective S

Given: 1) a prerecorded video segment; 2) a blank stcnmmauon Sheet, a blank Function
Sheet; and a blank Structure Sheet; 3) Definitions of Expressmmsm Reahsm, Designed Sound,
Sound Functions and Sound Structures 4) Instruction on how to fxll-m the Discrimination Sheet,
the Function Sheet, and the Structurc Sheet.

The learner has beenable to classify the sound strategie.s/used in the SU'uctur;ng the sound in

the video segment, by writing the appropriate Sound Strat?gies on the Structure Sheet; o

Criterion 8. Describing at least 4 sound strategies on each Structyre Sheet used in the video

: segment, at least 2 of the 3 questions asked on the Function Sheet within each Sound Strategy

must be answered on both Structure Sheets (i.e., How? Where? and How Often?).

Objective 6 .

_ Given: 1)a video.é(eg”ment with a.panially-re:cp'rded soundtrack; 2) a l')lank‘Function Sheet, a -
blank Structured-Function Sheet, a blank Multilayered Scriﬂt with the Functions ﬁlled-ip along
the columys; 3) instructions on the procedure for creating Sound Functions, Structurin g the )
Functions, and writing a Multildyered Sound Design Scri‘pt for the video segment; 4) a 3
microphone, :; video playt;ack unit, and free access to the search controls of the videocassette
recorder, audio mixin g facilities, prerecorded music and sound effects. .

The learner has becnab]e to demonstrate the proce@lgén\g‘ sound to movmg

plcturcs by prescribing Sound Functlons on a Function Sheet, Structuring the appropriate Sound

Functions on a Structured-Functions Sheet, and writing a Multi-layered Sound Design Script;

———  Criterion 9. Showing/stating an expectancy for success; i.c., that s/he feels that s/he had

1 <
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persohal control over the successful complction of a learning task amd who believes his/her

success was related to his/her personal ability and effort. "
Qm:mgu_l_& Creating 3 stated sound-picture functions on the Functions Sheet, thcrc must be
a brief description of the stated picture and stated sound blus one staternent about the implied |
mcanin;;s in the pictures; i.e., 3 stated sound-picture functions. -
Criterion 11, Creating 2 impiied sound fl;nctions per segment®n the Functions Sheet, there
must be at least 2 brief descriptions about the implied meanings in each video segment; i.e., 2

1mp11cd sound functions per segmcnt ‘ )
Criterion 12, Creating at least 4 sound strategies on each Structured Funcnon S/heet for each
(both) of the chosen Sound Functions 4 strategies, at least 2 of the 3 questions asked on the
Sfr:Jctured-Function Sheet \»;ithin each Sound Strategy must be answered on both‘ Structured
Functions Sheets (i.e., How? Where? and How Often?). '. A

Criterion 13. Writin g a script that exhibits how each chosen Sound uFunctio_n.was Structured
in the sequence or segment. ‘ |
Criterion 14. Writing a script that exhibits where each Sound Function was Structured.
Criterion 15, Writing a script that exhibits synergy (i.e., the Functions and Sﬂ'l;ctures interact
internally in a unique manner, the rcsulf being greater than the sum of its parts).
Criterion. 16, Writing a script that translates,xﬁlanipulates, styfigcs, or otherwise delilierately‘ ~
exaggerates reality. ‘
| Qm_mgn_]l Writing a script that e:\ghibits unusual uses of silence. . ’ N
. Criterion 18. Writing a script that e]aborages on separate ideas through the development of a
chain oﬂf ideas based on the cmbellish‘rhcnt of an original notion,(ex. uses a musical phrasing or
' leitmotif in the segment to relate the subtext-something implied in the story).
" Criterion 19, Writing a script that plays with scientific laws and concepts; Exf‘v:/hz{t would

happen if there was no sight, only sound?

- or if the new Script uses metaphors to compare things by personal analogy; Ex. what

”



“animal sounds the way this person looks? .
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- or if the new Script uses metaphors to compare things by direct analogy. Ex. Bell's ‘ >
invention of the telephone was based on his clinical knowledge of the human ear because ‘of his ‘
work with the deaf.

- o) if the new Script uses metaph_ors to compare things by symbolic analogy. This involves

the use of objective and impersonal sounds to describe personal problems; e.g., a woman
3

-

screams, as the train whistle shrieks.

Criterion 20, Writing a script that uses original humour.

ive Seven;
Given: 1) a problematic or soundless video segment; 2) a blank sheet of paper, a blank
storyboard, a blank I\’/Iulti-layered Script Sheet (a script without Function labels in each column) i »

3) instructions on the procedure for tteating expressionistic sound designs for soundless video

segments; 4) a microphone, a video playback unit, and free access to the search controls of the

videocassette recorder, audio mixing facilities, prerecorded music and sound effects.

The learner has beenable to generate a new procedure for solving the problem synergistically’

by: 1) voluntarily stating/showing his/her own expectations for achievernent of creative

»
[N

N L]

self-expression in terms of its iptrinsic rewards (outcomes); 2) prescribing Sound Functions on ¢
the Function Sheet; 3) Structuring each Sound Function on the Structured-Function Sheets; 4)

writing an original script based on the prescription on the Blank Multi-layered Script Sheet; 5)

mixing an original soundtrack on audiotape based on the script; 6) describing the original process$
Y
used to generatc the new proccdure for solvmg thc problem synergistically usin g sound.

ng_ugn_ZL Showmg/statmg an Intrinsic SaUSfactxon that har&ccn the kcy to dcvclopmg

and rnamtamm g his/her continued motivation throughout this acnvxty s

(v

Cm;g_c,m_ZL Within the learncr s methodology (outlme, sub-plotline, sketch treatment,

scriptoid, etc.), there must be a brief description of 1) the stated picture and 2) the stated sound,
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2) the implied meanings in the pictures; i.e., 3 stated sound;picture functions. -
Criterion 23, \;Vithin the learner's methodology (outline, sub-plotline, sketch, treatment,
scriptoid, etc.), there must be at least 2 brief descriptions about the implied meanings of thé

_sound in the video segment; i.e., 2 implied sound functions.

h¥
>

Criterion 24, Within the leerner's methodology; (outline, sub-plotline, sketch, treatment,
scrip.toid, etc.), there must be there must be a written prescription for creating Structured Sound
Functions on a Blank Sheet of paper that address the questions How? Where? and How Often?
‘should the Sound Function in this Sound Design? ‘

Criteriop 25, Writing a script that exhibits l;ow each chosen Sound Function was Structured

in the sequence or segment.

-

Criterion 26. Writi‘ng a script that exhibits where-each So;md Function was Structured.
Criterion 27, Writing a script that exhibits synergy.
" Criterion 28. Writing a script that delibe}aiely exaggerates reality.
\. Criterion 29. Writing a script that exhibits unuspatuses of silence.
Criterion 3Q. Writin g a script that elaborates on separate ideas through the development of a

chain of ideas based on thc embellishment of an original nonon,(ex uses a musical phrasing or

leitmotif in the segment to relate the subtext-somethmg xmphed in the story).
Cm_mgn_&]_. Writing a script that pIays with scientific laws and concepts, by personal
analogy, by direct analogy, or by symbohc analogy.

_-or if the new Script uses metaphors to compare thmgs by personal analogy; Ex. what

e

animal sobnds the way this person looks?

) v

- or if the new Script uses metaphors to }:ompare things by direct analogy. Ex. Bell's
- e ---‘;«v-—~- mmmm emmeis e 4 -
invention of the telephone was based on his clinical knowledge of the human ear because of his

v
a— a

work with the deaf. : .

AN

- or if the new Script uses metaphors to compare things by symbolic analogy. This involves‘.

the use Of objective and impersonal sounds to describe personal problems; e.g., a woman

4
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screams, as the train whistle shrieks. .
Criterion 32, Writing a script that uses original humour. T
Criterion 33, Mixing a soundtrack that exhibits how each chosen Sound Function was

Structured in the sequence or segment.
Criterion 34, Mixing a soundtrack that exhibits where each Sound Function was Structured.
Criterion 35, Mixing a soundn;aék that exhibits synergy

. Criterion 36. Mixing a soundtrack that deliberately exaggerates reality.
Criterion 37, Mixing a soundtrack that exhibits unusual uses of silence.
g' riterion 38, Mixin ga sounduack that elaborates on separute ideas based on the

embelhshment of an original notion.

' C__[gngnlﬂ Mixing a soundtrack that plays with st‘iennﬁc laws and concepts, by personal
ana]ogy, by direct analogy, or by symbohc analogy.

s
If the new mix.plays with m;_g_]_a_s_and_g_o_ngcms Ex. what would happen if there was

no sight, only sound? ‘

- orif the new mix uses metaphors to compare things by personal analogy; Ex. what animal

&

-

sounds’the way this person looks? -
- or if the new mix uses metaphors to compare things by~direct analogy. Ex. Bell's invention
of the-telephone was based on his clinical knowledge of the human ear bccauée of his work with

the deaf. ( ot

L

- orif the new mix uses metaphors to compare things by Symbolic analogy. This involves

the usc of objective and impersonal sounds to describe personal problcms e.g., a woman
S ;
screams, as the tréun whlstle shrieks,

ng_ng_n_Q. Mlxmg a soundtrack that us;es onglnal humour ' -

14
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Discriminate Examples from None#mples

in Expressionism, and on the Soundtrack.

Video Segment;

1. In examining this video segment as a 3 component sgatem;1
ie.script, pictures and sounds;it could bs,_faid that this
Uideo Segment is an example of an Expressionistic
Conhceptualization of reality. UWhy ér why not? g

No [
Yes [J

'a

2. If "yes", which éomponqnt(s)in the production systenm A
is/are considered to be Expressionistic

. Conceptualization(s)of reality? Uhy?

" Pictures only []J
Pictures & Sound [(JJ N

Sound only b ' :
Sound & Script  []

Scriptonly [
Script & Pictures [

Pictures, Script
& Sound

- . ,/

»~

4 g y T
3. In examining the soundtrack of this Uideo Segment,

it could be said that this is an Example of
designed sound. Why or why not?

-

N

‘ )
No
/ B
Yes
4 S
Caution: Whether the Sound has been designed, or not has nothing to do
\ with whether the Sound is Expressionistic or Realistic i



Describe The Functions Of The Sound Design |
For Video Segment

>

|

Ste‘) 2: What the Sound Says (Ex.Both people disagree about...)

Step 1: Yhat the Pictures Show (Ex. Two people talking.,.)

Step 3: Yhat the Pictures Imply (Ex.Both are unsure of their own convictions)

¢ ¢

_ . ' R
Step 4: What the SOUND IMPLIES about the Atmosphere, Feeling, oz_ﬁood‘
N |

sg._.,; 5: What the SOUND IMPLIES about the what the Point(s) of\’ie\_r.
R . (A Subjective POV, an Objective POV, the Performer's POV/ all of above)

o

Step 6: Yhat the SOUND IMPLIES about Future or Past Events

("meanwhile, several years ago/ several years hence *); ,

~

A

#
* Step 7: Yhat the SOUNDY IMPLIES about the Locale(s)
(Your Character's Psyche: or the Same Locale but different Time)
' Step 8: Yhat the SOUND :IMPLIES about the Chgrac’tﬂ’s Past.
EY
P . '

{Your Character's Personal Past /Private Past/Public Past)
. , : . - ° -
) Na )

\
.

Step 9: Yhat the SOURD _|MPLIES about the Character IN the Character
. "(Who is's/he? Whatdoes s/he want? Who/What is s/he Afraid of?)

A
L)

-

. SR -
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Describe The Structures Of The Sound Design .
for Video Segment :

The Infor mational Strategy;

O Cues The Image I Dominates the Image

-

How?? How?

How Often? How Often?

Where? - Where? ,
] Counterpoints the Image O Undermines the Image

How 7 - How? . .

How Often? ' How Often?

Where? - Yhere?

The Emotional Strategy:

. [ Punctuates an Emotional Highlight [ Defines Intensity Of Action
.How'/

How?
How Often? How Often? -
Where? Yhere?

The Pacing Strntei]'lj;

O Slow-Paced : ] Fast Paced
How ? How? —
How Often? How Often? - i
Yhere? : Where? .

~

The Rhythm Strategy:

- [ Diséontinuous Rhythm [0 Continuous Rhythm

How ? ¢ ) How ? ‘

How Often? How Often?

Where? i Where? C-

[0 Massed Review The Review Strategy;
How? . :
— S d Revi
How Often? - - - *g p_ace\ eview
/\‘ Where? ’ How ¥ SR
' [ Summarized Review How Often?
. Yhere? :
How?
How Often? . . . .
Where? .
The Delivery Strategy: . '

0 Divergeny Delivery O Convergent D"‘gjm

How? - . - . How? "
‘How Often? . How Often? [ 4
Yhere? - : Where?

A

e i

o
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Create The Functions Of The Sound ﬁesign
For Video Segment

Sdtep 1: What the Pictures Show (Ex. Two people talking...) )

Step 2: What the Sound Says (Ex. Both people.disagree about...)

Step 3: What the Pictures Imply (Ex.Both are unsure of their own convictions)

e

Step 4: What the SOUND SHOULD JMPLY about the Atmosphere, Feeling, or Mood |

/

Step 5: %hat the SOUND "SHOULD IMPLY about_what the Point(s). of View
Subjective POV, an Objecti’/e POV, the Performer’s POV/ all of above)

. R )
(\' v
Step &: What the SOUND SHOULD IMPLY about Future or Past Events !
i ("meanwhile, several years ago/ several years hence ™) D

a

1

»

Step 7: Yhat the SOUND SHOULD IMPLY about the Locate(s)
(Your Character’s Psyche  or the Same Locale but different Time)(f

-

Step 8: What the EOUND SHOULD IMPLY about the Character's Past.
(Your Character's Personal Past /Private Past/Public Past) ’

Step 9: What the SOUND SHOULD IMPLY. aboug the Character IN the Character ’
(Who is s/he? What does s/he wani? Who/What is s/he Afraid of?)

N




~
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Create Stru‘ctured Sound Functions

for Video Segment

»

" for Function:

156

The Infor mational Strategy:

[ Cdes The Image
How “

0 Dominates the Image

How?
How Often? How Often?
\ra/here? Where?
[3 Counterpoints the Image. [0 Undermines the image
How ? How ¥ ¢ .
How Often? How Often}
¥here? Where? ‘.

[ Punctuates an Embtional Highlight

Théﬁotional Strategy:

[0 Defines Intensity Of Action

How'.; How ? o
How Often? - How Often?
Where? Where?
- N
The Pacing Strategy:
.0 Slow-Paced 0 Fast Paced
How? How 7 T
How Often? How Often?
Where? Where?
" The Rhythm Strategy:
O Discontinuous Rhythm . O Continuous Rhythm
How 7 ) How 2
How Often?™ How Often?
Where? Yhere?
(] Massed Review The Review Strategy:
How ? p ‘
A S A Spaced Revie
How Often? [ Spaced Reyiew
Where? How?
[ Summarized Review How Often?
- \ YHere?
How 7 { \
How Often? .
Yhere?

-

[ES

(] ‘Diverge;nt Delivery

The Delivery Strategy;

0 Convergent Delivery

How 7 - How 7
How Oftrn? . How Oftén?
Yhere? Where?

°
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Write The Script ’

ﬂThe procedure tor writing the script inv;lves; recording the lepgth of the Time and the Pictures,
9 1imd “letures
for each Video Seg., then structuring every IMPLIED Sound Function under the appropriate column:

tor~.ngg' o Seg;nent

Stated Picture IMPLIED IMPLIED IMPLIED | IMPLIED| MPLIED IMPLIED
Time: |Stated Sound: |Character |Case History P.0.V's] Locales | past/Future Mood
00.00 .
- .
\ " N
AR
1 /I -’
? 1
14 B
N "
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@

Your 0§vn Procedures For Designing Sound. . ‘
;‘ . " for Video Segment {:

LY 1
. L
[ 4
.
1
-~ » 9
.
.
E] *
¢ ’ R
for Video Segment 2; .
.
» 3 ¢ ey
. ; . . ‘
.
4 D
.
‘I
- - i ‘
. .
. ~ .
%
.
s
N
. e Sy .
. .
4 N
. : .
. for Video Segment 3:
. ' s 4
| J— ’~
. R
. R .
iy
r
.
Y k] b -
- -
P ~ r -
R
L
T . ’ » -
, .
.
_ .
' "y € . - -
- .
0 Ld »
. A

? . r
N . )
: Mo " , ' Lo
' N R [y -
‘ o . '
. - - “ - v - .
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Write The Script L
] write ine oCcript ' '
. A
&
. ' K e
) .
. for Video Segment __ : ‘
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