Introduction

These research hopes to present a few examples of cross-media collaboration, and explore creative methods exchanged between them.  Obviously, personality is a factor in collaborations but I’ve not gone into that aspect, as I don’t think that is within my field.  So I have mainly tried to concentrate on the actual process of collaboration and creation of material.  First of all is my work with David Casal (UEA) who is interested in working with artificial intelligence in music and is researching means to make this happen, currently using Andrew Plotkin’s “Boodler”.  Next is my collaboration with poet Lawrence Bradby (OU).  This never actually became a full piece, but I have included it as some interesting ideas were discussed, and I think it will be useful for any further activity of this type.  Then there is the installation with Caroline Wright (NSAD) which was possibly the hardest for me from an aesthetical point of view, as I have always been wary of sound installations due to the lack of obvious formal structure. My collaboration with Clive Walley was a fairly distant one as I was working with previously finished material, but this is also one of my favourites, as I feel working to animation / moving image is the most immediate out of all the media I have looked at.  Lastly the Sonimation commission where I worked with animator Sarah Waterman (NSAD) which was the most intensive of all the collaborations, both because of the short time-window allowed for the completion of the commission, but also due to the steep learning curve both Sarah and I embarked upon!

1. PD + Basic stamp + Boodler with David Casal

Pure Data is a graphical programming environment very similar to max msp.

"PD" stands for Pure Data and is a graphical Computer Music System written by Miller S. Puckette . It works in a similar way as Max (A Computer Music and MIDI system for the Macintosh from Opcode) or jMax from IRCAM. PD is open source software, it is free for any use and can be downloaded from the internet. PD runs on Win32, IRIX and LINUX platforms. It is easy to extend PD with third-party plug-ins (so-called "externals"). Many collections of externals (so-called "libraries") are already available. “
Iohannes M Zmöelnig: http://iem.kug.ac.at/pd/  2002

The PD objects referred to in this text (e.g. “soundfiler” “fiddle~”) are all carefully documented in http://crca.ucsd.edu/~msp/Pd_documentation/index.htm .

The Basic Stamp is a collection of components including a microcontroller which is programmable in Basic.  The basic stamp 2SP, which I was using is made by parallax: http://www.parallaxinc.com/ .
David Casal is using Boodler version 1.5.3.  
“Boodler is a tool for creating soundscapes -- continuous, infinitely varying streams of sound. Boodler is designed to run in the background on a computer, maintaining whatever sound environment you desire.”  
Andrew Plotkin 2002 http://www.eblong.com/zarf/boodler/doc/index.html

The main PD patch grew out of various patches which were purely investigative, and had no other purpose than to try out different options available in this programming environment.  This created an evolutionary environment, whereby the patch would change if something could be improved to overcome a problem, whether niggly or important.

The negative side of this is that a lot of material was floating around in patches that wasn’t actually being used.  We had to decide together just exactly how much output we wanted, as with all the various subpatches in, the work, sounded as it looked – a mess! (see Fig. 1) We decided to strip everything out to make it much clearer.  For example my “keys” subpatch, which is a patch I built to send triggers using the computer keyboard, which has most of the keys connected to bangs and “send” objects. I use this in lots of my patches as it is an easy way to send triggers, so I completely took it for granted.  However, having left it in the patch I gave to David, it caused much confusion until I remembered it was there!
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The main patch rests on David’s machine, boodler operates on the G3 powerbook and I made myself a small patch on the laptop to connect my buttons into, and sent the signals using netsend to the main patch (see Appendix 1).  This gave me control over the samplers on the main patch.  David then used the main patch to make the samples (stored in arrays) into wav files, using the soundfiler object. (fig.2)

Fig. 2
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We created large buttons (seen in fig.2 as black squares) so that I could see when he’d taken the soundfiles – he could also take them without me “closing” the sampler, so that we both had some artistic control.  Then with a question of hand signals we could co-ordinate which of the four tables had not yet been filed.  The four soundfiles are then transferred to the G3 powerbook using ssh keys (128bit encryption tool) and used in boodler.  The sound from boodler then comes out of G3 powerbook. 

I am using the second outlet in the fiddle~ object to trigger the samplers (the second outlet from the left sends a bang when it “hears” an attack.  I chose this object as it was simple to use this part of it, and immediate, without having to spend a long time setting it up.  An attack from the saxophone triggers the first sampler, then a second attack triggers the next and so on in looping pattern.  The 4 buttons, working through the basic stamp, are used turn the samplers on and off.  We also added large colourful bangs to allow me to see which sampler was recording at any time.

Building the box of buttons was really an exercise to see if I could manage it.  It was relatively easy, with simple circuitry that didn’t require any great soldering skills, and with help from Matt Rogalsky, who had used the basic stamp before, the programming was also fairly straightforward:

Fig 3: circuit diagram for buttons:
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The wiring for the MIDI out (Fig. 4) came directly from Matt Rogalsky’s documentation on his Light Harp, and Green Lunchbox at: http://mrogalsky.web.wesleyan.edu/otherthings/voltage-midi/voltage-midi.html
I was also very fortunate to get his help to program the midi pin on the Basic Stamp.
Fig. 4 
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Now that it all works, I would make some more practical arrangements to make the system more comfortable and intuitive.  First of all I would find some very lightweight, loose push-to-make buttons and arrange them on the saxophone itself, with a 4-in-one cable to keep it tidy.  I would also find a way to run the midi from the basic stamp straight into the linux machine that David uses, to cut out the extra laptop.  In a performance environment, it would also be fun to project the patch onto a screen so that everyone, including me, could see it clearly, and try to follow the samplers. 

I think the main problem when the buttons were built was deciding on their use, as PD like Max MSP is so versatile as to give the user no prompting for ideas.  This harks back to the old argument that the smarter the technology, the bigger the capacity to make dull music, if more attention and time is spent on the technical aspects of the music-making, than the actual musical output itself.

This collaboration was a good middle-ground for two-people to work together.  David and I both had some idea of what each other were up to, but had both mostly finalised our half before putting them together.  PD can be a frustrating environment to work in, so to get the early hassles and problems out of the way separately, was a great help.  On coming together, we made decisions on which parts of the patch to keep (as mentioned above) and then on the musical aspects: the choice of pre-recorded samples, and the shape of individual motives and the work as a whole.

During our experimentation, David worked out how to change the rate rescheduling in boodler, which decides how often the agents get the new tree of sounds.  With this development, we agreed that we would like to start the piece calmly and build-up to a hectic end.  We also tried various different sample sets.  Then we worked out what sort of musical cells sounded best in the output, so we developed a few things that were recognisable enough to each other to make sense when performing.

It was a good way to collaborate with another person to double the skill-base, as it wasn’t necessary to know exactly how each other’s patches worked, as long as we could negotiated between us the essential things that we would need to work the performance.

I feel that this piece is really only a work in progress, as David is still developing his work, and I would gladly practice with this “instrument” for many years to get really accustomed to it, and modify it as different things became more instinctive, as well as the more practical arrangements mentioned above.  I think this style of work, where things can always be improved, and new developments added on, is something that can get better and better over time and I hope to continue with it as a long-term hobby.


2. Poetry with Lawrence Bradby

The idea of working with Lawrence Bradby came after seeing his contribution to the Sonimation commission.  I very much liked the poetry used in that work, so we got together to discuss what sort of piece we might make If we worked together.  

Poetry, like music is a time-based art, which normally moves linearly from beginning to end.  We thought it would be fun to challenge this idea, and to see if it was possible to “distort time”.

Lawrence picked a theme as I felt that if he was to write the words of the poem, he would need something he could use instinctively, rather than me dictating to him what he should think about.  He picked the theme of the river Wensum in Norwich, and went for walks there to gather thoughts and ideas.  He also showed me a couple of poems as reference, to indicate a type of style he had in mind, for example: “River-doors” by Sean O’Brian.  He also showed me some of his previous work as an example.  

In turn I played Lawrence some works which I felt would bring significance to my part in this work: “Scherzo” by Andrew Lewis I particularly had in mind with his manipulation of his daughters’ voices.  I also played him some more commercial work – “To Cure a Weakling Child” by Aphex Twin, again for the actual sounds produced.  I also played him an Underworld track “Pearls’ Girl” for the pacey rhythmic style of speech-song.  

We talked about which aspects we both liked and discovered we were both quite keen on taking small motives and looping them. This actually led to how we were going to structure the piece, in that I had a visual plan of blocks of different lengths overlapping different layers.  I asked Lawrence if he would be able to write a list of one-word lines, a list of two or three-word phrases, and then longer phrases etc.  This would give us building-blocks of different sizes.  

Lawrence came back to me with exactly that  (see Appendix 2) - and better than I could have imagined!  I then built a small pd patch which would enable us to play the different building blocks using the computer keyboard (though midi would also have been a possibility) as an interface. The idea of this is that we would be able to play different combinations and hear what things would sound like together.

The next couple of hurdles were to decide how much processing of voice there should be and what type.  I was aware that voice is great for processing as it tends to be so rich in range, timbre and gesture, but at the same time, it is easy to fall into clichés with certain processes where a popular sound effect would be the result of the process, rather than catching the less common qualities of vocal processing.

Another issue was whether we would be able to position the words and phrases on the “canvas” together.  I knew Lawrence wanted a part in actually arranging the element of the poem – of course! But knowing that I tend to stop every few minutes to spend time altering a sound or making a loop, I feared that this would be excruciating for anyone else to sit through!

In the end this piece has never come to fruition, though I would still like to realise it eventually, as I feel that, as a concept it works really well.  Lawrence and I are still in touch though busy with other things, and hopefully the work we have put in so far will not go to waste.

3.  Speechmarks installation with Caroline Wright

When I was first approached to work on an installation with an artist working in non-time-based media, I was firstly terrified, as installations to me seemed to be the hardest medium in which to successfully convey time-based arts, particularly time-based visual arts, but also sound to some extent.

However, really in the terms of a collaboration, things were discussed on a purely ideological level, so there was much less sharing of knowledge-base between our two media’s technical requirements.  It was more an exchange of ideas, and swapping material to inspire each other, and provoke artistic response, and less skill-swapping than, for example the Sonimation.

Caroline used her mouth as a pin-hole camera, and took pictures of people, to convey the idea of communication, from the point of view of words coming from “inside” to the outside.  

We interviewed Sharon, who lost her hearing as a child, and most of the sonic material came from this recording.  Caroline had originally put forward the idea of trying to portray the problems of communication in a medical environment, but this was put aside once we had the recording of Sharon, as we decided it would be easier to share a simpler theme – simply the question of words coming from inside a human.  This very simple and broad theme allowed for a lot more flow of material, rather than having to leave out things that didn’t “fit” with a medical theme.

As a sonic artist, and not a literary one I wasn’t terribly interested in my samples for their semantic meaning, but purely in the emphasis, elocution, emotion and intonation of her voice.  We decided between us, however to leave certain words and phrases untreated as Sharon herself was extremely articulate, and came out with some extremely significant phrases that added weight to the work.  It was nice to have a third, unplanned input where the subject inadvertently decided a lot of the material used.  Serendipity in the composition.

This also occurred in a different way, in that throughout my research, I had been playing with PD, in order to familiarise myself with certain aspects of it. One of the patches I had been playing with included a very basic random pitch shifter, which I originally built for the humorous sounds, and  to learn about arrays.  I ended up using this to create some of the material for Speechmarks, as the wide pitch range gave some very rich sounds.

My main fear of installation was always how to give the piece form.  Having been mostly made tape pieces before, where the beginning, middle, and end dictated many aspects of the material, and where I felt I could easily justify certain gestures in their appropriate place of importance in this frame, an installation where the sound needed to be ongoing gave me fears regarding the structure of the piece.

My original idea was to use PD to trigger a large bank of sounds at different times, possibly organising them so that shorter sounds occurred more regularly, and longer sounds less often.  I was planning to use a soundfont with Larry Troxler’s iiwu~ object as this seemed to be the best solution for storing and playing lots of soundfiles. However, this would mean taking a laptop out of action for a couple of weeks, and the iiwu~ object had not yet been ported to the Microsoft Windows version of PD.

Weighing up the pros and cons and the time it would take to implement this, Caroline and I decided it would be best to stick to a more reliable method.  A CD on repeat would be sufficient.  I felt that, in order to be satisfactory, and to avoid the monotony of repeat, the work would need to be as long as possible: around 70 minutes.  This again worried me, as I have never created a piece of such a length, and I wondered how to procure over an hour’s worth of material that was intelligent and interesting.

The recording from Sharon actually gave me plenty of source material, so I was able to apply filters and effects on long samples, which gave me a lot of material fairly quickly, which was rich and variable enough to then make more sounds out of.  This was a typical example of what Sarah Waterman had described as my “organic” way of working.  I made sure that if a sound was used more than once, it had to have been altered since the last time, and any sound that was used as a recognisable reference point had to be used in different contexts, or developed.  This way, mostly using Cool Edit Pro, I managed to build up a piece of 70 minutes which, although it might not hold a listener’s attention for long as a piece in it’s own right, when wrapped around a visual stimulus seemed to work very well.

I had carefully thought about, and discussed with Caroline, just how intrusive the sound could be, without overtaking the images.  I wanted the level of activity to be enough that the balance between aural and visual information was the same.  This was enhanced by a factor that I had been anticipating as a problem: the fact that the room itself was extremely reverberant, with hardly any soft furnishings to absorb the sound.  I had been worried that the sounds would be lost in the room, but in the event, the high ceiling provided the piece with an almost ethereal sound, so that it was hard to tell that the sound was actually in the room.  The speakers themselves had been placed half-way up the room, with muslin covering them, to keep them from being too obvious.

4. Divertimento 3 “Brush Work” with Clive Walley

I had seen the Divertimenti animations a couple of times at different seminars given by Clive Walley, though I didn’t want to get too familiar with the soundtracks on them, as I knew that, once I had permission, I wanted to take one to put images to.  However, I do vaguely remember how the soundtrack started, with small sound of a paintbrush in a glass, which is why I have started the sound track in a similar way, using small incidental noises.

After the Sonimation, which I would personally deem a very “electroacoustic” soundtrack, I wanted to create something more commercial, and indeed musical.  I think this was partly inspired by Jochen Eisentraut who has worked on different Clive Walley animations that I have seen.  

I had an idea that I wanted to use some fairly repetitive loops, to compliment the rhythmic moving of the glass layers framing all the action, and I was also keen to experiment with prepared piano.  This was reinforced when I bought the Aphex Twin album druqs, which uses prepared piano with looping patterns.

I already had this in mind when I went with David Casal who had experience of setting up and playing prepared piano works, and a generally intuitive attitude to music in this medium, to record my samples.  We were able to record some excellent single sounds,  and then, without the need of scores, or written reference, having described the repetitive type of material I wanted, David was able to produce exactly the sounds I had matched to the animation in my mind.

Another feature of collaboration is the coincidences – the fact that I had my saxophone around when the prepared piano was recorded, and it seemed to fit so nicely with the image of the woman appearing in the animation.  Following on is a lower saxophone sound intended to enhance the sexual images of the man and the woman, with the slow piano loop accompanying to keep the pace of the continually moving layers of painting in mind.

There were some specific sync points, where I wanted the sound to match the image quite closely, but I was generally a lot freer with the association than I had been with Sonimation, which involved extremely details sound-vision relationship.  I think a much longer time-period to work in and the fact that the film was already an animation in it’s own right before I got to work on it were contributors to this.  

A couple of sync-points I paid particular attention to, is the way the piano chimes when the woman opens her eyes, and the wiping of the yellow blob at the end, although it is perhaps a little trite, I hope the panning in time with the wiping was quiet enough to be slightly subtle.

In a way, this work was one of the most organised of all the works in my portfolio, as I had a very clear idea of how I was going to compose to the image, and the sounds I wanted to use, almost from conception, when first meeting Clive himself.  This “distance” collaboration was the easiest to accomplish, but almost because of this, the piece was not as interactive a collaboration as the others.
	


5. Sonimation  - “Daylights” with Sarah Waterman

Most of the following text is from the booklet that was made to accompany the DVD that was issued as part of the Sonimation Project, included as part of my portfolio.  I have edited the text slightly to make it more relevant to this document, but it is based on a presentation given at the first Sonimation screening in Sheringham, Norfolk.  I have included most of what Sarah Waterman wrote, as our work was so closely involved we discussed the presentation thoroughly.  

1. What is Animation?   [Sarah]
·	To “animate” is “to give life to… or impart motion to”, and early examples of animation, before the invention of the camera, would be things like flipbooks, where a character or scene was drawn repeatedly on each page of a book, but altering very slightly each time, so that when it was flicked through, the picture appeared to move.  Whilst modern animation is of course far advanced in methods of production, the theory remains the same… A series of progressive images presented at such a speed as to trick the eye into seeing one continuous movement.  And it is this depiction of movement which remains paramount… one of the earliest animators, Norman McLaren, defined the process as: 
“Animation is not the art of drawings that move, but the art of movements that are drawn”.
He places emphasis on the movements implied between each frame, rather than the actual image which exists on the frame.  This is true even within the crudest animation – a flicker book might not boast the most polished of drawings, but the movement within is often enough to captivate us.  I find this within my own work too, that the most convincing movement often occurs at the very beginning of the animation process, when I’m not concerned about the look of each individual frame, but concentrating more on the action as a whole.

·	So, animation is an art concerned primarily with the precise depiction of movement and timing?…
…well, maybe so, but it’s also a medium which allows you the freedom to realise your most bonkers ideas!  Whilst a normal film records reality, an animated film can actually create its own reality, which means an animator can work free from many of the constraints normally applied to the film making process.
Whilst incredibly liberating, this can also prove terribly frustrating, when the scene you can picture in your head refuses to be realised, and all around you people are saying things like “oh, I thought that sounded impossible when you described it to me three weeks ago… did it not work?”

·	So, how does an animator usually work?  
Animation is a huge area, incorporating many things I’m sure I know nothing about, so I’ll stick to what I know and just briefly talk about the areas I am familiar with., and were used within our film.

*drawn animation
where each successive drawing is drawn on a separate piece of paper, and filmed once it’s completed. Whilst this is obviously incredibly time-consuming, it does allow total control over the animation, as you can go back and re-work drawings, and rub bits out, (and get incredibly obsessive about it … if you’re anything like me!).
*model animation
where you’re working with three-dimensional objects or characters, and moving them very slightly between capturing  each frame.  Within this, the making of the puppets is an art form itself, as they have to be jointed, so as to allow movement, but stiff enough to retain their shape and statue, and also strong enough to cope with constant moving around, and of course, if you are in the middle of a scene, and the camera gets jogged, or one of the models falls over, or some other disaster ensues, often the whole scene has to be started again.
*manipulating stuff under the camera
(this is how I created a lot of the material for “Daylights”)
this might be using cut-outs, or drawing on glass, or shifting sand around under the camera, using a multi-plane (wooden frame holding panes of glass) or using found objects (like the tea-cups in our film).
*computer animation
computers can be used in lots of different ways within animation.  Creating an entire animation within the computer, using a package like Flash, or 3D Studio Max, or using the computer to colour and animate hand-drawn animations, or using it merely to edit the finished film together, and put spot effects into an animation (like a lens flare if the sun is reflecting off a building or something like that).  Computers can be a fantastic help when they behave themselves – they can also be a nightmare when they don’t… more of that later…!


2. What is Electroacoustic composition?  [Elise]
Well, as you would probably expect from something so heavily based in a solely academic environment, many people have written whole books about just that question, and there are many opposing views on the answer, so rather than try and encompass all of those,  I will define it in its most general sense: it is music that makes use of acoustic elements, i.e. “found sounds” that are then treated with electronic means such as computers, and other clever boxes containing sound processing circuits.

In the early days of electroacoustic music, before microchips, samples were mostly recorded on to tape which could be manipulated by hand, using techniques such as splicing, delaying, looping, stretching, and reversing the tape, and also using more than one tape machine at a time to combine or aggregate the effects. 

Needless to say, the age of computers had its effect and broadened the diversity of the associated aesthetics, as it has with most fields, creative or otherwise.  The range of “found sounds” or samples, has expanded to an almost infinite capacity with the advent of the world wide web and MP3 technology for example, so that part of the composition process is to intelligently choose the sounds, rather than the difficulty of getting hold of them.

This forms the basis of how I humbly call what I do “composing”, in that I gather a resource of sounds that I feel will be interesting, or pertinent, and then manipulate them to create a much larger bank of sonic material.  Then comes the part that gives me the most pleasure, which is to arrange the sounds into a work that makes, what I can only describe as “musical sense!”  During this final stage, I invariably have to go back to actually creating more material as I go along, either to stitch it together, or because the piece itself throws up new and unavoidable inspirations.  I have heard this called an organic process although I cannot claim to work that way by conscious decision.

[I am just beginning to apply myself to what I would tentatively call composition in real time, where by the sampling and sound processing happen on the fly, so I’m sure my approach will need to adapt to having to act and react spontaneously rather than being able to agonise for days over a couple of hundred milliseconds!]


3. Do these two disciplines have anything in common? [Sarah]
When we first got together to embark on this Sonimation project, we spent the first few meetings doing nothing but talk, and whilst bouncing ideas around, it became apparent that many of the processes that we used within our work were quite similar within each medium.  Elise might talk about processing a sound in a particular way, to convey a particular theme, or emotion, and I could relate that to how I might process an image in a similar way within my own work.
Although much of it sounds quite obvious when spoken about like this, it’s often these fundamental things which can be most effective within a piece, and yet often get forgotten.  So it was good to talk all these things through, and we both began to get really excited about how our own work would relate to each other’s.
Processes we found which are similar:
*repetition
*morphing
*fading
*layering
*gestures
*introductions and resolutions.

Also, the way in which we worked physically on the piece was similar too… (“hunter-gatherer” Elise called it) going out into the wild and foraging for sound and image, which might involve Elise seeking out a computer or a door that made the right noise, and me tearing off to “Toys R Us” and then lugging back a huge bag of sand.
Then the both of us would return to our respective studios to feed it all into the computer and process it from there!

One of the most noticeable differences within the way we work is that, as Elise mentioned previously, she works in quite an organic manner, whereas I have to have everything storyboarded and sorted out in my head before I feel happy to start work.  If anything, I think this probably aided the creative process, as between us we struck a fairly happy balance.

We were also fortunate enough to both want a similar outcome from the piece, that is to say, we both wanted clarity within the piece, and were happy to work within a fairly rigid structure of narrative in order to obtain this.  I also felt that by establishing a well-defined storyboard early on, it meant we could experiment within that, but still knowing what we wanted out of it at the end.


4.  Previous Collaboration.  [Elise]
Postgraduate Museology students at the Sainsbury Centre, UEA, have to put on an exhibition at the end of the year as part of their course.  Last year they decided it would be a lovely idea if they could get both sonic and visual artists to work together to produce their own interpretations of the theme of their exhibition, which was Colour.  Music students and animation students were gathered together in a small room where names were literally pulled out of a hat to decide who would be working with who, and on which colour. It was lucky old Sarah to whom I awkwardly introduced myself, wondering if her levels of expectation of my ability were anywhere within my reach.

Of course it ended up that we figured out a way of working together that we were both happy with, and enabled us to feel smug afterwards to see that where issues of ownership and possession had impeded other collaborations in the group, we had found a way to circumvent that particular compositional hazard.  

·	They way we worked on the Emerald green piece, was to discuss in detail exactly what would occur throughout the piece, while at the same time sounding out how we each particularly felt we were able, or not able to realise the intention.

·	With the agreed, general idea of green being a colour that was associated with growth, we decided to start the piece “young”, and let it grow “old” and each came up with ways within our own medium, by which this could be achieved.

·	Then the idea of an identity moving through different things associated with the colour green came from Sarah, in that she thought a shape taking on an aspect of whatever it was passing through would be a good way to link the whole film together in a visual sense.

·	I felt this would be fun to do sonically as well: to depict a sound for this morphable object, and then use that sound to create all the sounds for its various different guises.  As per usual, I ended up creating some sounds in the final stages of putting the piece together, simply from the visual stimulus, such as the repetitive sound where there is a circular motion, and a bubbly sound at the end.  

This “rebounding” of each others’ ideas became more evident in the Sonimation work, as for example,  I gave Sarah the Waltz clip to work to, but I hadn’t yet created a sound for the sun, so I simply inserted a temporary sound where it would interrupt, according to the storyboard, which happened to be a chiming sound.  Sarah pointed out that it sounded pretty close to what we had discussed would be going on in the sun sections, so I then used that temporary chiming sound as part of the end product.


5. Daylights - themes, ideas & aesthetic decisions [Sarah]
Well, as I mentioned before- we did do ever such a lot of talking at the beginning of this project, and deciding on a theme for the piece was quite hard as we wanted to do something which would provide equal interest and input from both sound and image.  As was consistent with most of the way we worked all the way through the piece, we started off with several ideas, and then gradually narrowed it down to one.

Well, our first storyboard must have been a joy to behold.  As Elise mentioned, we'd never done anything as large as this before, and I fear our enthusiasm for the project might have confused our sensibilities somewhat, as our first storyboard boasted:
-	seven different characters
-	three different levels of reality
-	and spanned length of a day…

within a three minute piece…!

Fortunately we had artist and animator Clive Walley present at one of the Sonimation meetings, and after talking to him, we became aware of how much we were asking of our audience.  Obviously a piece will make perfect sense to someone who's watched it over and over again, and worked on every frame, but a film needs to work when shown to an audience, who've never seen it before.  SO, bearing this in mind, we reworked our storyboard to encompass the main themes we had decided on at the beginning, but took out much of the detail.  Although this seemed like a huge step backwards at the time, as we'd spent so much time on it…it meant everything that was left was suddenly that much more relevant, and the themes within the piece seemed far more apparent.  The storyboard we finally decided on, then changed very little throughout the rest of the making process. 

The idea of the piece came from a conversation we'd had early on in the collaboration concerning dreams and reality, and how this might offer us the opportunity to create different levels within the same piece.  From this we created our monster of a storyboard, which in turn got pared back down.  The title of the piece - 'Daylights' refers both to the light of the sun, and also a person’s consciousness. Within the piece we were interested in exploring both the varying levels of reality apparent throughout someone's day, how your mind can drift off from the task in hand, and, where it might take you. Also the fact that peoples lives, both real and imagined can vary so much from one to the next.

The problem of creating a narrative from these parameters was actually solved when we referred back to an idea that ran through our previous collaboration (Emerald Green) - the idea of aging.  Once we latched on to this idea, it all began to come together:
·	the day became a metaphor for a life,
·	the different characters we had created fitted into the day according to their age, so it starts off with a young person, and ends with an elderly person, although this might also be construed as one persons thoughts alone, varying throughout the day.
·	the day begins and ends with a light - the young view at the beginning peering up at the light, and the elderly view at the end, looking down.
·	the gloopy introduction with the muffled voices might suggest either drifting in and out of consciousness in the morning, but it is also quite embryonic, suggesting the beginning of a day, or a life.  This is in contrast with the fading, laboured ticking, and subsequent sonic and visual cut at the end of the piece
·	we also tried to pace the piece, as we felt a day or a life is often lived.  That is to say   first slowly, then faster, then slowing down again near the end.

As well as the idea of using the day as a metaphor for a lifetime, we were also exploring different levels of reality within the piece. This we tried to describe both sonically and visually- using raw sound, and harsh black and white photos, to describe the reality within the day, like for example, the walk along the beach, and working at a computer. Then, the dreams which sprung from these - the child drawing a picture in the sand which comes to life, and the office worker’s humdrum filing turning into dreams of a wedding both images and sounds from the reality which were subsequently morphed.

The other images which occur and reoccur throughout the film, are (a) the marbled pink, which we wanted to represent thought, or almost a nothingness, just a suggestion of looking at the back of your eyelids, and was also a handy graphic device to morph between thought and reality, and (b) the sun, which cuts in at random points throughout the day, which we wanted to appear quite unrelenting, and the sound in particular, with it's gradual shift from bright and fresh, to almost running out of breath at the end. 


6. Strategies to generate material and the visual and sonic layers coming together.  [Elise]
The point at which the idea had to be made into a reality, was where some of the most intense collaboration occurred.  Because I had very little idea of what the field of animation involved, I was not sure what the limitations, or indeed possibilities were.  In the same way,  although Sarah did have some knowledge and experience of how to put sound to films, she didn’t quite know how much or how little she could expect of me in this regard.  However the result of such prolonged and detailed discussion of the storyboard, paid off, in that samples and objects were collected as we went along, so that once we each had a copy of the storyboard to look at, we each took a section, and used the raw materials collected to create what had been discussed.  

While I still used my usual technique of adding things not previously planned, the collaborative process gave me visual stimulation where on my own I would only have sonic.  For example, we had discussed the scene where a boy at the seaside would go off into a daydream of becoming an astronaut.  I had collected sea sounds and a sample of astronaut intercom, but the greatest part was having to create an unplanned “take-off” sound to Sarah’s animation which links the fact that the boy is at the seaside, through the drawing in the sand to the dreaming of being an astronaut.  

The visual and sonic material is closely linked throughout the film, and this mostly came about by each of us using and developing techniques to develop the raw materials into rich sound and vision.  By this I mean, for example the way Sarah used pertinent filters to morph from reality scenes to dream scenes, and in parallel I used the sonic material of the reality scenes to create the sound for the dream scenes, most notably in the shift from the computer scene into dreamstate, although Sarah and I will both discuss the techniques in more detail in a moment.  

There are however a couple of occasions in the film where the sound begins to suggest the next expression before it occurs, for example the distorted, dreamlike waltz occurs in the dreamstate of the house before we go into the house and see the teacups when the sound becomes more encompassing.

The material was exchanged as often as could be managed so that the other could see or hear what was developing and in turn, take that back into the creation process.  The particular points where the sound and the visuals distinctively align, mostly occurred this way.


7. 	Elise - creating!
·	The first sound created came out of quite a simple way of collaborating.  I’ve already mentioned the Sun sound and how it was inspired by a temporary sound that Sarah picked out.  Well, when I saw a tiny clip of how the sun looked as she was working on it, and she described how by moving the scrim very slightly each frame, it would give a shimmering effect, I got the idea for the high scratching sounds to make up part of the sound,  and also, as the image was so full and encompassing, I wanted the sound to be equally impressive, so I made it with a very large bandwidth, that is to say,  the scratching sounds were very high, the chiming sound occupied a broad middle bandwidth, and I took a very deep sound down to almost below the range of hearing, so that it would really rumble.  During post-production, I had to cut out quite a lot of this bandwidth to enable me to compress the sound so that it wouldn’t distort on different ranges and qualities of sound systems, which was an important technical issue I learnt about working in for this sort of media.  And just to re-iterate again the sharing of techniques, we had decided to both create the sun as a whole, and then chop it into its little pieces.  

·	One of the great things about working on something so large, is that you end up with quite a large surplus of sounds which might come in useful later!  I now have a collection of sounds which evolved from trying to find a sound by which the sea would smoothly lead into the “dream-sound”.

When the idea of a scene caused me a worry, for example where we wanted to convey the feeling of a baby looking up at a mobile with blurred vision, or a person slowly coming awake when the senses return very indistinct information,  I discussed with Sarah as to what she thought the sound should be.  We decided between us that a very quiet, gentle creaking would do the job, but I could find nothing in piles of sound effects or running around with a microphone until I ended up sampling the door to the studio where I was working!  With the slightest bit of processing this ended up on the film, although I still hold regrets that it is not far more delicate.

 
8.  Conclusion [Sarah]. 
When Elise and I discussed the finished film, we both initially felt that there were elements of it which could have been more polished. The reason this final tweaking and finalising didn't occur was due to monstrous technical problems at the post-production stage. However, now all is said and done, we're glad that the technical problems stopped the process when it did, as it stopped us getting too precious about the film, and also allows it to remain, as it was intended - an experimental piece.  
Many of the ideas and processes we were trying-out were new to us, and as such, their inclusion within the piece, successful or otherwise, is totally valid. We didn't create this piece just to recreate stuff which has been done before, we wanted to try out new methods.  However, despite our new found appreciation at being stopped in our tracks by technical problems, we'd be foolish if we didn't learn from this…and any future projects we embark on we will dedicate a far greater proportion of the allotted time to post production, and will try to avoid using any computers for anything at all! Ever!!  

All in all, the Sonimation collaboration has been a fantastic experience, and one we're very grateful to have been given the opportunity to be involved in.  We've both benefited greatly from the project (and generally feel quite lost, now we're not ringing each other up all hours of the day and night!).”


Conclusion

Collaborating with different people is definitely more productive, in my view, for people who do not necessarily have the confidence to instigate and carry out a project on their own, and is a good way to find motivation to produce material, if one’s own confidence is waning.  

Working with different styles, I found the easiest was working with moving image, as there is an almost inherent structure which is shared between sound and moving-image – linked by the linear, time-based nature of the two media.

The hardest problem to address in all the other collaborations was the issue of structure, and how to find a way to fit structures, appropriate to different media together.  

Working with Sarah Waterman, where we were both learning about the procedure to produce a film was a brilliant way to lean about animation and swap ideas and investigate a truly integrated collaborative method, I think helped by our similar ages, experience and ability.  

At the other end of the scale, working with a professional, where the work was already an acclaimed piece in it’s own right, was an equally rewarding experience, as I felt honoured to be using the material, and have discussed the workings of the piece with the animator, Clive Walley who had much more experience with working in this field.

The installation with Caroline Wright worked out much better than I had hoped, and went from something I had been dreading to something I am proud of, and again, it was good to be able to work with an artist who had a lot of experience of installations.  

The two works that I could class as work in progress were perhaps the most interesting and challenging and I feel I need to grow older with them before I could turn them into successful works.  

I feel I have investigated some techniques to overcome problems of collaboration, and found out some interesting ways to interact with different media in a studio-based environment.  I also feel there are methods which can be taken further, and I hope to be able to realise some of these in the future.




Bibliography

	Cook, Perry (ed.): Music Cognition and Computerized Sound The MIT press 1999, Cambridge Mass, London UK.

Dodge, Charles and Jerse, Thomas:  Computer Music (2nd Edition) Shirmer, 1997 USA
Kassler, Jamie: Inner Music The Athlone Press Ltd. 1995 London UK.
Sundberg, Johan: The Science of Musical Sounds Academic Press Inc. 1991 San Diego California.


