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Sound in the Cinema

i oise. But, as we saw in Chapter 1, in the

Plric[:e:;duufc{?l::] parggl?;]:lrcl)iljhne sound track is constructed separa:‘tely ;Loxrln
the imaggs, ard it can be manit]ialu!a:cdhinnir;?:;ndenlly. This makes sound as

i i {1y . )
e ;l;dt‘:i;ﬂ:lﬁzi:ri:;sotﬁzaarglesl technique to study._We're‘uccusm:pef :1)) clf;-l

ing ny ol the sounds in our environment. Our primary m'formal'?) o

e Tagoat 3;‘ r surroundings comes from sight, and so in (3rdmary ife, sok \
The flon i ?u a. background for our visual atiension. Similarly, we sp-ea‘ (:
. ofle_n Slmf}?ly and of being movie viewers or spectalms—.—al].terms ﬂ'ld‘l ;ug,-r
e It:llntmclc is a sevondary factor, We're strongly mclmed to thin o
E;z:u[ih?lssc;lil;ply an accompaniment to the reul basis of cinema, the moving

ings sim-
Mosi films creale the impression 1hat the people and things onscreen

j 5. H 45 we can
"“"%\:) reover, we can’t stop the film and freeze an instant of sound, as
f g §

dy a frame to exumine mise-cn-scene und cincmalography. Nor ez wr; :zr?:é
tho sou k for vur inspection as susily as we can examineg lpe e'd.m.ng of 2
mfcs;c())?: d]:?:;m (:he. munﬁq and the putterns they form ate elus;Ye. [l;lsr;ﬂ;i:::;i?
a s f ot t ! is technique: scund can achieve ve ¢ -
?:fgu;:; ?512;1:1;);“:‘[;{? \::E;E:::t?}]l:c To :Iludy sound, we must learn to listen 10
fins ately, filmgoers have become more sensitive. Smr' Wars and other hn:
Fort‘unit‘e. y;roduced the broad public (o new technologies of _suund re::.c).r(ll
9f fhe 1570 l-:':rll.u:lion Audiences came to expect Dolby naise reduu;}o_
ing _af]_d r:gl anded fre.zquency and dynamic range, and four- and 51.x-tret1‘::):f Liz‘
Z:::T;:ji;ackp. During the early 1990s, digital sound l?ecpdmc:::liggzd ey
budget pictures, and now virtually all relcases have cns}[:, a “. ar.cd nd pracks.
“An older film like Casabianca hus an empty sm!ndlrac [ rsup s soend
e do today,” remarks sound designer Michael Kirchberger, : p o
wd'l o for L(!IA‘{ in Transtation. *“Tracks are fuller and more o ha l?e cgand o
;4:11(tiplcx theaters upgraded their sound Sfcfl:;‘zl;oh?ri?;::ferz \:Sﬁ ;avishing
i 3 ers
E;)l}::(llar;gtosfi:zz]ijt:epfrlg:t‘l:;flfi:; E?i?e late 19205 have filmgoers been so awie

of what they hear.

The Powers of Sound

Wheither noticed er not, seund is a powerful film lechnique for several rensons. For
one thing, it engages a distinet senge made,

Even before recorded sound was intro-
duced in 1928, silent films were accompanied by orchestra, organ, or piano. At a

minim, the music filled in the silence and gave the spectator a more complete
perceptual experience, More sigrificantly, the engagement of hearing opens the
possibility of what the Soviet director Sergei Eisenstein calieg “synchronization of
senses”—making a singls rhythm ar expressive quality unity both image and
sound,

Also, sound can aclively shape how we perceive and inten

pret the image, fo one
sequence of Leiter from Siberia (7.1-7.4), Clris Marker demonstrates the power of

sound to alter our understanding of images. Three times Marker shows the same
footage—a shot of a bus passing a car on a city streel, three shots of workers paving
i streel. But cach time the footage is accompanied by u completely different sound
lrack, Compare the three versions tabulated alongside the sequence (Table 7.1),
The first one is heavily affirmative, the secand is hatshly eritical, and the thirg
mixes praise and criticism. The audience will construe the same images differently,
depending on the sound track.

The Lerter from Siberiy sequence demonstrates another advantage of sound:
film sound can direct our attention quite specificatly within the image. When the
commentator describes the “blood-colored buses,” we are likely to look al the bus
and not at the car. When Fred Astaire and Ginger Rogers are executing an intricate
step, chances are that we walch their bodies and not the silem nightelub spectators
looking on. In such ways, sound can guide us (hrough the images, pointing o things
to watch.

This possibility becomes even more fertile when you consider that the sound
cue for some visnal element may anticipate \hat element and relay our altention 10
it. Suppose we have a close-up of a man in a room and hear the creaking of a deor
opening. If the next shot shows the door, naw open, our attention will probably shift
to that door, the source of the offscreen sound, But if the second shot shows the
door stilt closed, we will likely ponder pur interpretation of the sound. (Maybe it
wasn’t a door, after all?) Thus the sound track can clari fy image events, contragict
them, or render Ihem ambiguous, [r all cuses, the sound track <an enter into an ne-
tive relation with the image track.

This example of the door opening suggests another advantage of sound, Tt cues
us to form expectations, If we hear a dogr creaking, we anticipate that someone has
entered a room and thal we will see the person in the next shot, But if the film draws
on conventions of the hotror genre, the camera might stay on the man, staring fear-
fully. We would then he in suspense awaiting the appearance of something frighiful
offscreen, Horror and mystery films often use the power of sound from an unseer
Source to engage the audience’s interest, bur all types of films cun take advaniage of
this aspect of sound. During the town meeting in Jews, the characters hear a grating
sound and turn to look offsercen: a cut reveals Quint’s hand scraping on a blavkboard-—

. Creating u dramatic introcduction 1o this charnoler. We'll see as well several cases in
- which the use of sound can creatively cheat or redircct the viewer's expectations.

In addition, sound gives & new value ta silence. A quiet passage i a film can

‘Creale almost unbearable tension, forcing the viewer 10 concenirate on Lhe screen

&nd to wait in anticipation for whatever sound will emerge. Just as color film turng
black and white into grades of color, 5o the use of sound in film will include a1l the
possibilities of silence.

One more advantage: Sound bristles with a5 many creative possibilities as ed-
iting, Through editing, one may join shots of any rwg Spaces to create a ineaning-
ful relation, Similarly, the filmmaker ean wix any sonic phenomena into a whole.
With the introduction of sound cinema, the infinity of visual possibilities was joined

-by the infinity of acoustic events,
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“The most exciting moment is the
moment when | add the sound. . . . At
this momenit, [ tremble”

~ Akira Kurosawa, director
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CHAPTER 7

Images First Commentary

Second Commentary

Third Commentary

Al

“Yakutsk, capital of the
Yakutsk Autonomous Seviet
Socialist Republic, s a rrod-
amn city in which comfort-
able buses made available
te the population share the
streats with powerful Zyms,
the pride of the Soviet au-
tomohile industry. In the

Yakutsk Is 2 dark city wilh
an evil reputation. The pop-
ulaticn is erammed inte
Llood-celored buses while
the members of the privi-
leged caste brazenly display
the tuxury of their Zyms
costly and uncamfortable
cars at best, Bending

In Yakutsk, where maodern
houses are gradually replac-
ing the dark elder sectians,
a bus, less crowdad than its
London or New York equiv-
alent at rush hour, passes a
Zym. an excellent car re-
served for public urilities
departments on account of
its scarcity.

jayful spirit of socialist am-
ulation, happy Soviet work-
ars, ameng thom this
picturesque denizen

T the task lke slaves, the
miserable Soviet workers,
among them this sinister -
looking Asiatic,

With courage and tenacity
under extremely difficult
cenditions, Soviet workers,
among them this Vakut

of the Arctic reaches, apply

themselves

apply themseives o the
primitive labor

afflicted with an eye disor-
der. apply themselves to

to making Yakutsk an even
better place to live,

74 Cr else:

of grading with a drag beam.

Cr simply:

improving the appearance
of their city, which coutd
certainly use it

Fundamentals of Film Sound

Perceptual Properties

Several aspeets of sound ns we perceive it are familiar to us from everyduay experi-
ence and are central to flm’s use of souad.
Loudness The sound we hear results from vibrations in the aiz. The amplizude, or
breadth, of the vibrations produces our sense of loudness, or volums, Filn sound
constantly manipulutes volume, For example, in many films, a tong shot of u busy
street is accompanied by lowd traffic noises, but when two peaple meet and stast lo
speilk, the volume of the waffic drops. Or a dinloguc beiween g soft-spuken chay-
aeter and a blustery one is characterized as much by (he difference in volume as by
the substance of the talk,

Loudness is also reluted to perceived distance; often (he louder the sound, the
closer we take it 10 be. This sort of assumption seems to be at wark in the street traf-
fic example already mentioned: the couple’s dialegue, being louder, is sensed ng in
the acoustic foreground, while the iraffic noise recedes to the background. In addi-
tion, a film may startle the viewer by expleiting abrupt and extreme shidts in vol-
ume (vsually cailed chunges in dynamics), as when a quiet scene iy interrupted by
a very loud noise.

Pitch  The frequency of sound vidrations affects pirch, or the perceived highness
or lowness of the sound. Certain instruments, such as the tuning fork, cun. produce
puze tones, but most sounds, in life apd on fitm, are complex tones, batches of dijf-

ferent frequencies, Nevertheless, pilch Plays a useful role in helping us pick out dis- 7€

linct sounds in a film, It helps us distinguish music and speech from noises. I also
serves to distinguish among objects, Thumps can suggest hollow ubjects, while
higher-pitched sounds (like those uf jingle bells) suggest smoother or harder sur-
laces and denser objects.

Pitch can also serve more specific purposes, When young boy Irigs 1o speak
in & man's deep voice and fuifs, 45 in How Green Was My Valley, the Jjoke is based
primarily on pitch. Marlene Dietrich's vooal delivery often depends on 2 long up-
ward-gliding intonation that makes statement sound fike a question. In the coro-
nation scene of hvan the Terrible, Parl 1, a court singer with a deep bass voice begins
asong of praise to lvan, and each phrase rises dramatically in pitch (7.5-7.7). When
Rerrard Merrmann obtained the effects of shridl, birdlike shrieking in Hitcheock's

Psycho, even many musicizns could not recognize the somrce: violing played atex- 77

traordinarily high pitch,
When Julianne Moore was planning her performance as the protagonist of
Todd Haynes’s Safe, she took pitch and other vocal qualitics iate accaun:

My first key to her was her voice, ber vogsl patlerns. Tstarted with a very rypical
Sonthern California speech pattern. It"s alimost a sing-song thythm, you know—il’s
referred 1o as the “Valiey quzlity” that ravelled across the cotmiry and became a uni-
veral American vocal patiern. It was impartant o me that her voiee would have that
kind of melody to it. And then t would put question mawks at the end of the senence
all the Lime—1hal way she tevar makes a statzment; it makes her very unsure and
very undefined. | also went above my owa chords, hecause [ wanted the sensation of
her vuice not being connieeted at all w her bady—that’s why her voice is so high.
"This is someune wha's completely disconnected from any kind of physicality, from
any sense of being herself, from really knowing herself, In that sense, | guess the vo-
<l choices are somewhat metaphorical.

Timbre The harmonic components of sound give it a Certain color, or tone
Quality—what musicinns cull simbre, When we call someone’s voice nasal or o
Cenain musical tone mellow, we're referring to timbre. Timbre is actually a less

Eumeanently of Py Swng

In lvan il Terrible, Eiscnsiein
emphasizes changes in voeul pitch by
culting from g medivm-long shat , ..

+ . 1oz close-up of the singer.

Y
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“The Empire spoceship sounded o
certain way as compared to the
Imperial fleet; thar was o defiberate
style chonge. Everybody in the Empire
had shrieking, howling, ghostlike,
frightening sounds. . . . You hear it—
you jump with fear. Whereas the
rebel farces had more junky-saunding
ptanes and spaceships. They weren't
quite as powerful: they tended 1o pop
and sputter more.”

— Ben Burte, sound editor, on Star Waors

“Tae many films seem essentiolly
designed to be heard in the mixing
studfios, | always fight against
recording every single footstep, and
would rather lose the sound of
people settfing into armchairs, etc.,
and fode out a particufor atmesphere
sotnd once the emotional impact has
been achieved, even at the cost of
reafism. You have to know how to
play with silence, to treat sound like

Sanzd o the Clinema

fimdamental acoustic parameter than amplitude or ﬁ'cqucnc-.y: butit’s i-nd!s‘p‘cnsnt;‘lf:
in describing the texture or “feel” of a sound. In e\[ery;li!ynlll){z. the recognilion of a
[amili 15 largely a matter of various aspacls of limbre. )
|all‘lll-}i1;;nsr§lz]1l;:'r]§ ﬁiip{llate timbre continually. Timbre can help a.mcu]ute p:xi
tions of the sound track, us when it differentiates muglcul instruments fﬂ;,?d‘m? o
other. Timbre also comes forward on cerlain occasions, as in the r_:llch usei
oleaginous saxophone tones behind seduction sceres. More subtl}_', in th edopeg [?gl
sequence of Rouben Mamouliun's Love Me Tfnghr, peeple starting tb c tay_ 'm:]
street pass a musical rhythm from object to object—a brc_)c_)m. a cqrpgt el fe:"he ‘0 1
the humor of the number springs in part from lhe. \:ery (.Jlifel‘ﬂlll umdlres ud‘ ¢ o
jecls. In preparing the sound track for Peter Weir's Witness, the e "‘Dr; wf o
sounds recorded 20 or more years before, so }hat the less r_nodcm tim| _rte, o
older recordings would evoke the rustic seelusion of the Am}sh u.:or_n.munl yr.e o
Loudness, pitch, und timbre interact 10 defire the oyemll_ s.f)nz:.lte:;;amerq'
film. For exumple, these qualities enable us to recognize dlﬂ&:l‘t\!‘:' c " Voiéc
voices. Bolth John Wayne and James Stewur:t speak slnw}yt, hULTh?y[‘:[{ffference
tends 1o be deeper and gruffer than Stewart’s qgerulous drawl. . i5 [hleir renee
works 1o great advantage in The Man Who Shot Liberty ‘i_’c:i'an_ce,;w cre oir chat-
acters are sharply contrasted. [n The Wizard of Oz, lhe_dl_sla_arlty ! .etw'eir; the plhe
lic image of the Wizard and the old charl’ntnr.) who rigs it up is md’:&r'n v)i)ice
buoming bass of the effigy and the old man’s hxgher,l softer, mor]e quay 1h§le Cﬂ:
Loudness, pitch, and timbre also shape cur expericnce o_f a ﬁ m aﬁ aE“fh ci-mm.
izen Kane, for example, offers a wide range of sound mal:upu!d_uons: K(-' o'S e
bers alter timbre and volume. A motif is for_med_t?y the inubility r}t l’sd:]?iﬂg e
Susan lo sing pitches accurately. Moreover,_ m_szeu Kune, lllle1 p l::i Shifts ber
tween times and places are covered by contlpumg a sound thread an v;ryl lg e
basic acoustics, A shet of Kane applauding dns_sol_vcs to a shot o_f il cro\:v afsufll: >
ing (a shift in volume and tirmbre). Lelanc! bcgm_nmg.a sentence in gle]strede -
Kane finishing the sentence in an ur;lilonum, his voice magnified By Joudspeakess
shift i me, timbre, and pitch). ] .
« Shiﬂcl:n:itli]sc recluction tect]:niqucs, multi-track reprodu_cuon, _:md di‘gl}[:' spund
yield wider ranges of frequency and velume, as well as crisper ‘mlnbrlesdl_ dél wlczr:
available o Almmakers in the studio years. Today smmd.edllms can indivi E]adl_
voice or noise to a surprising degree. For The Thin Red I:me, every char':\jctcplx: tf 1.2-
tinctive breathing sounds were recorded for use as a}nbngnt roise. Ran ); W_o(rjnf,
sound designer for Cast Away, sought o characterize different scn'rshgf k 11 "
breezes from the open sea, winds in a cave. Scund even announces 4 shift in i
direetion crucial 1o one of the hero’s plans. “We can use the wind in a very mus
way,” Thoms notes.

Selection, Alreration, and Combination

Sound in the cinema is of three 1ypes: specch, m_usic, and noise {also cn}l}led smf:;j) e{;
feets). Occusionally, a sound may cross categeries—Is a SCIEE.I{H speech or Em ‘[-icq
electronic music also noise?—and filmmakers have freely explmlcr.i these am tgéuh r
I Psycho, when a woman screams, we expect fo hegr_a hn._]man voice and lI!l]E[C:: h :;\e
scrcai'njng violins, Nevertheless, in most cases, the distinctions hc_)ld. Now t_ at elemed
an idea of some basic acoustic properties, how are speech, music, and noise se

and combined for specific purpuses?

Choosing and Mapipulating Sounds  The creation of the sound track resembles

composite image, and 4 bit of sound he processed 1o change its
And just as the flmmaker may link or superimpose miges, 5o r
any two sounds end to eng or place onc over another. Theugh w,
aware of sonic manipulations, the souad track demands as much
as does the visoal track.

Sometimes the sound track is conceived before the image track, Studio-made
animaled cartoons typically record music, dialogue, and sound effects before the
images are filmed, so that the figures may be synchronized with the sound frame by
frame. For muny years, Carl Stalking created frantically paced jumbles of familiar
tunies, weird noises, and distinctive voiees for the adventures of Bugs Bunny and
Daffy Duck. Experimental films also frequently build their images around a preex-
isting sound track. Some filmmakers have even argued that abstract cinema is a sort
of “visual wusic” and huve tried 10 create » synthesis of the (wo media,

As with other film techniques, sound guides the viewer's attention, Normally,
this means clarilying and simplifying the sound track so that important material
stands out, Dialogue, as a transmitter of story information, is usually recorded and
reproduced for maximum clarity, Important lines should no( have 10 compete with
music or background noise. Sound effects are usually less important. They supply
an overall sense of a realistic environment and are seldom noticed; if they were
missing, however, the silence would be distracting, Music is usually subordinate to
dialogue us well, entering during pauses in conversation or effects.

Dialogue doesn’t atways rank highest in impertance, though, Sound effects are
usugily central to action sequences, while music can dominate dance scenes, transi-
tional sequences, or emotion-laden moments without dialogue. And some fitmmuk-
ers have shifted the weight conventionally assigned to each type of sound. Charles
Chaplin’s City Lights and Modern Times eliminate dialogue, letting sound effects
and music come to the fore, The films of Jacques Tati and Jean-Mayie Straub retain
dialogue hu still place great cmphasis on sound eff ects, Later in this chapter, we'll
consider how music and noise in Robert Bresson’s A Man Escaped fill out a sparse
dialogue track by evoking offscreen space and creating thematic associations.

In creating a sound track, then, the filmmaker must sefect sounds that will ful-
fili a particular function. In order to do this, the filmmaker usually wilt provide a
clearer, simpler sound world than that of everyday life. Normally, our perceplion
filters cut irrelevant stimuli and refains what is maost useful at a particulur moment,
As you read this, you are attending to words on the page and (fo various degrees)
ignoring certain stimuli that reach yaur ears. But if you close your eyes and listen
attentively to 1he sounds around you, you will become aware of many previously
unnoticed scunds—traffic, footsteps, distant voices, Any amateur recordist knows
that il you set up a microphone and recorder in what seemns to be a quiet envizon-
ment, those nacmally unnoticed sounds suddenly become obtrusive. The micro-
phone is unseiective; like the camern lens, it doesn’t aufomatically filter cut what is
distracting. Sound studios, camera blimps to absorb motor noise, directional and
shielded microphones, sound engincering and editing, and libraries of stock sounds

all allow the filmmaker 10 choose exactly what the sound truck requires, Unless a
filmmaker actually wants the ambient noise of a scene, simply holding oul a mi-
crophone while filming will rarely be selective enough.

By choosing certain sounds, the filmmaker guides our perception of the image
and the action. In one scene from Jacyues Taui's Mr: Hidor's Holiday, vacationers at
aresort hotel are relaxing (7.8}, Early in the scene, the guests in the foreground are
murmuring quistly, but Hulet's Ping-Pong game is louder; the sound cues us (o
watch Hulot. Later in the scene, however, the same Ping-Pong game makes 1o

acoustic qualities,
nay he or she join
e aren’t usually ag
choice and control

Frendanontaly of Filin Seund

“We were going for a doctmentary
feel. We came up with a way for the
foop group actors 10 say tines in a
way we called ‘nondescript dialogue.
They said lines, but they didn't say
the actual words. If you put it bekind

pecple speaking, you just think it's
people talking offscreen, but your ear
isr't drawen to it. It would just fie
there as a bed, and vou can play ic
relatively loudly and it just fits in
with the scenes.”

—Hugh Waddell, ADR supervisor, on The Thin

Red Line
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the editing of the image track, Jusy as the ﬁlmmalkcr may piuk. the best lmatgl:: frf':::
several shots, he or she may choose what exact bit of sound w:ll_ besl- se_rv::1 3iEuﬂl
pose. Just as foolage from disparaie sources may be: bl;nded inte d's;nlg; rréely.
track, 50 (00 sourd that was not recorded duri.ng fl]]'mng may be 'f u:d e
Moreover, 4 shot may be rephotographed or tinted in color ur jigsawe

- sound at 2ll, and our attention is drawn 1o the muttering cardplayers in the fore.

music” - &raund. The presence and absence of the sound of the Ping-Pong ball guides our
Expectations. If you start to notice how such selection of sound shapes cur percep-
-tien, you will also notice that Glmmakers often use sound quite varealistically, in

erder o shift our atleniion to what is narratively or visually important,

— Bernard Tavernier, director

7.8  InMr Hular's Holiday, in the
foregreund, guests quietly play cards
while in the depth of the shot, Mr. Huiot is
frantically playing Ping-Pang,.
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“I1s it belter to say, 1 love you,' bang,
then cut 10 the reaction? Or is it
better 10 say, | love you hangonit o
Baat to shaw the emation of the
persan delivering the line, ther go for
the reaction? It’s a matter of choice.
Either way, there’s a different result
for the audience looking ot it. Are
their sympathies with the guy who
said the line. or the girl who said the
line? Or is the audience saying, Dan't
befigve hitn, he's going to screw you
averl. . If you find the frame 1o cut
on at that right moment, the
audience will be totally satisfied”

— Tum Rolf, ediror

Our scene from Mr Helor's Holiday also points up the inportance of how a
chosen sound inay have its acoustic qualities wansformed for a particular purposc,
Thunks 10 a manipulation of volume and timbre, lhe Ping-Pong gumue gains in
vividness and clarity. Similarly, a character speaking will usuzlly sound nearly us
loud in long shot as in close-up, even though this is a Aagrant violation of realism,

AL the limit, wholly new sounds may be made of old ones, 'The noises emitled
by the demonically possessed girl in The Exorcist blended screams, snimal thrash-
ings, and FEnglish spoken backward. To creatc the sour of a Tyrarnosaurus rex for
Jurassic Park, sound engineess fused a1 tiger’s roar, 2 baby elephant’s trumpeting at
midrange frequencies, and an alligator’s growl for the lower lones. On film, even
jet planes’ roars typically include cries of animals—not only lions and elephants but
monkeys as well.

Nowadays, film sound is normally reprocessed to yield exactly the qualities de-
sired. A dry recording of the sound in a fairly nonreflective space will be manipu-
lated electronically 1o yicld the desired effect. For instance, the voice of someone
on the telephone is Lypically (reated with fillers w0 make it more tinny and muffled.
(In Hollywood parlance, this is calied “futzing” the sound.) The almost nonstop
rock-and-roll music of American Graffiti used two recordings of the muosic. A dry
one was prepared for moments when the music was Lo dominate the scenc and had
to be of high quality. A more ambient one for buckground noise was derived from
a tape recorder simply playing the tune in a hackyard.

Sound Mixing Guiding the viewer's attention, then, depends on selecting and
reworking particular sounds. Tt also depends on mixing, or combining them. It is
useful to think of the sound track not as a set of discrete sound units but as an on-
gaing stream of auditory informaton. Exch sonic event takes i1s place in a specific
pattern. This patten: both links events in time and layers them at any given moment.

We can easily sec how the sound track offers « siream of auditory information
by considering a scene cul wecording to classical continuity principles. When film-
makers edit conversations in shot/reverse shot, they oflen use a dialogue overlup
10 smocth down the visual change of shot. Tn & dixlogue overlap, the filmmaker con-
inues a line of dialogue across 4 cut. During 4 conversation in Johin McTiernan's
The Huni for Red October, we get the following shots and dialogue:

1. {ms) Over the political officer’s shoulder. favoring Captain Ramius (7.9)
Officer: “Captain Tapalev’s boat.”
Ramios: “You know Tupaiev?”
Officer: “T know he descends .. "

. {ms) Reverse angle over Ramius’s shoulder, favering the officer (7.10)

&)

Officer (continuing): ™. . . from aristocracy, and that he was your student. 10°s
rumored he has a special .. 7

3. (mcw) Reverse angle on Ramius (7.11}
Officer (continuing): ™. . . place in his heart for you.”

Riumius: “FThere's little coom in Tupalev's heart for anyone but Tupalev.”

Here the political officer’s chatser provides an auditory continuiry that distracts
from the shat changes, Moreover, by cutting 10 a closer view of the listener before
w sentenee is finished, the sound and cditing coneenlrate our attention on Ramius's
response. As a Hollywood editor puts it, “The minute a telling word or a question
is pesed . . . 1 go for a reaction 1o see . .. how they ate wrying to formulate the an-
swer in their face or diglogue.” The principle of dialogue overlap can be used with
noise as well, In the Huni for Red October sceng just mentioned, sounds of a spoon
clinking in a lea cup and of papers beiny riffled also carry over certain cuts, pro-
viding a continuous stream of sonic information.

Fradumeneds o Frlim Sownd

TI0  The Hunt for Red Ocraber: shot 2.

TN The Hunt for Red October: shot 3.

noise il;sl;l(:i:;m i:'" ;:wolnla more than sirply linking one line ol dialogue or bit of

5210 4 er. We have already seen that in producti inj

" ther. ave ol seel production, combining sounds is usu-

:sll:\;::)gc'u]l::i shouting, in the mixing process. For example iannrms'ic‘ Fark
en Spielberg manipulates volume unrealis ¢ : a :

: i I : alistically for purposes of i

e Spielberg npulal unres purposes ol narrative clar-

hzm‘_ri:i\lellvib cow has hu,;,n Iowered inte the velociruplors' pen, the South African
er gives mportant information about the habits of '

" abits of these predators, is
n ‘ 5 imy se predators, und his
Ti’]l;::ﬁ;mf]f”'lhmugh louder than those of churacters closer to the cumm,-;l (7.12)
e ! zix:.z CL-:(IJ] Prec_:lsely csalllrtml the volume, duration, and tone quality of cilcﬁ

. In modern illmmaking, a dozen or more separate tacks may be mixed in

‘For the {ast few years—since Blue
Velvet, ! think=-i have tried to do
maost of the music before the shoor. |
discuss the story with my compaser,
Angelo Badatoment], and record atf
sorts of music that ! listen to os I'm
shooting the film, either on
headphones during diclogue scenes
or un loudspeakers, so that the
whola crew gets in the right maod.
Its a great tool. It's like a compass
helping you find the right direction.”
— Bavid Lynch. director
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AT In Jumssic Park, although
Haminond and Ellic are closer (o the
camera than is anything else in the shot.
their diglopue is an uninte]ligiblg murmur.
while the cxposition about velm:]mptor.s
given by the huner in zhe background is
clearly andible.

713 As Michael sits opposite Sollozzo,
the sudtlen rumble and whine of an
offsereen train sound all the more h:lrs-h
when compared with the calm expression
on Michael's face.

Sound in the Cinen

layers at any momenl, The mix can be quite dense, as when an airport sr;e:m-:kcom(i
bines the habble ol several distinet voices, footsteps, Iuggagc‘ trolleys, Muzak, an
lane engines. Or the mix can be very sparse, with an occasional sound emergmg
ggaimt u background of total silence. Most cases will fall somelwhere ttetweecrlm ll_e.;:
extremes, In our Hunt for Red October scene, a dlstan!: throbbing cogine and slig
brushings of fabric form a muted background to the dialogue exchange.I e
-'I‘he filmmaker may create a mix in which each soypd blends §m001.h. y with |
others. This is commonly the ease when music and effects are mnxel;i with ng:;;;-
i inem 305, the musical score may become -
In classical Hollywood cinema of the 1930z, ore ane prom
i S i i diaiogue, and then it's likely to fade
nt in moments in which therc is no : _ fade ur
Eieuhly down just as the characters begin to talk. (In stuliho pariiaTce. lmil ;s ;_V.acl,;d
ing f i i the mix will associate sourds -
sneaking fn and sneaking out.) Somelimes s Y
:irive]y Iﬁ The English Patiens, when the nurse feeds the patient a plum, a distant
] 1 ing fuge from the war.
churchbell rings, suggesting a peaceful re T )
Alternatively, the acoustic stream may contain mugh more abru?; c&[)né:;s[:;;_
Contemporary Hollyweod films often expleil the dynam;c range gt]"_Do nyg iﬁes o
C ith startling shifts between low, rumbling e ;
ogy to [ill chase sequences wit : ! g el
ining si i In The Godfather, just as Mic i
whining sirens or squealing tires, Michae) Comeone &
i i ival gangster Sollozzo, we hear I
steeling himself to shoot the riva olloz o et
sated train, The sound suggests imp g
creech, presumably from a nearby cl_e\a I ‘ mpy 1
fianger b%th for the victim and for Michael himnself: after the murder, his life will
s
change irrevocably (7.13).

A Dramatic Sound Stream: Seven Semurai  The wa)iT 1]1[1 whi(l:hdsg;r:;]; gnnnglr
i i information is well illustrates
combine to create an ongoing stream of in i te o
i a's Seven Samurai. In a heavy tam, marzuding
baule sequence of Akira Kurosawa's : . arauding
i i i he villagers and the samurai. The
bandirs charge inta 2 village defended by 1 ° !
and wind fm%m a constant background noise throughowt the scene. Bef:re ihc]}i)a;f
tle, the conversation of the waiting men, the tread_ of fl?DlStepS, :}nd [| e ;nu{imm_
qw‘ords being drawn are punctuated by long pauses miwl;_lll'ch we h;,:;:-i :Z li; \:} 5ewr ™
i i stz ! re heard offscreen. -
ming rain. Suddenly distant horses’ hooves a ;
temﬁm from the defenders to the attackers. Then Kurosawa cuis to a lor;g shs}vci)d
the bandits; their horses’ hooves become abruptly louder. (Th;]: s?cm:i e,rnl]:;l :);Z L“l‘ .
j g a is to a source, the louder .
sound perspective: The closer the camera is soun
i’(\’/ﬂn Fhe l?:mdhs burst into the village, yet anothFr sound element appedrzh the
barlits’ haesh battle cries, which increase steadn]):' in volume as they gp{namt.ﬁn
The battle begins. The muddy, storm-swept mise-en-scene :m.d rhy mml 1 ]g
gain impact from the way in which the incessant rain and splashllpg are QXI;' :sfl:;c);
i ief nois f the wounded, the splintering of
interrupted by brief neises—the sereams of i !
a bandiri craslfes through, the whinnics of horses%the twang (l)f & s;lmu;:;l g:e;?;rlﬂgﬁ;
i J omen when the
the gurgle of a speared bandit, the screams of wome h
brca%(s fmo their hiding piace. The sudden Inuusion of certain sounds ‘markA_G abrtlt?;
developments in the ballle, Such frequent suprises helghte:ll our tension, since
j shi i f action to another.
arralion Trequently shifts us from one line © i
" lm'l[hc sce;lc climazxes after the main baitle hus ended. Offscreen thcl F:Du‘l’;ldln‘%l o[f
horses’ hooves is cut short by a new sound——the sharp crncklofda h:l;‘i[i-li; ; rlfai;:] se;
ich i in which we hear only the N
which fells one samurai. A long pausc, in whic f i iving tein, e
i 3 i furiously flings his sword in the direction
hasizes (he moment, The samurai furicus 2 o aih
l;h(;l and falls dead inlo the mud. Another Saml]ﬂfl_l rlac]::s i]?ward tl;cdba;d;: }::6111;2:;:
iflc; 3 and he falls back, wounded; = 3
who has the rifle; another shot cracks out an de - pas
i i in i 1. The wounded samurai kills the chieftain.
in which only the relentless rain is heard. s ' ¢ n
The ather samurai gather. At the scene’s end, the sobs of A younfgds‘n\llmri:, li,i di
tant whinnics and hoofbeats of riderless horses, and the r2in all fade % u»\é yth fmm
The relatively dense mix of this sound track gradual[y 1)mmccli|$:cﬁ i?;l(?u lsa o :1hesa
i i battle cries) and the:
our allenlion to new narrative elements (hooves_, oo
sounds into a harmenious steam. This stream is then punciuated by abrupt sounds

unusual volume or piteh associsted with erucial 5
sercams, (he gunshiots). Overall, the combinatio
objeclive narration of this sequence, which sho
the village rather than confining us to the exp

arrative actions (the archery, women's
n of soundds enhances the unrestricted,
ws us whal happens in various parts of
erience of a single participant.

Sound and Film Form  “T'he chaice and combination of sonic materials can alse
create pallerns that run through the film as 4 whole, We can study this mosi readily
by examining how the filmenaker uses a musical score. Sometimes the filmmaker
will select preexisting pieces of musjc 1o accomgany the images, as Bruce Conner
does in using portions of Respighi’s Pines af Rome us the scund track for A Movie.
(See pp. 365-370.) In other cases, the music will be composed for the film, and here
the filmmaker and the composer make several choices.

The thythm, melody, harmony, and instrumentation of the music can strongly af-
fect the viewer's emational reactions. In addition, a inelody or musical phrase can be
associaled with a particular character, setting, situation, or idea. Local Hero, a film
about a cenfused young executive who leaves Texas to closc a business deal in 4 re-
mote Scottish village, nses twy major musical themes, A ackabilly tune is heard in the
urban Southwest, while a slower, more poignantly folkish melody is associated with
the seaside village, In the final scenes, afier the young man has retrned to Houston,
he recalls Scotland with affection, and the film plays the two themes simultapeously.

In contrast, a single musical theme can change its quality when associated with
different situations. In Raising Arizone, the hapless hero has a terrifying dream in
which he envisions a homicidal biker pursuing him, and the accompanying musjc
is appropriately ominous, But at the film's end, the hero dreamns of raising dozens
of children, and now the sume tielody, reorchestrated and played at a calm tempo,
CONYEYS a sense of peace and comfort.

By reordering and varying musical motifs, the filmmaker can subtly compare
scenes, trace patierns of development, and suggest implicit meanings. A convenien ex-
ample is Georges Delerue's score for Frangois Truffaut’s Jules and Fim, Overall, the
film’s music reflects the Paris of 1912-1933, the years during which the action takes
place; many of 1he melodies resemble worics by Claude Debussy and Erik Satie, two
of the most praminent French compasers of that era. Virtually the entire score consisis
of melodies in 34 meter, many of them in waltz time, and all the main theines are in
keys related 1o A major. These rhiythmic and harmonic decisions help unify the fifm,

More specifically, musical themes are associated with particular aspects of the
narrative. For instence, Catherine’s constant search for happiness and freedom out-
side conventional boundaries is conveyed by her singing the “Tourbilion™ (“Whirl-
wind”) song, which says that life is g constant changing of romantic partners.
Sertings are also evoked in musical terms. One tune is heard every time the char-
acters are in a café, As the years go by, the rune changes from a mechanical player-
piano rendition to a juzzier version played by a black pianist.

The characters’ relations becomes more strained and complicated over time, and
the score reflects 1his in its development of major motifs. A lyricul melody is first
heard when Jules, Yim, and Catherine visit the countryside and bicycle to the beach
(7.14). This “idyll" tune will recur af many points when the characters reunite, but
as the years pass, it will become slower in tempo and more somber in instrumenta-
tion, and will shift from a major to a minor mode. Another motif that reappears in

. different guises is a “dangerous love™ theme associated with Jim and Catherine,

This grave, shimmering waltz is fizst heard when he visits her apartment and
Walches her pour a buttle of viuiol down the sink (7.15). (The acid, she says, is
“far lying eyes” Thereafter, this hatmonically unstable theme, which resembles
one of Satie's Gymmnopédies for piano, is used to underscore Jim and Catherine's
Vertiginous love affair. At times it decompanies scencs of passion, but at other imes
it accompanies their growing disiltusionment and despair.

The most varied theme is a mysterious phrase first heard on the flute when Jules

and Jim encounter 2 striking ancient statue (7.16). Later they meet Catherine and

Fundimensals of Fitm Soungd

“ts a lot like writing on opera.
There’s a lot of form and structure.
We're very conscious that LOTR is
one story that has been broken into
three parts, My score is a complex
piece that has to be structured
caréfully, musically and thematicalfy,
50 that il the parts relute to one
onother,”

— Howard Shore, composer, The Lord of
the Rings

103
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“So, given this mood-altering
potential of music, it becomes g great
source of fun, as well as a chance ta
moke @ scene that works OK work a
whole lot better—1o bring out the
point of @ scene that you haven't
captured in the shooting of il, to
excite the audience. to create the
impression that something is
happening when somerhing isn't, and
olso to creare little emotional
touchstones which you con draw
upon as the story changei—se that
the music that seemed so innocent
and sweet earlier, in new circum-
stances brings on a whofe other set
of feefings”

— Jomathan Demme, director

Hemnd e £ e

T In Jules and Jim, an idyllic bicycle ride in (he country introduces the main musical
theme associated with the three charneters” relations.

715  Catherine discards the vilriol. which she has said is “for lying eyes”

discever that she has the statue’s face; a repetition of the musical molif conlirms the
comparison. Througheut the film, this brief motif is associuted with the enigmatic
side of Catherine. In the film’s later scenes, this molif is developed in an intriguing
way. The bass line (played on harpsichord or strings) that softly accompanied the
wondwind tune now comes to the fore, creating a relentless, often harsh, pulsation,
This “menace™ waltz underscores Catherine's fling with Albert and accompanies her
final vengeance on Jim: driving her cur, with him as passenger, into the river.

Once musical motifs have been selected, they can be combined 7o evoke asso-
ciwtions, During Jim and Catherine’s first intimate 1alk after the war, the bass-line-
dominated version of the enigma waltz is followed by the Jove theme, ax if the latter
couthd drown out the menacing side of Cathering’s characier. The love theme ac-
companies long tracking shots of Jim and Catherine strolling through the woods.
Bul at the scene’s end, as Jim bids Catherine farewell, the original woodwind ver-
sion of her theme recalls her mystery and the risk he is running by falling in love
with her. Similarly, when Jim and Catbering lie in bed, Tacing the end of their af-
fair, the voice-over narrator says: “Tt was as il they were already dead” as the dan-
gerous love theme plays. This sequence associates death with their romance and
foreshadows their tate at the filin’s end.

A similar sort of blending can be found in the Alm’s finul scene, Cathering and
Jim have drowned, and Jules is overseeing the cremittion ot their bodies. As shots
of the coffins dissolve into detailed shots of the cremation process, the enigma
maotif segues inte ils sinister variunt, the menace motil. But as Jules leaves the
cemetery and the narrator comments thut Catherine had wanted her ashes to be cast
10 the winds, the string instruments glide into a sweeping version of the whirlwind

"

¥ The camera siowly arcs araend the statue o5 & new music:

al molif is introduced.

7 The sudness of (ke encing is undercut by the lilting w

hirlwind walty,

gal}t}z (7.1‘.'). The film’s musical score thus coneludes by recalling the three sides of
atherine that atiracted the men to her: her mystery, her menace, and her vivacious

.ulta.cnr'mxs 10 experience. Ir! such ways, a musical score can create, develop, and
associate motifs thit enter into the film’s overall form '

Dimensions of Film Sound

We’ve seen what sourds consist of and how
widely different kinds of sounds available, in addition, the way in which the sound

relate to other film elements gives them several other dimensions, First bccauich:):)l: :E
occupies a duration, it has a sliyshen. Second, sound can relate to jts p’el‘ceive\d s‘uurZe
w:r_h greater or lesser fiedeliry. Third, sound conveys u sense of the spatial condililms in
\N:'hluhlt oceurs, A_md fourth, the sound relates to visuul events (hat take place in 2 spe-
cific time, and this relationship gives sound » temporal dimension, These cate, rorFi,::
reveal that sound in film offers many creative possibilitics to the ﬁlmmaléer. e

Rhythm

(E}hy:l:m is one. uf.[hc most powerful aspects of sound, for it works on our bodies a1

°?P evels. We have aleeady considered it in relution to mise-en-scene {p. 150) and
editing (p. 226). Rhythm involves, minimally, o beut, or pulse; a .'cmp(; (;r ace;
and a patlern of aceenys, or stronger and weaker beats. In the realin of im.’md EII o%
Lhese fealures arc nuturally most rceognizable in film music since- thcrc! lbe'lt
tempo, and accent are basic compositional features. Tn our exam];]cs from Ji nd

the filmmaker can take udvantage of the

ules and

Thuwensions of Fany Sound
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Soumed i the Cllnenza

ized ing a % metrical pulse
: 2 ifs can be characterized as having a 73 metical pulse,
Jim (pp. 273-275), the motifs can : ¢ el puise:
[)Ullil‘ifﬂn accent on the first beat, and displaying vatiable tempo—somelimes §
=
etimes tast. ) ‘
somwe can find rhythmic qualities in sound elTeL:ls as \:_rellll. Thndplf)ﬁgﬁel:ﬂgﬁf
se di a o t galloping at full speed.
of a farmhorse differ from a cavalry mouwnt g A M
i [fer a slowly decaying accent, while a s 8 T
e it e Ins ki ’s i tes a regular, rapid
j i F achine gun’s fire creal gular,
vicles a brief one, In a gangster ﬁlm‘, a mac s : .
beat, while the speradic repurts of pistols ng' cqzaedals lr:e;gl,;léa;r;r;t;rt\ﬁ:;how "
: an be identified by 3
Speech also has rhythm, People can ‘oice prin A,
isti i amplitudes but also distinct pattems of p
ly charactesistic frequencics and amplitu tals patterns
g:dysyllabic stress. In His Girl Friday, our 1mpres;|onlls ohf veg:ao}?:di;ll:;g;x;z, ?]:;
ica han that. In the s ach § 3
scenes actally are rhythmically subtlgrl of i
:ahaf:;ci??omp'lr;li)\:ely slow, but as the action develops, cha_ractfre, lalkdat a St:?:;}i’
ing ¢ ¢ inds down, the conversational pace 4oes o .
clerating rate. As the scene winds N tic ace el
'ﬁ:is rihfe‘:xfd-fall rhythm matches the arc of each scene, giving us 2 bit of a rest be
fore launching the next comic complication.

Rhythm in Sound and Image: Coordination  Any consider_aliol:'l O.f [h; ::3{::‘1;:1:
3 i ica fact that the movements in the 1ma
uses of sound is complicated by the  the g e
y as istinguis the same principles of beay, tempe,
rhythm as well, distinguished by o o helps
iti ith 4 s we have seen, a succession of 8
ition, the editing has a rthythm. As we -
i(::nte a rapid {cm;:c’o. whereas shots held longer tend to slov{ cll-lo:nt}l ;hti: nx;ﬂ;;hn;n Lot
iti f movement withi X
In most cases, the thythms of editing, v I
sound all cooperate. Possibly the most comrnlml Izndcncy f;:ef;’éct?:aﬁ;ﬁrs?::fr{ ;2
i i h other. In a dance se: X
malch visual and sonic rhythms to eacl ¢ | T are
ined by the music. But varia
figures move about at a hythm determ: t usic. Bl varaion o
i - j ing Time” number in Swing Time, the da g T
possible, In the “Waltz in Swing e ubel G e Ui
i i 5 :kly in time 1o the music.
Astaire and Ginger Rogers moves guickl ; ! ;
accompanies this scene. Indeed, the scene consists of a single long take from a
-shiot distance.
lung:nmher pratotype of ¢lose coordination between scrc:dr? ?oviqlent anr?dsgalmi
s i i isney in the 1930s. Mickey Mousc a
comes in the animated films of Walt Disn e 16 ! s and ather
i i in exac chronization with the music, &
[Hsney characters often move in exact syn . G
aren’ i h exactness was possible becaus
they aren't dancing. (As we have seen, suc! possl
S()ll);'ld Irack was recorded before the drawings were made.) Matching movement 10
sic came to be known as Mickey-Mousing. ] N N
™ 1Films other than musicals and cartoons exploit cc}rr;sac;nignces anll:nrzialz‘:;siln
ictori i i Mann’s The Lasi of the Mohicans cu
cal and pietorial thythms. Michael Ma . . F
ighl 2 in ridge. Alice has been captured by
a chase and a fight along a mountain £} B e e
and Chingachgook race up the trail 1o 3
Magua, 2nd Hawkeye, Uncas, an : u et is &
i dard thunderous action score, bu hk :
might expect, then, the stan rd ot and narpsiehord.
i 2 ish ds initially played on fiddle, mandolin, :
e e Scomsl} e i at the fort, so it functions to recall the
The e was heard in an carlier (luncs: scenc a . " o
d ! : it gives the scene a propulsive encrgy.
two couples' romances, but here i h > e e el
5 & al bbing music. Lventually, !
hand struggles stand ous against the throl he theme swels
] ] ame i uble beat governs the action.
full orchestra, but the same nnplaC:l ) ce
{?O\‘f}::is on the eliff edge, about te jump off, somber chords sepeat a seesaw pulse, as
if time is standing still, ] . . o
o Al the scenc‘gs climux, Chingachgook sprints urgently into the fray, and[-iii‘:;ﬁl:
musical figures played by stringed instruments recall_ thg esllrly dance Lug.ﬁ;w o
. Gisls ise blows rom his battle-axe; eac -
tack on Magua consists of four precise ; Lo ek D et
i i i in a serics of musical measures. In the final
cides with the third beat in a serics ¢ ! . !
combat, the two warriors stand frozen opposite each other. The .s;;); tx:l:olhr]cgs
beats (jn the fourth beat, Chingachgook launches the fatal blow, As Mag ) p};’ s
Qver, 'lhe music's pulse is replaced by a sustaiped string chord. Tx"n‘u]a1 Last o{; szcm:,t
hica;ts has synchronized dance music with visual rhythms, bul the resu

feel like Mickey-Mousing. The tiobbing ¥4 meter, the accented beuts, and (he
leaping melody give the heroes” precise movemenis a chorgographic grace.

Rhythm in Sound and Image: Disparities The filmmalker may also choose 0
crealc a disparity among the rhythms of sound, editing, and image. Onea of the most
comnen options is Lo edit dialogue scenes in ways that cut against natural spesch
rhythms, In our specimen of dinlogue overlap from John MeTiernan’s The Hunt Jor
Red (ctober (7.9-7.11), the editing does not coincide with accented beats, ca-
dences, or pauses in the officer’s speech. Thus, the editing smoothes aver the
changes of shot and emphasizes the words and facial expressions of Captain
Ramius. If a filmmaker wants 10 emphasize the speaker and the speech, Lhe cuts
usually come at pauses or natural stopping points in the line. McTiernan uses this
sort of rhythmic cutting at other points in the film,

The filmmaker may contrast the rhythm of sound and picture in more noticeabls
ways. For instance, if the source of sound is primasily offscreen, the filmmaker can uti-
lize the behavior of onscreen figures to create an expressive counterthythm, Toward the
end of John Ford's She Wore a Yellow Ribbon, the aging cavalry captain, Nathan Brit-
tles, watches his woops ride out of the fort just after he has retired. He regrets leaving
the service and desires to go with the patrol. The sound of the scene consists of twa ei-
ements: the cheerful tiile song sung by the departing riders, and the quick hoofbeats of
their horses, Yet only a few of the shots show the horses and singers, who ride at a
rhythm matched to the sound. Instead, the scene concentrites our attention on Briules,
standing almost motionless by his own horse, The contrast of brisk musical rhythm and
the static images of the solitary Brittles functions expressively to emphasize his regret
at having to stay behind for the first time in many years.

Al limes, accompanying music might even seem rhythmically inappropriate to
the images. At intervals in Four Nights of a Dreamer. Robert Bresson presents shots
of alarge, floating nightclub cruising the Seine. The boat’s movement is slow and

smooth, yet the sound track consists of lively calypso music, (Not until 2 later scene
do we discover that the music comes from a band aboard the boat.) The strange
combination of fast sound tempo with the slow passage of the boat creates a lun-
guorous, mysterions effect.

Jacques Tati does something similar in Play Time. In a scene outside a Parisian
holel, towrists elimb aboard a bus to go to a nightclub. As they file slowly up the
BIeps, raucous jazzy music begins. The music starlles us because it seems inappro-
priate to the images. In fact, it primarily accompanies action in the next scene, in
which some carpenters awkwardly carrying u large plategluss window scem to be
dancing to the music. By starting the fast music over an earlier scene of slower vi-
sual rhythm, Tati creates & comic effect and prepares for a transition to a new locale.

In Chris Marker’s La Jetée, the contrast between image and sound chythms
dominates the entire film. La Jetde is made up almost entirely of still shots; except
for one tiny gesture, ail movement within the images is eliminated. Yet the film uii-
lizes voice-over narration, music, and sound effects of a generally rapid, constantly
accented rhythn). Despite the absence of movement, the film doesn’t seem un-
cinematic, partly because it offers a dynamic interplay of audio-visual chythms,

These examples suggest some of the ways in which rthythms may be combined,
But of course, most films also vary their thythms from one point to another.
A change of thythm may function to shift our expeciations. In the famous battle on
the ice in Alexander Nevsky, Sergei Lisenstein develops the sound from slow lem-
pos to fast and back to slow. The first 12 shots of the scene show the Russian army
anticipating the attack of the German knights. The shots arc of moderate tength, and
they contain very liule movement. The music is comparably slow, consisting of
short, distinctly separated, chords. Then, as the German army rides into sight over
Lhe horizen, both the visual movement and the tempo of the music increase quickly,
and the battle begins. At the end of the battle, Eisensiein creates anolher contrast

with a long pussage of slow, lamenting wmusic and majestic tracking shots but little
figure moverment.

FPlansissms of Fiban Sl
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718 Nendietetic sound effects creale
comedy in Le Mitlion by creating a sert of
ancio-visual pun,

“ISaund] doesn't have 10 be in-your-
face, traditional, big sound effects.
You can especially say a lot about
the fitm with ambiences—the sounds
for things you dan't see. You can say
a lot abour where they are
geographically, what time of day it is,
what part of the city theyre in, what
kind of courtry theyre in, the season
it is. If youre going to choose ¢
ericket, you can choose a cricket not
for strictly geographic reasons. if
there’ a certoin cricket thet has a
beat and a rhythm te it it adds 10
the tension of a scene.”

— Gary Rydstrom, sound editar

Souwd 1 1he Chanenn

Fidelity

By fideliry. we don't mean the quality of recording. In our sense, ﬁ_deli!_y rcfm'% to
the gxlent to which the sound is faithful to the source as we conccive 1L, !f 4 hl_m
shows us a barking dog and we hear a barking noise, that sounq is fuithful 1o its
source; the sound muinleins fidelity. But if the image uf the _barkmg dog is accom-
panied by the sound of a cat meowing, there enters a disparity between sound and
imnge—u lack of fidelity.

lmd&:rmn our standpoin):, fidelity has nothing to do with what t_)riginu]ly madg the
sound in production. As we have seen, the ﬁlmm.aker may magipulate spund mde-
pendently of image, Accompanying the image of a dog wi }h the meow is no more
difficult than accompanying the image with a bark, If the viewer ml_ce_s rl?e_ sqund 1o
be coming from its source in the diegetic world of the film, then it is faithful, re-
gardless of its actual souree in production. - bk

Fidelity is thus purely a matter of expectation. E\icrf if our dog emits a bark on
screen, perhaps in production the bark came from 4 different dog or was elcc’:lrom-
cally synthesized. We do not know what laser guns _reully sound hkg. but. we <1lccep(;
the whang they make in Return of the Jedi as plausible. .(l" production, their soun
was made by himmering guy wires thal anchored a radic tov_uer.)

When we do become aware thal a sound is unfaithful to its source, that aware-
ness is usually used for comic effect. In Jucques Tati's Mr. Hulot's Holiday, mugh hu-
mor arises from the opening and closing of a (lin‘mg_ room door. Instead of Slmp].y
recording a real door, Tali inserts a twanging sounq like a ]_Jlucked c'ellc :qmng cach
Time the door swings, Aside from being amusing in ma_:if. this so_und functions to em-
phasize the rhythmic pauems created by waiters and diners pussullg.[hr()ugh lhe. docr.
Because many of the jokes in My Hulot's Hutiday and other Tati hlms‘am based on
quirkily unfaifhtul noises, his films are good specimens for ic siudy qt sound.

As with low- or high-angle framings, we have no recipe that will allow us to
interpret every manipulation of fidelity s comic. Some nonfaithful sounds Fum: se-
ricus functions, in Aifred Hitchcock's The Thiriy-Nine S_!eps, a landlgdy d1scnvers
a corpse in an apartment. A shot of her screaming face is ﬂccqmpu.mcd by a.tmm
whistle; then Lhe scene shifts to an actual train. Though the whlsftle is not a fuithful
sound [or an image of a screaming pesson, it provides a dramatic transition.

In some cases, fidelity may be manipulated by a change in‘vnlum?. A soun_d
may seetn unreasenably loud or soft in relation to other m_mmis in the film. Curtis
Bernhardt's Possessed altess volume in ways that are not [aithful to the sources, Thle
central character i gradually falling deeper into r.nemal iliness, Tn one SCene'sht: 15.
alone, highly distraught, in her room on a raiay night, and the nArTation reslricts us
to her range of knowledge. But sound devices enable the narration 1o achieve su_.h-
jective depth as well. We begin lo hear things 1s she dnes;lu t_lckmg f:lock an_d drip-
pang raindrops gradually magnify in volume. Here the shift |r'1 ﬁdf;h[y functions 10
suggest a psychological state, a movement from the character's heightened percep-
tion into sheer hallosination,

Space

Sound has a spatial dimension because it comes from a source. Our beliefs aboul
that source have a powerful effect on how we understand the sound.

Thegetic Versus Nondiegetic Sound  For purpeses of unn_lyzin g nareative form.
we described events taking place in the story world as diegetic (p. 76). For this rea-
son, diegetic sound is sound that has a source :m the story world. TI_1c WO[‘d:‘. spo-1
ken by the characlers, sounds made by chjects in the story, fmd music represented
as coming from instruments in the story space are all diegetic sound.

Diegetic sound is often hard to notice as such, It may seem w0 come naturally
from the world of the film. Bul us we saw in the saquence of the Ping-Pong game

i My Hidor's Hotiday, when ihe gamie becones abruptly quiel to
action in the foregraund, the filmmaker may manipulite diegetic sound in ways that
aren’t at all realistic.

Alternatively, there is nondiegetic sound, which is represented &s coming from
n source autside the story world. Music added to enhance the film’s action is the
most common type o nondiegetic sound, When Roger Thornhill is climbing Mount
Rushmore in Nerth by Northwest and tense music comes up, we don’t expect {o sce
an orchesira perched on the side of the mountain., Viewers vnderstand that movie
nisic is a convention and does not issue from the waorld of the story. The same
holds true for the so-called omniscient narrator, the disembodied voice that gives us
information but doesn’t belong 1o any of the characters in the 8lm. An example is
The Magnificent Ambersons, in which the director, Orson Welles, speaks the
nondiegetic narration.

Nondiegetic sound cffects are also possible. In Le Milfian, various characters
all pursue an old coat with a winning lottery ticket in the pockel. The chase con-
verges backstage at the opera, where the characters race and dodge around one an-
other, tossing the coat (o their accomplices. But instend of putting in the sounds
coming from the actual space of the chase, director René Chair fades in the sounds
of a foothall game, Because the maneuvers of the chase do Jook like a scrimmage,
with the coat serving us a ball, this enhances the comedy of the sequence (7.18). Al-
though we hear a crowd cheering and a referee’s whistle, we do 101 assume that the
charuclers present are making these sounds.

Entire films may be made with completely nondiegetic sonnd (racks. Conner's
A Movie, Kenneth Anger's Scorpio Rising, and Derek Jarman's War Reguiem use
only nondiegetic music. Similarly, many compilation documentaries include no
diegetic sound; instead, omniscient voice-aver commentary and orchestral masic
guide our responsc to the images,

As with fidelity, the distinclion between diegetic and nondiegetic sound doesn’t
depend on the real sowrce of the sound in the filmmaking process, Rather, it de-
pends on our understanding of the conventions of film viewing. We know that cer-
tain sounds are represented as coming from the story world, while olhers are
represented as coming from outside the space of the story events, Such viewing
conventions are so common that we usually do aot have te think about which type
of sound we are hearing at any moment.

At many times, however, a film's narration deliberately blurs boundaries be-
tween different spatial categories, Such a play with convention can be vsed to puz-
zle or surprise the audience, to create humor or ambiguity, or t¢ achieve other
purposes.

Resources of Diegetic Sound  We know that the space of the narralive action
isn't limited to what we can sec on the screen at any ore momeni. The same
thing holds true for sound. In the last shot of our Fhe Hunt Jor Red October
seene, we hear the officer speaking while we see a shot of just Caplain Ramius,
listening (7.11). Early in the attack on the village in The Seven Samurai, we,
along with the samurai, hear the hootbeats of the bandits' horses hefore we see
a shol of them. These instances remind us that dicgetic sound can be either on-
screen or offsergen, depending on whether its source is inside the frame or out-
side the frame.

Offscreen sound is crucial to our experience of a film, and Almmakers know
that it can save time and money. A shot may show only a couple sitting together in
airplune seats, but if we hear a throbbing engine, other pussengers chatting, and the
creak of a beverage cart, we'll conjure up a plane in flight. Offscreen sound can cre-
ate the illusion of a bigger space than we will ever actually see. 1t can also shape
our expectations abowt how a scene will develop (7.19-7.21). Used with optical
point-of-view shats, offscreen sound can create restriched narration, guiding us to
become aware of whit characters are nolicing, {See “A Closer Look™

allow us 1 hear
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9 In His Girl Friduy, Hildy goes into
the pressroou (o write her final stocy, As
she chaty with the other reporters, 2 loud
clunk comes from an offscreen source, und
they glance to the lefl,

7.20  Hildy sud another repotter walk 1o
the window .

121 .. and see a gallows being
prepared for o higing,




OFFSCREEN SOUND AND OPTICAL POINT OF VIEW:

The Money Exchange in Jackic Brown

Optical point-of-view cutting can be
very powerful, as we saw In examining
Shadow of a Doubt at the beginning of
this book (pp. 3-7). Now we're in a posi-
tign to see—and hear—how it can be
coordinated with onscreen and off-
screen sound. Quentin Taranting's Jackiz
Brown offers an illuminating example
because, somewhat in the spirit of our
sequance from Letter fram Siberia {pp.
265-266), 1t runs the same sequence of
actions three times, with varying sound
tracks. Unlike Chris Markers fitm, how-
ever, fackie Brown shows the scene as
different characters experience it.
jackie is supposed to deliver over
half & million dellars in cash to the dan-
gerous arms dealer Ordell. Ordell has
sent his girlfriend, Melanie, and his
partner, Louls, to pick up the money
from a fitting room in a dress shop.
jackie, however, is playing her own
game. She's agreed to help federal
agents arrest Ordell, but she’ also re-
cruited the bail bondsman Max Cherry
to help her switch shopping bags and
leave Ordell with a faw bills and planty
of towels. This story action is pre-
sented three times in the plot, each
time adding a layer to our understand-
ing of what's really happening, It would
be warthwhile to study the careful au-
ditory touches in these three se-
quences, such as the replay of the
shops Muzak and the delicate Foley
work on footsteps, fabric, and other
noises. Here we'll concentrate oOR

optical subjectivity and offscreen
sound, because these techniques are
crucial in making the triple play clear
to the audience. They also serve to
contrast the squabbling, inept go-
betweens whom Ordell is relying on
and the self-possessed Jackie and Max.
The first run-through confines us to
Jackie's range of knowledge. She tries
on a pantsuit, and the saleswoman
says, “Wow, you lock really cooll”
[7.22). Jackie goes back to the fitting
rooms and waits for Melanie. We hear
Melanie arrive offscreen, and Tarantino
shows us her shoes from Jackie’s view-
paint. After Melanie has left, Jackie
repacks the money in a shopping bag
she leaves in the cubicle and hurries
out, She hastily pays the sales clerk,
who calls after her, “Wait, your
change!” and waves her bills (7.23).
Jackie rushes out to the mall and sum-
mons the federal agents, shouting that
Melanie stole the bag from her.
Tarantino flashes back to an earlier
phase of the action, with Louis and
Melanie arriving at the shop. As the
camera follows them (7.24, 7.25), we
hear the saleswaman say from off-
screen, “Wow, you look really cooll”
The camera pans to Jackie and the clerk
{7.26). The offscreen sound has moti-
vated showing this dialogue again, and
its unnatural loudness assures that we
understand that we're entering the
scene at a point weve already wit-
nessed. Louis and Melanie try to lock

722 [De first run-through: The sales clerk telis Jackie, “Wow, 723 After Juckie has left the money in the [iing room, she
hurrics away, prelending Lo be distraught. The clerk calls after

you look really cool!™
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hor, “Wait, your change!”

inconspicuous, with Melanie distracted
by Jackie’s striking outfit. When Melanie
teases Louis about his nervousness, he
twists her arm, and she blurts out, “Hey,
would you let goi” {7.27),

Tarantine now uses offscreen sound
to test Louis” dull wits, Louis looks
down at the shirts he’s riffling through
{7.28), and we hear an offscreen phone
ring. Louis doesn’t look up, but we are
given a shot of the clerk answering
{7.29). What does get Louis’ attention is
Melanie, who abruptly strides into the
firting rooms. Laoking uneasily this way
and that, Louis sees Max, whom he
dimly recognizes, and the two men ex-
change glances in shot/teverse shot.
Then Melanie hustles cut of the fitting
rooms, and Louis catches up with her.
They leave quarreling about who should
carry the bag,

The scene runs again, this time at-
taching us to Maxs range of knowledge.
The second version hinted at his pres-
ence in the shop, when the tracking
shot fallowing Melanie and Louis glided
past him in the foreground (7.24), We
see him enter and browse, waiting
calmly for the scam to begin. Once
more fackie comes out wearing the out-
fit, and the sales clerk says, “Wow, you
laok really coclt” but now the exchange
is chserved from Max’s point of view
(730, 7.31). The sound track fades out
the dialogue between the clerk and

Jackie and fades up the quarrel between
Melanie and Louis, Max turns his atten-
tion to them, and then back to Jackie
and the clerk. Here the sound mixing
is quite subjective, conveying Maxs

734 The seeond version: As Melanie and Louis head toward
thic shop, the cumera tracks rghtward with them, passing Max

Cherry in the foreground.

shifting attention between the two
conversations.

While Max is watching the action at
the counter, we hear Louis and Melanie
quarreling, and this motivates another
switch in Max’s attention, in time for
him to observe her exclaiming, "Hey,
would you let gol” {232, 7.33). The ring-
ing phone drives his eyes back to the
clerk (7.34, 7.385), but he keeps Melanie
in mind, too. A little before Louis no-
tices, Max sees Melanie set off on her
mission. Louis clumsily scans the shop,
but Max is calm and purposeful. Each
offscreen sound snaps his attention to
what is crucial to the plan. After
Melanie and Louis leave, it’s through
Maxs eyes that we see Jackie's depar-
ture, with the shopwoman calling,
"Wait, your changel” (7.36). Max pauses,
then heads for the fitting room to re-
trieve the shopping bag and the fortune,

By repeating key actions, noises, and
lines of dialogue, the replays iay cut the
mechanics of the exchange cogently.
The variations between the second and
third sequences allow Tarantino to
characterize the thieves. Max is more
alert than Louis and Melanie, and off-
screen sounds prompt him 1o shift his
attention precisely. Moreover, each ver-
slon of story events is nested neatly in-
side the next one: Jackie and the clerk,
then Jackie and the clerk watched by
Melanie and Louis, then all the others
watched by Max, who completes the
money exchange. Sound and image
work together to peel back each layer
and expand our appreciation of Jackie's
intricate double-cross.

725  As Melanie and Louis appioach, we hear, “Wow, you kxok
renlly eooll” fairty softly.




continued

7is The camera pans to pick up Juckic afid thie clerk, as Jackie
says she'll buy the outfit. New the lelogue is l(:uder an(ll clearer,
eraphasizing that this is a repetition of the scene’we? ve} 3
withessed. Compare 7,22, Sl

7 Aftcr Jackle leavci; for the Lhur:glnﬂ'mnm Max shifts his

733 His switch in ultention is conveyed through a point-of-
atterition i0 Melanie and Louis, in time to he.lr her say, “Hey, view shot. Compare 7.27,
would you let gol™” .

735  The clerk answers the phone. (Compare 7,29). This
diversion impels Melanie te scize the moment and stride into the

changing rocm, watched by Max and, eventaally, Louis.
728 LULIIS browses through shirts. At the End (:f the shot,

telephone rings offsereen.

The clerk answers the phone, but tlh_1s isn't ‘,L,ou_ S point of
. views.it's.close to what he might have seen il he had luoked up.

shep, Max i i mcnuun w Jacklc P

283
282




254

CHAPTER 7

13T Ningecaach.

740  Stgecoach.

741

Stagecoach.

Sound w the Caem

738 Swgecoach. 73%  Stagecoach.

Sometimes offsereen sound can make the film's natration less restricted. In
John Ford’s Stagecoach, the stagecoach is desperatcly flecing from a band of
Indians. The ammunition is running out, and all seems lost until a (roop of cavairy
suddenly arrives. Yet Ford does not prescni the situation this baldly, He shows &
medium close-up of one of the passengers, Hatfield, who has just discovered that
he is down to his last bullet (7.37). He glunces off right and raises his gur (7.38).
The camera pans right to « woman, Lucy, praying. During all this, orchestral mu-
sic, including bugles, plays nondiegetically. Unseen by Lucy, the gun comes into
the frame from the left as Hatfield prepares to shoot her to prevent her from being
captured by the Indians (7.39). But before he shoots, an offscrecn gunshot is heard,
and Hatfield's hand and gun drop down oul of the frame (7.40). Then bugle music
becomes somewhat more prominent. Lucy's expression changes as she says, “Can
you hear it? Can you hear it? [t's a bugle. They 're blowing the charge” (7.41). Cnly
then does Ford cut to the cavalry itself racing toward the coach.

Rather than showing the cavalry riding to the rescue, the film's naration uses
offscreen sound to restrict our awareness 1o the initial despair of the passengers and
their growing hope as they hear the distant sound. The sound of the bugle also
emerges imperceplibly out of the nondiegetic music. Only Lucy’s line tells us that
this is a diegetic sound that signals their rescue, at which point the namation be-
comes far less restricted.

Diegetic sound harbors other possibilities. Often a filmmaker uses sound to
represent what a character is thinking. We hear the character’s voice speaking his
or her thoughts even though that character’s lips do not move; presumably, other
characters cannot hear these thoughts. Here the narration uses sound to achieve sub-
jectivity, giving us information about the mertal state of the characier, Such spoken
thoughts are comparable to mental images on the visual track. A character may 2ls0
remember words, snatches of music, or events as represcnted by sound effects, In
this case, the technique is coemparable to a visual flashback,

The use of sound to enter a character’s mind is so common that we need to dis-
tinguish between internal and external diegetic sound. External diegetic sound is
that which we as spectalors take 1o have & physical source in the scene. Infernal
diegetic sound is that which comes from inside the mind of a character; it is sub-
jective, Nondiegetic and internal diegetic sounds are often called sound over be-
cause they do rot come from the real space of the scene. Intenal disgetic sound
can't be heard by other characters.

[n the Laurence Olivier version of Hamiet, for example, the filmmaker presents
Hamlet's famous soliloguies us interior monologues. Hamlet is the source of the
thoughts we hear represented as speech, but the words are only in his mind, not in
his objective surroundings. David Lynch makes interior menologue a central device
in Dune, in whick nearly every major character is given passages ol internal
diegetic observations. These aren’t lengthy soliloquies but rather brief phrases
slipped into pauses in normal conversation scenes. The result is an omniscient nar-
ration thal unexpectedly plunges into mental subjectivity. The characters’ voiced

1‘I10'ughw sometimes interweave with the external dialogue so tightly that they

treale a running commentary on a scene's action i e
R . . . . : "

o CNL(C)I\S 'ﬁln_m have reshaped the conventions of internal diegetic sound even
3 an inner menologue may not be signaled by close shots of a character

who's thinking, as in Hamler and Pune. Wong Kar-wai and Terrence Malick will

‘sfx?.eumes_ inject u character’s voiced thoughts into scenes in which the churacter

{;:,; p.;n;u;;cnt[.inr even visible._ As the voice of a paid killer refiects on his job in

e g (]1 e—n ngels, \fJ.c see distant shots _nf nim mixed with several shots of the

Wo:;;nc\; 1::; C.llrerinﬁsg Els (iiontrac_ts. lcrll Malick’s The Thin Red Line and The New
, ot are heard musing during lengthy montage sequences | i

::a:ay ;ion 'r‘evex} app’eiu‘. '_Thes’eQH_oa'ting mo_nologucs come togresergbie ac;(;[;e\:i:ldcilj

onal voice-gver varration. This impression is reinforced when the inner mono.

lag e uses the past te; () €102 onscreen is (2
U t nse, as if the action w 1e se
2 (2 bcmg recalled

A different sort of internal die
Desire. Dozens of people are read
this sequence also constitutes an §
character cannot hear another's in

_geti‘c sound oceurs in Wim Wenders's Wings of
ing in a large public library (7.42). Incidentally,
fieresting exception to the general rule that one

ternal diegetic sound. ‘The film's ise i
acl : anotl } s premise is that
Berlin is patrolled by invisible angels who can tune in to humans’ lhl:)ughls This is

?lgo'od exnp}p]e of hlow the conventions of 2 genre (here, the fantasy flm) ard the
ilm's specific narrative context can modify a traditional device

i '{;(1) sumfnanze: sounld may be (_iiegelic {in the story world} or nondiegetic {out-
\de Lhe stary world), If it is diegetic, it may be onscreen or offscreen, and internal
(subjective) or external (objective), , ™

Playing with the Diegetic/Nondiegetic Distinction
sources of the sounds are clearly diegetic or rondiegetic.
distinciion between diegetic and nendiegetic sound, as we saw in the ea |
cue scene from Stagecoach. Since we're used to identifying & sound’s Va {‘y r?s-
ily, a film may try to cheat our expectations. | ; souree e
At the beginning of Mel Brocks's Blazing Saddies,
:i(;t::mge[ug musicBal Adccompaniment for a cowboy's ride' ucross the prairie—until he
past Count Basie und his orchestra. This jok §
pectauons_abom the convention of nondiegetic nj’nus?c.d;p;:;t 2111?01;3: txa; ::f lDu_r clf-
1986 musical version of Litte Shop of Horrars, There a'trio of female sinécl;sesiigllt.:
ll:lmugh many scenes, providing mus_:’cal cominentary on the action without any .of the
Aractees noticing thers. (To complicate marters, the three singers also 2 in mi
nor diegetic roles, and then they do interact with the main chm‘act;:rs) ppestn m
] More complica_ted is & moment in Tre Magnificens Ambersa;zs when Welles
;.reates an un_usua] m_tcrp]ay between the diegetic and nondiegetic sounds, A pro-
ogue 1o the film outlines the background of the Amberson family and the binﬁ of

In most sequences, the
But some films blur the

we hear what we think is

742 As the camera
tracks past the readers in
Wingr of Desire, we hesr
their thoughis as o
throbbing murmur of
many voicey in many
languages,
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743 Inthis scene from The Magnificenr
Ambersons, the woman with the ieacup
makes a remirk about Isabel Amberson®s
funwe children ..

744 .. thur the nondiegetic namitor's
voice coreets in the next shot.

745  As the woman seems to reply to

the natrator, lsabei’s son moves info view.

Send i the Cinena

the son, George, We sce a group of lownswomen gossiping aboul [_he lm\l'rl";ﬂg‘chf}l
lﬂ-lﬁcl Amber:un, and one predicts that she will have “the worst spoiled lot o ;fl -
tiren this town will ever see” (7.43). This scene pmsems'dlegcu_c [_ila]ugu;. p er
this conversation ends, the nondiegetic narritor rcsumcf[.?hhls dcs;nl}:mm:)(gvle;t:r:é
ily hi ) street, he says, “The prophetess pr
ily history. Over a shot of the empty ! : :
nﬂslakcn%n a single detail mevely; Wilbur and [sabel did not have chr!drer;l. T‘hcy
had only one” But al this point, still over the shot o_f the _sm!:ct, we hear ¢ elf,(gs-.
qil er’s voice ugain: “Only one! But Id fike to know if he isn't spoiled enough for
:1 ﬁ;hnlle carload” (7.4, Adfter her ling, the narcator goes on, “Again, szcﬁé"d na(:nc1
i i 4. 16 | s or Lnonc
i Minifer, the Major’s one grandchild, was
to challenge her. George Amberson ndcluld, was o
i ror.” i 1 seription, a1 puny cart comes up the street, 2
rincely terror” During this clcscnpuqn. ap eet, :
gemguyfm the first time (7.48), In this exchange, the womar}t}sea;ms to lc([:)t"[;? 2111];
SEHEE that she can't hear what he says. A
narrator, even though we must assume sy, (At all
" i i ] 4 isn't.) Here Welles playfully departs
she’s a character in the story and he isn Pl ¢ '
;](]Jiventionw; usage 1o emphasize the arrival of the story’s main character and the
hostility of the townspeople te him. . N
'[‘h{c passage from The Magnificent Ambersons juxtaposes dle%cm agi
) i H - 9 o1 n
nondiegetic sounds in a disconcerting way. In other :ilmls. a M“'g[:; Z(;tz;agzgpm
i i all into either category. In the openi :
ambiguous because it could fall in : ning of Apociiins:
‘obbings 2 ceilt d the helicopter blades are clearly diegetic,
Now, the throbbings of the ceiling fa_n an I . c  dogeri,
but l’"'r;mcis Ford Coppola accompanies IhESCfW]:[h 'll;hc Dloo‘rs \:s’ox?ﬁdr:ll'}:e"ﬁ::ly his
i ither as & subjecti art of the character’s Vietnam fantasy or as
might be taken cither as & subjective pa : cha - : !
umgxdicgctic—an external commentary on the action in the munner of normal movie
music. ‘ X )
Similarly, at a major peint in Paul Thomas Anderson's Magnolic, _scvcra‘]‘\c.;har
aclers are shown in different locations, each singing so[ll)f f\long with nnl imee
Mam"l song, “Wise Up,” When Lhe sequence begins in Clawdia’s apartment, 1 1;§ong
: ) ) H e H H o
i as diegetic @ sen, since she hus been lislening io Alme
might be taken as diegetic and offscreen, fening 0 Aimee
Mzi:nn music in an earlier scene. But then Andesson cuts to other C_ha_mcg::ll:& Slsc
where singing along, even though they cannot be h_carmg th:’j ml.lSIC‘I’iil"i. ;\um o
apartment. [t woutd scem that the sound is now nondiegetie, with the ¢ :lac‘e.\”e]s
companying it as they might do in a musical. The sequence undel;h?_est £ Pt IA
. oral 5 i i ‘ ie sense of disparate people
[ characters and conveys an eerie sense of dispa
among several suffering characters an . ; eople
for orﬁ:e on the same emotional wavelength, The smm}l also works wnlll? tlpe ch::_s”
entting to pull the chariclers together before the climax, when their lives wi
&
converge more directly. e
A Ennre disturbing uncertainty about whether a sou_nd is dlf:geuc o_hen craps l;'p
in the filins of Jean-Luc Godard. He narmates some of his films in ncndwget‘ic \roul,m
over, but in other films, such as Twa or Three Things [ Know About Her.. e ;ee E
alw‘m be in the story space, whispering questions or cgmmenls \lvljnse[:;](;:r}l cﬁ:i
et amera. Godard does not claim @ -
spective makes them seem close 1o the came : n
EIEIEr in the action, yet the characters on the screen sometimes behave? as t-hq”g:athhlz
hear him. This uncertainty as to diegelic_c_)r nondlegetlc.s?und SOurces el s
Godard 1o stress the conventionality of traditional sound usage.

Sound and Perspective  Onc characteristic of diegetic sgun{? is the pcs;:-nh‘gr. 0:'
i speclive. This is a sense of spatial distance and locatio
suggesting the sound perspective. This i tance : ation
:mﬁﬁ)guuflu the cues for visual depth and volume that we gc‘f with visuni ]pem[-JE:d
tive. 1 like to think,” remarks sound designer Walter Murch.l that ! not enly re?t:he
a sound but the space between me and the sound: The SllhjeC[”lha{ generates
i y at causes rrounding space to resonate.
sound is merely what causes the surcour : ‘
Sound perspective can be suggested by volun:m. A loud sound len_d;to] sefllz
near: & soft one, mare distant, The horses’ hooves in the Seven Semurai l.m & d!g
the T;uglc call from Stagecoach exemplify how nsu;g volurt?e iggﬁzﬁfl;i:;ifyr |clg
Y jve is also created by timbre, The combinatio -
tance. Sound perspective is also create : " &
i;tcrcd sounds and sounds reflected from the environment creates a timbre speci

o given distance. Timbre elfects are most naticeable with echues. In The Mag-
nificent Ambersons, the conversalions that take place on the bureque staircase have
adistinct echo, giving the impression of huge, empty spaces around the characters.

Muitichannel recording and feproduction tremendously inerease the film-

maker’s ability to suggest sound perspective. In most 35mm theaters equipped with
multitrack sound systems, three speakers are localed behind the sereen, The center
speaker transmits most of the onscreen diulogue, as well as the most important ef-
fects and music, The lefl and right speakers are stereophonic, carrying not ondy iin-
portant dinlogue but also sound effects, music, ind tinor dialogue. These channels
can suggest a region of sound within the frame or just offscreen. Swiround channels
principally carry minor sound effects and some music, und they are divided among
several speakers arranged along the sides and in the back of the theater,

By using stereaphonic and surround tracks, a Klm can more strongly imply a
souad’s distance and placement. Tn farcical comedies such as The Naked Gun and
Haot Shots, stereophonic sound ean sugaest collisions and falls cutside the frame.
Without the greater localization offered by the stereophonic channels, we might
scan the frame for sources of the sounds. Even the center channel ean be used 1o [o-
calize an offscreen object. In the climactic soene of The Fugitive, Richard Kimble
ts sneaking up on Lhe friend who hag betrayed him, and ke reaches down past the
lower frae line, As he slides his arm to the right, a rolling clank in the center track
tells us that there is an iron bar at his feet,

In uddition, stereo reproduction can specify a moving sound's direetion, In
David Lean's Lawrence af Arabig, for instance, the approach of plancs 10 bomb
camp is first suggested through a rumble oceurring only on the right side of the
screen. Lawrence and an officer look off i ght, and their dialogue identifies the souree
of the sound. Then, when the scene shifts to the besieged camp itself, the sound slides
from channel o channel, suggesting the planes swooping overhead,

With stereophonic and surround channels, a remarkably convineing (hree-
dimensional sound environment may be creatcd within the theater. Sound sources
can alter in position as the camera pans or tracks through a locale. The Star Wars
series uses multiple-channe! sound to SUggest space vehicles whizzing not only
across the screen but also above and behind the spectatars,

Like other 1echniques, sound localization in the theater needn’t be used for re-
alistic purposes. Apocalypse Now divides jes six-track sound amony three channels
in the rear of the theater and three in the front. [n the film’s first sequence, mentioned
above, the protagonist Ben Willard is seen lying on kis bed. Shots of his feverish face
are superimposed on shaots of U.S. helicopters dropping napalin an the Vietnamese
Jjungle, The sound oscillates between internal and externai status, as Willard's mind
turns the wheosh of a ceiling fun into the whiv of helicopter blades. These subjective
sounds issue from both the front and back of the theater, engulfing the andience.

Abruptly, 2 POV shot tracking toward the window suggesls that Willurd has
gotten 1o his feet and is walking, As the camera moves, the noises fade from all rear
speakers and become concentrated in the fron: ones at screen left, right, and center.

Then, as Willard’s hand opens the venctian blinds to reveal his vision of the street
outside, the sound fades out of the left and right front speakers and comes only from
the center channel. Qur auention has heen narrowed: as we leave Willard’s mind,
the sound steers us back to the outside warld, which is rendered as uncealistically
manophonic, In addition, the disparity in acoustic dimensions suggests that the pro-

tagonist’s wraparound memory of jungle destruction is more powerful thun the pal-
lid environment of Suigon. :

Time

Sound alsa pevmits the flmmaker o re
the time represented an the sound trac
sented in the image.

present time in various ways, This is because
k may or may not be the same a5 that repre-
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The most straightforward audio-visual relations involve sound-image synchro-
nization. The matching of sound with image in projection creales synchronous
sound. In that case, we hear the sound at the same time as we sce the source pro-
duce the sound, Dialogue between characters is normally synchronized so that the
lips of the actors move at the same time that we hear the appropriate words.

When the sound does go out of synchronivation during a viewing (often through
an etror in projection or lab work), the result is quite distracting. But some film-
makers have oblained imaginative etfects by putting asynchronous, or out-of-sync,
sound into the film itself. One such effect ocours in a scene in the musical by Gene
Kelly and Staniey Donen, Singin” in the Rain. Tn the easly days of Hollywood sound
filming, a pair of silent screen actors have just made their first talking pictore, The
Duieling Cavalier, Their film company previews the film for an audience at a theater.
In the earfiest talkies, sound was aften recorded on a phonograph disc to be played
along with the film, and the sound sometimes fell out of synchronization with the
picture. This is what happens in the preview of The Dusling Cavalier As the film is
projected, it slows duwn momentarily, but the record keeps ronning. From this point,
all the scunds come several seconds before their sources are seen in the image. A
line of dialogue begins, rhen the actor's lips move. A woman’s voice is heard when
a man moves his lips, and vice versa. The humor of this disastrous preview in Singin’
in the Rain depends on cur realization that the synchronization of sound and image
is an illusion produced by mechanical means.

A lengthier play with our expectations about synchronization comes in Woody
Allen’s What's Up, Tiger Lify? Allen has taken an Asian spy filin and dubbed a new
sound (rack on, but the English-language dialogue is not a wranslation of the origi-
pal, Instead, it creates a new story in comic juxtaposition with the original images.
Much of the humor results from our constant awareness that the words are not per-
fectly synchranized with the actors’ lips. Allen has wmed the usual problens of the
dubbing of foreign films into the basis of his comedy.

Synchronization relates Lo screen duration, or viewing time. As we have seen in
Chapter 3, narrative films can also present story and plot time. To recall the dis-
tinction: story time consists of the onder, duration, and frequency of all the events
pertinent to the narrative, whether they are shown to us or not. Plat time consists of
the order, duration, and frequency of the events actually represented in the film. Plot
1ime shows vs selected story events but skips over or only suggests others.

Story and plot time ¢an be manipulated by sound in two principal ways. If the
sound takes place at the same time as the image in terms of the story events, it is
simultaneous sound. This is by far the most common usage. When characters
speak onsecrecn, the words we hear are occurring at the same moment in the plot’s
action a5 in story time,

But it is possible for the sound we hear to oceur earlicr or later in the stoery than
the events we see in Lhe image. In this manipulation of story order, the sound be-
comes nonsimultaneous. The most common example of this is the sonic flashback.
For instance, we might see a character onscreen in the present but hear another
characler's voice from an earlier scene, By means of nunsimultaneous sound, the
film can give us information about slory events without presenting them visually.
And nonsimultancous sound may, like simultancous sound, have either an external
or an internal source—that is, a souree in the objective world of film or the subjec-
tive realms of the character’s mind.

So temporal relationships in the cinema can get complicated. To help distin-
guish them, Tahle 7.2 sums up the possible temporat and spatial relationships that
image and sound can display.

Diegetic Sound  Because the first and third of these possibilities are rare, we start
by commenting on the second, most common, optiun.

3. Sound simultaneous In story with image. This is by far the most common
temporal relation that sound has in fiction films. Noise, music, or speech that

Time

oral Relaricns of Sound Cinens

Space of Source

Diegetic
[Stary space)

Nondiegetic
(Nenstory space)
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1 Nonsimtultaneous: sound
from eartier in story than
image

Sound flashback; image flash-
farward: sound bridge

Sound marked 35 past put over
images (e.g, sound of John
Kennedy speech put over Im-
ages of United States today)

2. Sound simuitaneous in
story with image

Extarnal: dialag, effects, music

internal: thoughts of charactar
heard

Sound marked as simultaneays
with Images put over Images
!E.g . mareater describlng events
in presant tense)

3. Nonsimultaneous; seund
from tater In story than image

Sound of flashforward; image
flashbiack with sound continy-
ing in the present; character
fharrates EBFIFEF events; soung
bridge

Sound markad as fater pur
over imagas fe.g. teminiscing
namater of The Magnificent
Ambersons)

comes from the space of the
as th.c image. Like any other sort of die
be either external (objective) or internal

1

past, since ihe memory
in The Sixth Sense, for

ing the next scene. This commen device i
bridges of this sort may create smooth transitions b
that are quickly confirmed, as in a scepe ch
Silence of the Lambs (7.46, 7.47).

story almost invariably oceurs a1 the same time

Betic sound, simultaneous sound can

I (subjective),

. Sc):un.:{ earlier in story thun image. ere the sound cormnes from un earlier
point in the story than the action corrent)

y visible orscreen, A cles
occurs at the end of foseph Losey's Acci ompe

dent, Over a shot of o drivewa

‘ : ( ate
we h_esu acar cr ash. The sound represents the crash that occu‘ o
ginning of the film, Now if there were cues that the sound w
is, that a character was reculjin

rred at the he-
as internal-—that

g it—it would not suictly be coming fre
g from the
of the sound would be occurring in the present, Late

examyple, the protagenist recalls 2 cruci
. , X ; 5 & crucial slat
that his young patient had made to him, causing him to re. hing s

casts most of the previous action in an entirely new light
c.leurIy coming from the protagonist’s mind af the momé
tion. But in the scene from Acelden
$0 we have a fairly pure case of
narration makes an ironic final ¢

Sound may belong to
sound from one scene may

The boy’s voice is
nt of his recollec-

4, o character is remembering the scene,
a sonic flashback. In this film, an unrestricted
amment on the action.

an earlier time than the mage in another way. The

linger brisfly while the image is already present-

s called a sound bridge. Sound
3 by setting up expectations
ange in Jonathan Demme’s The

Sound bridges can also make our expectations more uncertain. In Tim

Hunter’s The River's Kdge, three hi
school, and ane of them confesses
pals scoff, kie says, “They don't befisve me”
lying in the grass by the river,
frie?nds respond to him by
an instunt, we cannot be s

gh-school hoys are standing ouside

Lo haviag killed his girlfriend, When his

¢ " There is a cut to the dead gir]
_whx.]e on the sound track we hear one of his
calling it a crazy story that no one will beljeve, For
ure whether a new scene is starti
a cutaway to the corpse, which could be foflowed by a sh
three boys al school. But the shat dwells on the dead girl,

RE Or We ure seeing
oL returning to the
and after a pause,

alize something thas

746 One scene of The Silence of the
Lambs ends with Clarice Starling on the
telephone, as she mentions a lecation
called the “Your Self Storuge facility . . "

747 ... and ber voice conlinues, . .,
right cutside central Baltimore” over the
first shot of the next scene, the sign for the
Your S¢lf warchouse,
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we hear, with a ditferent sound ambience, “If you brought us . . ™ Then there of nondiegetic sound that does have o defined Iemporal ationshi
18 8 il 1o u shot o the three youths walking through the woods 10 the river, Welles's naration in e Magnificens Ambersons fbl;in:[ar[::{:a“(‘)nh:hu? o the story.
as the same character continues, *, . . all the way out here for nothing, ., " as hawving happened in n fong-vanished oy of American e sreaks of the aclion
The friend’s remark about the crazy stary belongs to an earlier time than the 1ean fustory,
shot of the corpse, und it is used as an unsettling sound bridge (o the new As we watch a film, we don’t mentally slot cach sound into each of the. ati
sceneg, ) ) and temporal categories, But our categories do heip us underﬁla‘nd ou v'LSﬁ'dem'
3. Seund fater in story than image. Nonsimuitanecus sound miy also oceur at g perience. They offer ns witys of noticing important as, cc!s‘. 1 &) ”- o
tirne later than that depicted by the images. Here we are to take (he images as {ilms that play with our expectations about sounds By ‘bl:CDl-Ili(]: ) 'llafe;peCJ:fljy
ocewrring in the past and the sound as occurring in the present or futyre, Fange of possibilities, we're legs likely to 1ake 2 ﬁ.!-"]’g sound [r.%ﬁ\;\'ﬁam? the r:u.h
A simple prototype ocewrs in muny wial dramas, The testimeny of a wit- likelier 1o notice unusual sound tanipulations, 53 ack for granied and
ness in the present is heard on the sound track, while the image presents a At the start of Alain Resnais’s Providenc:; we sec u wounded ofd
flashback to an earlicr event. The same effect aceurs when (he film employs a denly, we are in » courtreom, where o Pmsc(.:utur is jr;lerro m.L ©1¢ min. Sud-
reminiseing marrator, as in John Ford’s Hew Green Was My Valley. Aside £7.48). The scene then retnrns to the huni, during which the 0Id.lzm'mg ﬂ y'csung man
from a glimpse at the beginning, we do not see the protagonist Huw as a murdered (7.49). A car Telurns us {0 the courroom where the rol:: w:s dppm:e"”}f
man, only as u boy, but his narration accompanics the bulk of the plol, which his sarcastic qQuestioning (7.50}. The yourg man jq.;sliﬁcs his aE( b c;u or C,O':ll"me&
is set in the distant past. Huw’s present-time voice on lhie sound track creates i was dying and twining into ar, animal {7.51); in '.".49 ;)ve hddys .2””[}!31! m- dft-:
astrong sense of nostalgia for the past and constantly reminds vs of the pu- hairy face and clawlike hands, so now we begin to ;ec [hle links belw;: nlh y ?hmé
thetic deeline that the characters will eventually suffer, The prosecutor pauses, astonished, “Are you suggesting some kind of ri:cl ¥ ;it-ellel.&
Since the late 1960s, it has become samewhat common for the sound morphusis?™ He pauses again, and a man"s voice whisper; A Werewu]f“’Lrli mf‘ﬂ‘f'
from the next scene to begin while the images of the Tust one ure still on the ecutor thep asks, “A werewoll, perhaps?™ (7.52). o + 1he pros-
screen. Like the instances mentioned above, this lransitional device i a sound The whispered words stagile us, for we cannot immediae] accoun! for th
bridge. [n Wim Wenders's American Friend, u nighttime shot of a little by Are they whispereq by an unseen characrer offscreen? Are the );ub'ectivc e
viding in the back seat of a car is accompanied by a harsh clacking. There is o ing the thoughts of the prosecutor or wilness? Are they Perhays cvjen no ,(funve.y'
cuLto a ralroad station, where the imertable board Ilips through its metal coming (rom outside the stary world? Only much Juter in Ihepﬁl p 'frmg“—“cs
cards listing times and destinations. Since the sound over the shot of the by whose voice whispered these words, and why, ']‘he‘whule o i Df' \;L md o,
comes [rom the later scene, (his portion is nonsimultaneous, pravides an exceilent exiended case of how g Iflnmlakercm pl?:m:a%‘:?} mmk"”“f
If the sound bridge isn't immediately iderifiable, it can surprise or disori- about sound sources, A0 Play with conventions
ent the avdience, as in the American Friend transition, A more recognizable In the Providenee sequence, we are aware of the ambiguity immediately, qnd i
sonic iead-in can crexie more clear-cut expectations about what we will see in Points our expectations forward, arousing ceriosity as to how the whisperer "" {; 'l.':l It
the next scene. Federico Fellin's 8%z takes place in a town famous for jis tified. The Blmmuker can also use sound (o creats A retrogpective -|w;~f= cecdr;'l ot e
health spa and nalurai springs, and several scenes have shown an outdoor or- have misinterpreted something earlier. This agenrs in Frineis Ford‘ Co o I; -Olez W
chestra playing 1o entertain the guests. Midway through the film, 2 scene ends S versation, a fitm that js virually a extbook o the manipulallian of soﬂiﬁ m:d im .
with the ciosing of a window on i steam buth, Neas the cad of the shot, we The plot centers on Harty Caul, a sound enginces specializing in sury -'I:}uge-.-
hear an erehestral version of the song “Blue Moon.” There is a cut to an or- Hatry is hired by a mysteriops corporate exccutive (o tape a cunv%:rqaﬁo '; lanu..
chestiz playing the wne in the center of the town's shopping avea. Even before . & young man and womap in g noisy park. Harry cleans up the a;'blcdnt' eew%cu
the iew scenc has established the exact locale of the action, we can reasonably - When ke poes 10 lumn over the copy 1o kis clignt, he suwl;euts fuulg L ddP‘_» ."f
expect that the musical bridge is bringing us back 1 the public life of the spa. : to refinguish jt, ! ? Play and refuses
[n principle, one could also have a sound flash-forward. The flmmaker Now Harry obsessivcly replays, rofilters, and remmixes all his tapes of th
could, say, use the sounds that belang with scene 5 accompany the images versation, Flashback images of the couple—perhaps in his msméar‘ y . hy -e o
in seene 2. In practice, such a technique is almost unknown. In Godard’s ¥ perhips not—
Band of Outsiders, the sound of a tiger's roar is heard as sound aver, not as
e sound off, several scenes before we see the tiger. A more ambiguons case can
] be found in Godard's Conternpt, A husband ang wife quarzel, and the scene
i ! | ends with her swimming out to sea while he sits quictly on a rock formatien.
i ! Ca the sound track, we hear her voice, closely miked, reciting a letter in which
ok she tells him she has driven back 1o Rome with another man, Since the hus-
E band has not yet received the leter, and perhaps the wite has aot yet wrilten
HAE it, the letter and its recitalion presumably come from 4 luter point in the story.
T Here the sound Aash-forward sets up strong expeciations that a later scene
0, confirms: We sec the wife and the husband's rival stopping for gas on the
i road. In fact, we never see a scene in which the husband reccives the letler.
alil A
P ! Nondiegetic Sound  Most nondiegetic sound has no relevant temporal relation-
HEHEL ship to the story. When mood music COMEs up over a tense scene, it would be ir-
ol relevant to ask if it is huppening at the same time as the images, since the music has ¢ 748 The prosecuting atiomey in Fronidence quesiions s mun 749 ‘ -
L RO existence in the world of the action. But occasionally, the lilmmaker uses a WP L accused of murder ., | ik s Cilled and we see the gecused confronting the old man who




292 CHAPTER 7 Sownd o the Cliewemia

75 . tmid then the geensed man, whe explaing his aclions,

7.52  The prosecutor seems to respond to a mysterioug
whispered volee—"A werewoll"—that no one else hears.

5 ) - 3 P we
accompany his reworking of the tape. Finully, Hurry arrives at a good dub, and
: ifl vs if he could”
hear the man say, “He'd kifl vs 1 1 .
The overall situation is quite mysterious. Harrdy do;}:: n;))t kﬂ?mmﬁ? 3;{:;5
are (i his clien’s wife or daughter?). ;
sttty are i *s studio is ransacked, the
s the i from the executive. Harry's s
suspects that they are in danger 1 e ot o oo ity
is 5 i 1} hat the executive has it, Now m T s
Lape is stolen, und ke later finds t h o  hah v Han
isi in ¢ lot, After a highly ambiguous series \
leels that he is involved in a murder p i Ly DIgUOUS Series of eve
including Harry's bugging of a hotel room during which a killing takes place, Harry v
' ituation i had thought. ;
' learns that the situation is not as he ! I . . ] -
" wi[l;cut giving away the revelation of the r.ny:,tf;ry, we cun :‘,nynd;:.l" 1]_:; ztjeﬁ o
i arrati isleads us by suggesling thal certain sounds
versation the narration misleads us by i D sounds tre objective
inclincd to consider them subjective, :
when at the film's end we are mc]mc. . % or e
biguous, The film's surprise, and its lingering mysteries, rely on unsignaled shif
' i i ic sound.
between external and internal diegetic soy o ] ]
Providence and The Conversation show that dxsl}ngulshlng dlffell;ent :();[;:slzq
sound can help us analyze the patterns we ﬁnd'm movlllcs. Tl‘lhey a!::dw(::[mel sdc.-s S] n&
: 3 fes respond fairly well to how vi 5 0 sty
ulso suggest that our carcgories corr spon ; A Suers sdetstand
i i nish between diegetic and nondiegetic,
what they hear. We tacitly learn to distingy : enondicgetc. tn-
y i i 5 and nonsimulianeous sound, We're surp ¢ :
ternal and external, simultaneous an 5 P et sarbrised or :
d a sound crosses these boundaries. Because sti
amused or puzzled when a soun ¢ : rause the distnetions
i ) i d bumps in Providence, The ; L
tally with cur assumptions, the seun ! vidence, Th pversation, ane
ilms i clations, cTealing suspense D
nany other films can undermine our expe i 23 152 01 i
:ulnbl?gui[y The categories we’ve reviewed point 16 ways in which sound, ofte
without our awareness, shapes our experience of a film,
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Functions of Film Sound: A Man Escaped

Robert Bresson's A Man Escuped (Un Condamné & mort &'est échappé) illusirates
how u variety of sound technigues can function lhroughout an entire film. The story
Lukes pluce in France in 1043 Fontaine, a Resistance fighter arrested by the Gier.
1mans, has been put in prison and condemned to die. But while awaiting his exceu-
tion, he works at an escape plan, loosening the boards of his cell door and making
ropes. Just as he is ready 10 put his plan in action, & boy named Jost js pur into his
cell. Deciding to trust that Jost is not a spy, Fontaine reveais his pian (o him, and
they are both able 1o escupe.

Throughout the film, sound has many imporkunt fanctions, As in al} of hig
filns, Bresson craphasizes the soungd track, rightly believing that sound miay be just
as cinematic as images. A1 certain Ppoints in A Man Escaped, Bresson even fets his

Fontaine’s Commentary

A key factor in guiding our perception of the action is the commentary spoken over
by Fontaine himself. The voice-pver is nonsimultaneous, since it ocours ut a titne
later than the images. But it could be either internal or exlernal sound, since we
fever learn whether Fontaine {s thinking back over these events or recounting them
to someong,

Fontaine’s narration has several functions. The commentary helps clarify the
action, since certain temporal cues suggest how long Fontaine spends in prison. As
we see him working at his €scape plan, his voice-aver 1eilg us, “One menth of pa-
tient work und my door opened.” At other points, he gives us additional indications
of time, His commentary is particularly important during the final escape scene,
where hours of action occupy only 15 minutes of viewing time and the narration is
nurrowly limiled to what Fontaine could know, Fontaine's voice calmly tells us of
his and Jost’s patient, cautious progress toward freedom,

We receive other vita) infermation through the commentary. Sometimes (he

wing of the prison, or that certain priscn officials’ quarters were at varions places
in the building. Mare strikingly, Fontaine often talls what his thoughts had been,
After being beaten and put in his ficst cell, he wipes the blood from his face and lies
down. On the track, we hear his voice say, “I'd have preferred a quick death,” Of-
ten the actor does not ragister such thoughts visually.

At some points, the voice-over comulenlary cven corrects an imptession given
by the image. After Fontaine has been sentenced to death, he is led back to his cel|
and flings himsclf down on the bed, We might take him 10 be crying, but the com-
mentary says, "I langhed hysterically, It helped.” Thus the commentary udds a de-
gree of depth 1o the film’s narratian by allowing us glimpses inte Fontaine's mental
states.

Yet at first much of the commentary muy seem unnecessary, since it often tells
us something that we can also see jn the image. In one sceng, Fontaine wipes the
bluod from his face (7.53), and his voice tells us, “I tried 1o clean up.” Again and
again in the film, Fontajne describes his actions as we see him perform them or just
before or after them, But this vse of sound is nat redundantly supporting the visu-
ais. Ooe myjor fupction of the past-tense commentary and even the apparently re-
dundant remarks is 1o emphasize the prison event as having afready happened,
Instead of simply showing a series of svenis in the present, the commentary places
the cvenis in the past.

Indeed, ceriain phrases emphasize the Tzct that the commentary is a remem-
bering of events. As we see Fontaine lie down in his cel? afier having been beaten,

753 One of the earliest instances of
tepetitive commentary in 4 Man Escaped,

25 Fontaine tells us, *I tried to cloan up.”
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his commentary says, *1 believe tha | gave up and wept.” as if the passage of lime we h(.:m‘.hix voice-over saying, “ slepl so soundly, my guards had to awaken me.”
a has made him uncertain. Afler meeting another prisoner, Fonlaine narates, This is foliowed by the loud rasp of a bolt and hinge, The light ket in by the door
. “Terry was un exception; he was allowed o see his dangher. Tlearned this lfpuel:." alllf»Ws us to sce 2 faint image of a guard’s hand shaking Fommaine, and we hear a
Again we are aware that the meeting we see on the screen occurred m a point in voice tell him to get ap, In gr_:m:rul, the film containg manty fade-ouls in which the
the past, sound of the next scene beging before the image docs. By putting sound over a
Because of this dillerence in time between image and commentary, the narra- bluck screen or dark image, Bresson allows the sound track an unusually prominen|
tion indicates to us thal Fontaine will eventually escape rather than be executed, place in hIS‘ film.
{The title also indicates this.) This final restedr of the nurative couse—effect chai is The reliance on seurd culminates in the final escape scone. During much of the
known. As a result, our suspense is centeredl on the causes—not whether Fontaine ] fast sequence, the action takes place outdoors at night. There are no establishing
will escape, but how he will escupe. The lilm goides our expectations wward the . shots to give us a sense of the space of the roofs and walls that Fontains und Fost
minute details of Fontaine’s work to break out of prison. The commentary and the : tnust scale. We get glimnpses of gestures arul seltings, but often sound is our main
sound effects draw our atention 1o tiny gestures and ordinary objects that become ; guide fo whal'is happening. This has the effect of intensilying our altention greatly.
erucial 10 the escape. ) _Wc must strain 10 wnderstand the action from what we can glimpse and hear. We
Furthermore, the narrative siresses that work alone is not enough, that Fontaine ! Jl_ldge the pair’s progress from the church beils heard telling the howr. The train out-
and the other prisoners can survive, both mentally and physically, only through side the walis helps cover the noise the fugitives nvike, Each strange nuise suggests
their efforts (o help one another. Foulaing reccives aid und comfort from his fellow an unseen threat, ‘
prisoness. His neighbor Blanchel gives him a blanket (o make his ropes; another i Tn ane remarkable shot, Fontaine stands in darkuess by a wall, listening to the
prisoner who trics 1o escape, Orsini, provides him with vital information on how w [ foolsteps of # guard walkiitg up and down offscreen, Fontsine knows that he must
get over the walls, Finally, Fontaine himsell must extend trust to his new celbmate, i kill this man if his cscape is to succeed. We hear his voice-over explaining where
Jnst, by taking him along in spite of suspicions that he may be a spy planted by the [ the guard is moving and mentioting how hard his own heart is beating. There is lit-
Ciermuns. tl‘e movement. All we see is Fontaine's dim owline and a tiny reflection of light in
his eye (7.56). Again, throughout this scene, the sound cencentrates our attention
Sound Effects and Narrarion on the chasacters most minute reactions and gestures.
The interplay between the sounds and images in A Man Escgped doesnit pertain ' Sound Motifs
solely to the commentary. Bresson's effurt to focus our attention on details works A o
with sound eftects us well, where each object gains a specific timbre. In the long I‘f\_r’e ve discussed how a filmmaker contrals not only what we hear buz also the qual-
middle stretch of the (ilm, in which Fontaine works on breaking through his door ities of lha‘l seund. [in A4 Man Escaped, every object is assigned a distingl pitch. The
and mitking the implements of escape, detal] becomes particularly prominent. A volume of sounds ranges from very loud to almost inaudible, as the apening scene
754 As Fonlaine patiently sharpens his close-up shows Fontaine’s hands sharpening a spoon handle ir}to a chisel; the loud illustrates. The_ first few shots of Fontaine riding to prison in a ear are accompanied
spoen lumdle into i chisel, the sinple seraping evokes the very feel of the metal (7.54), We hear distinctly the: fubbing of only by the soft husn of the motor. But as & stree(car blocks the road, Fontaine secks
framiing and guiet backgeound track allow —the spoon against the boards of the door, (e ripping of Blankels with a razor to to use the sireetcar’s uproar to conceal his dash from the car. The moment Fontaine
the seraping noise to become prominent. make ropes, even the swish of straw against the floor as Fontaine sweeps up slivers leaps from (he ear; Bresson eliminates the streetcar noise. and we hear running feet
of wood. We're intensely aware that such sounds could alert the guards o - und gunshgts offscreen, Later, in the final escape, the film alternates sounds off-
Fontaing's nctivilies. screen {lrains, bells, bicycle, and so on} with stretches of silence. The film's sparse
The concentration on details tollows a general pattern in the narration of A Man sound) mix effectively isolates specific sounds for our attention.
Escaped. The narration js remarkably restricted. We learn nothing that Fontaine . Ce"t‘}i"'_so‘{"ﬂs 0ot oaly are very toud but also have an echo effect added 1o give
doesn’t know. As Fontaine looks arcumxl his cell for the first tinie, his voice-over . them a distinctive timbre. The voices of the Cierman guards as they give Fontaine
names the items it contains—au slop bucket, a shelf, a window. After he mentions - orders are reverberant and harsh compared 1o the voices of the French prisoners, 756  Waiting to kill the guard, Fontaine
euch, the camers moves to give us a glimpse of it. A1 anorer point, Fontaine hears . Similarly, the noises of the handcuffs and the cell doors bolts are magnified for the  Temains frozen and siteat. The shot s so
a strange sound outside his cell. He moves 10 the door, and we get a point-of-view . same echo effect. These manipulations suggest Fontaine's own perceptual subjeg-  close nd dini that only the soundirack
shot through the peephole in his door; a guard is winding the crank of & skylight i . tivity. Thl{s our reactions 1© Fonwine's imprisonment are intensified through the '8 s of the guard’s approuch.
the hall. For the first time, Fonlaing becomes aware of the skylight, which eventu- . maﬂ,lpulatlon of timbre.
ally becomes his escape route. . These dovices all help focus our avention on the detaiis of Fontine’s prison
Al times, we know even less than Fontaine does. When he attempts 10 cscape life. But there arc other devices that hetp unify the film and sustain its narrative and
#55 At the starl of the ﬁlm.. ?re}.:s.(zn_ . from the car in the opening scene, the camera holds an his empty scar and the other v thematic development. These are the sound morifs, which come back at signiticant
:ﬁ:‘i:;:ﬁn:r:l:;:&:?;: i:;::::":ﬁg ;;:“,:i, prisomer rather than ‘mnving 1o follow him and shqw his‘l‘eC‘H_Pllll’E. {7.55). L'-lie? l" : mmg;l;ss:tl lhfe actgl_on. " ) . .
] 1 remurn, Throngh the back window we prison, Fontaine's neighbor Blanchet fﬂl!s in\fVﬂ during their Llldl !y W-flk‘lu ﬁl‘“PlY their U e o ﬂ“| |‘mry I‘I_'lOtlLi‘ emphasizes the space ou[md(la Fontaine’s cell, We
i glimpse hit heing led back o his captors.  slop buckets, We first hear the sound of his fall as the camera remains on a medium 2 a Streelcar in the opening scene, und the bell and motor ol a strectear are heard
shot of Fontaine reacting in surprise. Then there is 4 cul to Blanchet as Fontaine I oﬂsu‘e;n every time l-nm‘alne speaks 10 someone through his cell window (7.57).
moves to help him up. While the image resticts our knowledge, the sound anticipates -+ The noise remind us ol his goal of reaching the streets heyond the walls, During
| “The eye solicited alone mkes the and guides our expectations. » lEle se'l:un.d hatf of the filn, the sounds of trains alse become important, When
| ear impatient, the ear solicited alone At times, sound in A Man Escaped goes beyond controlling the image; some- 1“.D!1tumel is first able 1o leave his celt and walk in the hall unobserved, we hear a
1 ! makes the eye impatient. Use these times it partially replaces it Several of he lilm's scenes ure 5o dark that sou_nd lT_luSF . '}al" Whlffllc. It returns at ot_her maoments when he leaves his cell clandestinely, un- 757 When Fontaine appears m his
111 impatiences.” play = large part in conveying information about the action. After Fontaing Fulls ; l;]l the trait provides the noise to cover the sounds Fontaine and Jost make during  window, we hear the ,nfgcaf izt vokes
i i | — Robert Bresson, director asleep in prison (or the first time, there is 2 tade-out. While the screen is still dack, ) their escape. life vutside the prison, ‘
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Since the prisoners depend on one ancther, certain sound motifs call attention
to Fontaine's interactions with the other men. For example, the daily gathering of
the men 10 waslt in a commeon sink becomes ussociated with running water. At first,
the faucet is seen onsereen, but later Bresson presents Lhe scrubbing of the prison-
ers in closer shots, with the sound of the water offscreen (7.58).

Some motifs become ussociated with defiance of the prison rules. Pontaine
uses his handeuffs w tap on the wall to signal his neighbors. He coughs o cover the
sound of scraping, and coughs among the prisoners become signals. Fontaine ig-
nores the guards’ orders and continues to talk to the other men. There are other
sountl molifs in the film (bells, guns, whistles, children’s voices) that share certain
functions already noted: dyramizing Fontaine's escape, calling our aticntion 1o de-

tails, and guiding what we notice.

758 DBresson avaids long shols of he
prisoners in the washroom, letting the
sound of water fill in the ambience.
Music
Yet another auditory motif involves the only nondisgetic sound in the film—pas-
sages from a Mozart mass, The music is molivated clearly encugh, since the film's
plot action refers continually to religious faith. Fontaine lells another prisoner (hat
he prays but doesn’t expect God to help him if he doesn’t wark for his own liberty,
Al first, we may be unable to form any consistent expectations about the music,
and its recurrences are likely 1o take us by surprise, Aller it is heard over the credits,
the music does not return for some time. Iis first use over the action oceurs during the
initial walk Fontaine akes with the men 1o empty their slop buckets. As the music
plays, Fontuine’s commentary explains the routine: “Empty your buckets and wash,
back o your cell for the day” Hearing ceremonial chorch music while prisoners
7.59  As he prisanets cinpty their slop empty slop buckets is a little startling, but the contrast isn’t ivonic (7.59). Not only are
buckets, we hear the Mozart Mass in these moments of movement important to Fontaine’s life in the prison, but they also
Minor. provide his main means of direct contact with other prisoners,

The music, which comes hack seven more times, emphasizes the narrative de-
velopmenl. Fontaine meets the other men, wins their supporl, and finally plans to
share his escape. The music reappears whenever Fontaine makes contact with un-
other prisoner (Blanchet, Otsini) who will affect his escape. Later washing scenes
have no music; these are scenes in which Fontaine's contact is cut off because
Orsini decides not to go along, The music returns as Orsini attempts his own escape
plan. He [ails but is able 10 give Fontaine vital information he will need in his own
ariempt. The music reappears when Blunchet, once opposed to Fontaine's plan,
contributes his blanket to the rope making.

Eventually, the music becomes associated with the boy, Jost, [t plays again as
Fontaine realizes that he must either kill Jost or take ki along. The final use of mu-
sic comes over the very end of the film, as the two escape from the prison and dis-
appear into the night. The nondiegetic music has traced Fontaine’s developing trust
in the other men on whom his endeavor depends.

The recurring musical passages suggest a general implicit meaning beyond
whaut Fontaine tells us explicitly. If we follow the pattern of the music's recurrences,
we might intcrpret the motif as suggesting the importance of trust and interde-
pendence among the people of the prison. Here we don’t have the conventional
mood music thal accompanies the action of many films, The very incongruity of a
Mozart mass as an accompaniment to mundane actions should cue us 1o seek an

implicit meaning of this type.

A Sample Sequence
A brief scene from A Man Escaped shows how our experience of the Glm’s story can
be shaped by silence and shift between sounds that are internal and external, sjmul-
tancous and nonsimultancous. The eleven shots (7.60-7.70) in Table 7.3 constite
the scene in which the boy Jost is put inlo Fonlaine's cell,

TABLE 73 Sound and silence in 4 Adan £ aapred
A Mt Lseape,

(1) 27 sec

¥ (over): But
then once
again..

-« I thought
| veas lost,

761

(Qverk in French
and German uni-
form, he logkey
repulsively filehy,

{Over} Ha
seemad barely
sixteen,
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Effects

Action/Camera

Lok rattles off

Rattle contimyes
off

Flumg

Fuorsreps off

F. turns head left

Watches off [eff,
turning head

Meves lsft and slightly
forward: camen pans
with his actions

Lock cloging
off

One retreating
faotstep off

Catches door as i
clases

Eching of lacks
and doavs, off

Two fontstaps,
off
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TABLE 7.3

Shot

o i the Cineina

Sound and silence in A Man

continued)

3 Action/Camera
Voice Effacts

7.64

F. [2loud}: &re
you Gerrman?

(2} 10 sec

French? What
I your name?

Jose lifts head,
looks off right

Jost: Jost,
Frangois Jost.

F. [over) Had
they planted a
spy?

7.67

F. [owery Did
they think | was

F loweers eyes
ready 1o walk?

TABLE 7.3 Sound and siuice A Mait Esraped feontine

Voice

d)

Frinwrivms of it Somud: A bl Fscapued

Effecrs

Action/Camera

Seund of one
footstep (Fs)
encell floor

F. moves left and
ferward, camera
Pans ta follow

f. faloud) Give
Me you hand,

jost,
F (aloud),
There isn't
much raom,
770
Blssolve

F. stretches rght
2R out

Sound of Jast
rising

Shoes sgainst

floor

Jost stands, they
shake hands

F. Yooks right

Thay both look
around

Moments of silence and oscillation between §
dominate the scene. We haven®
the scene beyins. Fontaing's interaal commentary
Qffsereen faotsteps and Fontaing's gaze indicate 1
the camera lingers on Fontaine, Bresson de
ingly fong time, (This figst shot i,
creates special effects, It vestrict
Fontaine is reacting to, Qur
hints at the threat: the “he™

is one of the many small my

s the narration considers
dceess 1o his mental stare ¢
referred w could be ejther g guard or

ements of suspense the narration creales,

ontaine’s internal and external speech
and don't know what js happening as
tells us that a new threzf has appeared,
hat sumeone has entered his room, but
lays the cul to the newcomer for
s a5 long as the other (hree shors combined.} The delay

ibly, since we do not know what
hrough the commentazy only
another prisoner. Thig

a surpris-
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i Y i cc of

The tact that we wait 1o see Jost also Tunctions to emphaa_uc the |m|30(rjtf]|5:r“€|y

his g e’llt’mce It direets our expectations 10 Fontaine's reaction (](.on\eyihu:.azmr

| rough his aon : i i 3 ¥ he new g
| ‘ 1[111;1551 his nonsimultaneous diegetic commentary) rather than to U

Fomlauine ] int and
By the time we actually see Jost, we know that Fonlaine feels_threme.nke:li:y“-lli:%ene
di):lurbed by his part-German uniform. The ﬁrs_l words 'FO:;[m[I:: :Fnid[y in the infm_
(:I]‘l[}l'l'l%i?b his doubl, Rather than stating u dcusl:ve ulmtu 1:; di]emnlf:-l ks intor
iot, Again bi as he makes clear H in: Jos
. Again his commenlary returns : s clea o be Is 2o
mﬁuci:: a EPY planted by the prison offieials. Yeu his words to J‘cllsi c.n{;\ll:::tmc n (his
e doubt as he shakes hands and converses in frlendl}: fag 1on.. s o inter-
“;:;rof simuitaneous dinfogue and nonsimultaneous narrition allows the
o in ical aspects of the action.
sent contrasting psychological asp Cts _ wion
to P{?;(:,n:ound et’fcctgs mark significant actions and dcvclop_ tlr_u:_n_‘:u]1anve‘:vr:c:flr‘;:Jm[lq
lel'lil’lt‘;s foutstep is heard as he moves toward Jost after his mmz\F _rcslclj t,hc'u- sh;)cq
ri%in; aceompanies their first gesture of trust, the hﬂndshikf_:. _;Ezﬁg,n
s‘(.-‘m[?e against the fleor as they relax and Eggm_ o :55:;1%22;:;;;\ Df So.und within
- i i i he combination ypes
his seene is very brief, b1 : ‘ e o
a ﬁa\;vr shots indicates the complexity of lh_e film's s.oAund na?k. i[i}:?ﬂt;inin mmﬁc_
cunno{ be considered apart from its place in th; entire film, I-lu]l;c:E son‘z i e
tion with cther technigues and with narrative iom|1. ThTOtI? Wh.:l ie]aﬂ.onsmps o
: ities these sounds have, and whe i :
nds we hear, what gualities ! : onships ex-
:A:P i:nsgl:lo those sounds and berween sound and image, hnl: has made this technig
st 3 ; ] ,
a cemralbl‘uclor in shaping our experience of the whole film

Summary

i i i acity
As usual, both extensive viewing and intensive scruunyfwu[llbsllla;piazﬂ ﬁ:;u;s:glicél
tice vorki il sourd. You can get comfortal
notice the workings of film soun g il the &
:gollq we have suggested by asking several questions about a film’s soun
s ; e
1. What sonnds are present—music, speech, noise? How alre. ]gu?-n:[f:ﬂ [;:[1[[;
. and timbre used? Is the mixture sparse or dense? Modulated o
changing? » i \
2. Is the sound related rhythimically to the image? If so, how?
s : * "
[s the sound faithful or unfaithiul v ity perceived source?
’ L} . B N 1
Where is the sound coming from? In the stery’s space or ou‘md; il guqi:reel
" or offsereen? If offscreen, how is il shaping your response to what y

seeing? . - .
5. When is the sound occurring” Simultaneonsly with the story action? Before
’ Afler? .

i 0% tire
6. How are the various sorts of sounds organized actoss o chL'len.CE:tOr t?fhzn
. film? What patterns arc formed, and how do they reinforce aspects o

film’s overall form? y

7 Fér euach of questions 1-6, what purpases are fulfilled and what effects are

achieved by the sonic manipulations? N
Practice at trying 10 answer such questions will familiarize you with the basic uses

sound. ] ‘ e
o ﬁtﬂ.“; always, it isn't enough to nume and classify. These categories and iern

i nd we
most usefn] when we take the next step and examine how the types of soul
identify function in the total film,

For material on how sound is created in flm production,
see “Where Lo Go from Here® in Chapter 1, A deiightful
cssay on the development of film sound is Walter
Mureh’s “Sound Design; The Dancing Shadow, in Tohn
Boortnan et al,, eds., Projections 4 {1995), pp. 237-5].
The essay includes a behind-the-seenas discussion of
sound mixing in The Godfather:

Articles on particular aspeets of sound recording and
reproduction in Hollywood are published in Recording
Engineer/Producer and Mix. See also Jeff Forlenza and
Terri Stone, eds., Sound Jor Picture (Winona, MN; Ha
Leonard, 1993}, and Tom Kenny, Sound for Picture: Fiim
Send Through the 19905 (Vallejo, CA: Mix Books,
2000), David Lewis Yewdall, Practical Ay aof Motion Pig.
fures, 2d ed. (Boston: Focal Press, 2003) is an excellent,
detailed overview and includes a very instructive audio
€. For many practitioners’ comments, see Vincent Lo
Brutto, Sound-en-Film: Interviews with Creaiars af Film
Sound (New York: Praeger, 1994), Walter Murch, Holly-
wood's principal sound designer, explains many contem-
porary sound technigues in Roy Paui Madsen, Working
Cinema: Learning from the Masters (Befmont, CA:
Wadsworth, 1990, PP- 288-313, Our quotation on p 278
comes from the latter source, p. 294,

A useful intreduction 1o the psychology of listening
is Robert Sekyler and Randolph Blake, Perceprion, dth
ed. (New York: MeGraw-Hiit, 2002). See as well R, Mur-
ray Schafe, The Soundscape: Our Sonic Environment and
the Tuning of the World (Rochester, VT Destiny, 1994),
and David Toop, Ocean of Sownid: Aether Talk, Ambient
Setnd and Imaginary Worlds (London: Serpent’s Tuii,
2001).

The Power of Sound

Of all directors, Sergei Eisenstein has writlen most
profifically and intriguingly about sound technigue. Sea
in particular his discussion of audio-visua] polyphony in
Non-indifferen: Nature, trans. Herber( Marshall {Cam-
bridge: Cambridge University Press, 1987), pp. 282.-354.
{For his discussion of music, see below.} In addition,
there are intriguing comments in Robert Bresson's
Nores on Cr‘r:emmogmplzy. frans. fonathar Griffin
(New York; Urizen, 1977).

The artistic possibilities of filtn sound are discugsed
in many essuys. See John Belton and Flizaheth Weis, eds,,
Film Sound: Theory and Fractice {New York: Columbia
Univcrsil.y Press, [985); Rick Altman, ed., Sound Thepry
Sound Practice (New York: Routledge, 1992); Larry
Sider, Diane Freeman, and Terry Sider, eds., Soundscape:
The School of Sound Lectures 1998-2001 (Landon: Wall-
flawer, 2003); und “Sound and Music in the Movies,”
Cindasre 21, 1-2 ( 1995): 46-80. Three anthologies edited

by Philip Brophy have been published under the general
titte CineSonic: (New South Wales: Australian Film Tele-
vision and Radje School, 1899-2001). The most prolitic
researcher in the aesthelies of fil sound is Mickel Chion,
whose ideas are sumnmarized in his Audia Vision, trans,
Clavdia Gorbnian {New York: Columbiz University Press,
1994). Sarzh Kozloff has wrilten extensively on speech in
cinema; see Invisible Storyteliers: Voice-Over Narraion
in American Ficrion Film (Berkeiey: University of Caji-
fornia Press, | 988} and Overhearing Film Dialogue
(Berkeley: University of California Press, 2000). Lea Ja-
cobs analyzes several dialogue patterns in “Keeping Up
with Hawks " Style 32, 3 (Fall 1998): 402-26, from which
our mention of accelerating and decelerating rhythm in
His Girl Friday is drawn,

On sound angd picture editing, see Vinceni Lo
Brutio's Selected Takes. Film Editors on Editing (New
York: Praeger, 1991), p. 95, Dialogee overlap is ex-
plained in detail in Edward Cmyiryk, On Film Editing
(Boston; Fogal Press, 1984), pp. 47-70.

As the Letter from Siberia extract suegzpests, decu-
mentary filmmakers have experimented a great deai with
sound, For other cases, watch Busil Wright's Song of
Ceylon and Humphrey lennings’s Listen 1o Britain and
Diary for Timothy, Analyses of sound in these flms may
be found in Pay| Rotha, Documentary Film (New York:
Haslings House, 1952), and Karel Rejsz and Gavin Mil-
lar's Technique of Film Editing (New York: Hastings
House, [968), pp. 156-70.

Steplien Handzo provides a wide-ranging discussion
of systems for recording and reproducing film sound jn
“A Narrative Glossary of Film Sound Technology,” in
Belton and Weis, Film Sound- Theory and Practice. An
updated survey is available in Gianluca Sergi, The Dalby
Era: Fifn Sound in Contemporary Hollywsod (Manches-
ter; Manchester University Press, 2005).

Silent Film Versus Sound Film

It’s long been assumed that cinema is predominantly a vi-
sual medium, with sound forming at best a supplement
ard at worst a distraction, [n the late 19205, many film
aestheticians protected against the coming of talkies, foal-
ing that synchronized sound spoiled a pristine mute art, In
the bad sound film, Reng Clai claimed, “The image is re-
duced precisely 10 the role of the iltustration of 4 phono-
graph record, and the sole alm of the whole show s 1o
resemble as closely ag possible the play of which it is the
‘cinemalic’ reproduction. In three or four seltings there
take place endless scenes of dialogue which are merely
boring if you do not understand English but unbearable if
you do" (Cinema Yesterday and Today |New York: Duover,
1972], p. 137 Rudolf Arnheim asserted that “the
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imroduction of the sound flm smashed many of the forms
that the lilm artists were using in favor ol the inartistic de-
mand for the grcatest possible ‘naturalness’ (in the most
superficial sense of the word)” {Film as Ari [Berkeley:
Universily ol California Press, 19571, p. 154).

Today we find such beliefs silly, bul we musl recill
that many carly sound [lilms relied simply on dialogue for
their novelty; both Clair and Arnheim welcomed sound
effects and music but warned against chatter. In any
event, the inevitable reaction was led by André Bazin,
who argued that a greater realism was possible in Lhe
sound cinema. See his Whar Iy Cinema? vol. | (Berke-
ley: University of California Press, 1967). Even Bazin,
however, seemed to believe that sound was secondary to
the image in cinema. This view is also pnt forth by
Sieglried Kracaver in Theory of Fitm (New York: Oxford
University Press, 1965). “Films with sound live up 10 the
spirit of the medium only if the visuals take the lead in
thern™ (p. 103},

Teday, many filmmakers and lilmgoers would agree
with Francis Ford Coppola’s remark that sound is “hall
the movie , , . at least,” One of the major advances of film
scholarship of the 1970s and 1980s was the increased and
detailed autention to the sound trick,

On the transiticn from silent to sound film in Ameri-
can cinema, see Harry M, Geduld, The Birth of the
Tatkies: From Edison to Jolsen (Bloominglon: [ndiana
University Press, 1975); Alexander Walker, The Shawered
Silents (New York: Morrow, 1979); chap. 23 of David
Bovdwell, Janect Stuiger, and Kristin Thompson, The
Classical Hollywovd Cinema: Fitm Style and Mode of
Production ro 1960 (New York: Columbia University
Press, 1985); Jumes Lastun, Sound Technology in the
American Cinema: Perception, Representation, Moder-
rity (New York: Columbia University Press, 2000%; and
Charles Q'Brien, Cinemea’s Conversion to Sound: Tech-
nology and Film Style in France and the U.S. (Blooming-
ton: Indiana Universily Press, 2005), Douglas Gomery's

The Coming of Spund (New York: Routledge, 2005} pro-
vides a U.S. industry history.

Film Music

Qf all the kinds of sound in cinema, music has been the
most extensively discussed. The literature is voluminous,
and with a recent surge of interest in film composers,
many mere recordings of film music have become
availuble,

A basic introduction to music useful for film swdy is
William 8. Newman, Understanding Music (New York:
Harper, 1901}, An up-to-dule and detailed produgtion
guide is Fred Kaclin and Rayburn Wright's On the Track:
A Guide to Comtemporary Film Scoring, 2d ed. (New
York: Schirmer, 199(). Karlin's Listening to Movies
(New York: Routledge, 2004) offers a lively discussion
of the Hellywood traditien,

The history of film scoring is handled in lively and
unorthodox ways in Russell Lack, Twenry-Four Frames
Under: A Buried History of Film Music (London: Quar-
tet, 1997). For Hollywood-centered histories, see Roy M.
Prendergast, Film Music: A Neglected Art (New York:
Norton, 1977), und Gary Marmorsiein, Hollywood Rhap-
sody: Movie Music and Its Makers 1900-1975 (New
York: Schirmer, 1997). Scc also Martin Miller Marks,
Music and the Silent Film: Conrexss and Case Studies
1805-1924 (New York: Oxford University Press, 1997),
and Rick Altman, Silent Film Sound (New York: Colum-
bia University Press, 2005). Contemporary film com-
posers are interviewed in Michael Schelle, The Score
(Los Angeles: Silman-James, 1999); David Morgan,
Knowing the Score (New York; HarperCollins, 2000);
and Mark Russell and James Young, Film Music (Hove,
LEngland; Rota, 2000).

The principal study of the theory of film music is
Claudia Gorbman, Unheard Melodies: Narrative Film
Music (Bloomington: lndiana University Press, 1987). A
highly informed, wide-ranging medilation on the sebject
is Royal S. Brown, Overrones and Underrones! Reading
Fifm Music (Berkeley: University of California Press,
1994). Jonathan Romney and Adrian Wootton's Cellu-
Inld Jukebox: Popular Music and the Movies Since the
50s (London: British Film Instiwte, 1995) is an enjoy-
able collection of essays. See also Chuck Jones, “Music
and the Animated Cartoon,” Hollywood Quarterly 1, 4
{July 1946): 364-70. A sampling of Carl Stalling’s
amazing cartoon sound {racks (p, 269) is availuable
on two compact dises (Warner Bros, Y-26027-2 and
9-45430-2),

Despite the bulk of material en film music, there
have been fairly few analyses of music’s functions in
particular films. The most famous (or notorious} is Sergei
Eisenstein’s “Form and Content: Practice,” in The Film
Sense (New York: Harcourt, Brace, 1942}, pp. 157-216,
which examines scund/image relations in a sequence
from Alexander Nevsky. For sensitive analyses of film

music, see Graham Bruce, Bernard Herrmann: Filin
Music and Narrative (Ann Arbor: University of Michi-
gan, 1985} Kathryn Kalinak, Serrling the Score: Music
and the Classical Hollywoed Film (Madison; University
of Wisconsin Press, 19492); Jefl Smith, The Sounds af
Cenmmerce: Marketing Popular Film Muysic (New York:
Columbia University Press, 1998); and Pumela Robert-
son Wojeik and Arthur Knight, eds., Soundtrack Avail-
able; Essays on Film and Popuiar Music (Durham, NC:
Duke Universily Press, 2001).

Dubbing and Subtitles

Peaple beginning to study cinema may express surprise

{or annoyance) that films in foreign languages are usu-
ally shown with subtitled captions trunslating the dia-
logue. Why not, some viewers ask, use dubbed versions

ol the films— tha is, VErsiong in w
been rececorded in the wudience’s |

subtitles?

There are several reasons, Dubbed voices usuall
havc! a b_Iund Sludio sound. Elimination of the original ac{'
tors’ voices wipes out an important component of their
performance. {Partisans of dubbing ought to look ar
(|uchd versions of Euglish-language filmg (o see howln
performance by Kathurine Hepburn, Orson Welies, or
Tohn Wa_?'ne can be hurt by a voice that does not ﬁ‘t'lhe
bady.) With dubbing, all of the uspul probleins of wrangla-
! need to synchronize specifi
worc_ls _w:th specific fip movements. Myasl impnr?z:nl:eﬂz?ll;
subtitling, viewers still have access 1o the originai ‘s:ound

tion are multiplicd by the

track. By eliminating the original voice wack, dubbing

simply destroys part of the flm.

For a survey of subtitling pracs
‘ 3 £ practice, see Jan Ivarsson
and Mary Carroll, Subtitling (Simrishamn, Sweden:

TransEdil, 1998).

Recommended Wehsites

wwv::ﬁ{l]n_\tscund.org The most comprehensive and detailed
C0s1tE on sound in cinema, ‘with many intervi
; 3 terviews
links 1o other sites. Y w
www.mixonline.com The it for Mix Mugazine, devored to
all aspects of film and video sound production. Offers
many fiee articles andg original weh content.
wudesFreen_museum.cnm/sound/soundm.htm A review
of the history of sounc systems, illustrated with origjpal
decuments. "
wwvy.fl(m‘rnusic._com News ol current releases, giong with
Interviews witly compasers and music crew.
www filmscoremonthl
free articles.

www.geocities.com/HolIywood/Academy/4394/sync
htm n this 1995 article, “Sync Takes: The Art and ’
Tech_niquc of Postproduction Sound,” Elizabeth Weiy
(.'C!FI(;IS&:]}' explaias the creative chotees involved in sound
mixing. Qur yuotation from Michacl Kirchberger is 1aken
from one of the comments Weis presents here,

www.npr.org/tempIates/story/story.php?storyld:]]?.sa
63 A streaming audio interview with Walter Murch en
the Nutional Public Radio program Fresh Air.

Y.€Om A magazine site with some

Recommended DVD Supplements

ADR, the postdubbing of dialogue, scldom finds its way
onto BVD supplements, An exceplion comes in “Peter
Lorre’s ADR Trucks™ on the 20,000 Leagues Under the
Sea DVD. {The wack is well hidden: In the “Bonus Maic-

hich the dinlogue has
¢ din anguage? In man
coumrles._ (}11bbzng 1S very commaon. (Germany and Ital;
I&sze traditions of dubbing almost every imported film.)
hy, ther, do most people who swdy movies prefer

Whirre (0 G from Hore 303

rial” section, click right t© “Lost Treasures” and then
choosg “Audio Archives #2.") The oppasite 1echni ui:
reco:'dlng songs for playback and lip-synching on set gm‘:
‘m‘g thle filming of musical numbers, iy dcmoﬁ‘:lraled in
Scoring Stage Sessions” on the Singin'in the R.ar'n disc
) “An e{qcctlcnt survey of how sound tracks are builliui)
is "On Sound Design,” for Master and Commander,
where # dense ambient mix had to support the ponrnyai
u_i a crowded ship. This supplement shows why s0 much
dialogue recorded during filming is not usable and nyust
be replaced by ADR. Sound-effects specialists demon-
strate the subtleties of re-crealing the noises fram firin
Irom various (ypes of weapons. ’
Tl?e “Sound  Design™ subsection of “Muasic ung
Sound” on the Tay Story 2 supplements includes a clear
example of kow sound funciions within scenes. In ll;u
scene wI:lcl'e the band of toys crosses a street full of traf-
fic, the filmmakers goal was to creale extreme contrasts
between movemnent and stasis. One technique was to sm‘
and start lI!e music as the 10ys frozc and then moved unp
The.sccnc is played through with only sound effects, only
musie, and the final mix, Y
Each volume of Fhe Lorg of the Rings offers a sup-
pl_ement called “The Soundscapes of Middle-F'ulhR‘
wufh the three adding up 1o about an hour. The Fgﬂom"—
ship nfrf_r_e Ring documentury discusses ADR as well as
iounf{ ui_hzcts. Bach volume also coniaing a segmenr.
Music for Middle-Earth,” slso totaling ubout an hour.
The Tw”. Towers DVD set containg demonstration ot;
sound mixing, with eight versions of the same clip from
the Helm's Deep battle: one wirth the sound recorded
on-set during filming, six with selected parts of the
sound (music in one, weapon sounds in another, and so
on), and the final mix, The six incomplete trnci:s hive
nlrf:a-cly been partially mixed from separate recordings
lOngmuIly. each sound was recorded separaiely, Ear!y.
in The Return of the King, for example, as Gandalf
leads the group through the woods to visit Isengard
one lrm;k was made just for the clicking of Legolas’s‘
S;Zof\:::ul[nni.li]:_quwer_a sound barely distinguishable jn
Discussions of musical scores are amang the most
common of making-uf supplements. In o particularly de-
tailed and systematic discussion, “Scoring War of the
Warlds,” John Williams comments extensively on the
narrative functions ol his music, The supplemen? was di-
recled by Stoven Spielberg, .
Sergio Leone's Westerns are often called “operatic,”
3nd film music historian Jon Burlingame explains why i'n
fi Maestro: Ennio Morricone and The Good, the Bad,
andd the Ugly” Unlike most movie music, the ,scnres fo;"
Leone's ﬁ]{ns were writlen in advancs, and this supple-
ment explains how the music guided the director durin
shooting and editing. £




