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ABSTRACT

Film Scoring is a creative and collaborative atyithat involves
several practitioners, in particular music spesiali (film
composers) and non specialists (filmmakers). Tipeaetitioners
face recurrent challenges in communication prirgabiecause
they do not share the same musical language. tnphper we
present the results of research undertaken intedhemunication
process between filmmakers and composers, witlcpkat focus
on the challenges experienced by the two parties. tén
propose and discuss an interaction design apprtagogress
towards appropriate computer-based solutions.

Categories and Subject Descriptors

H.5.3 [Information Interfaces and Presentation]:o@r and
Organization Interfaces; H.5.2 [Information Inteda and
Presentation]: User Interfaces.

Keywords
Film Scoring, Interaction Design, Human Computeteiaction,
Collaboration, Communication.

1. INTRODUCTION

Film scoring is a creative, multidisciplinary priaet that involves
two key parties: composers and filmmakers (filnefédion
directors and producers). In the position of ckerfimmakers
start by hiring the composer and provide an oralotten brief
describing how they would like the music to suppbeir film.
Then, musical ideas are discussed and developexugira
creative collaboration between the two partiesjl uhé score is
completed and released with the picture to telewmisir theatre.

During the creative collaboration, especially ie tarly stages of
a project, communication is truly critical, conditing the success
of the project. On one side clients need to maké txpectations
clear to the composer, supervising the work throughthe

process. On the other side the composer wants soitges/he has
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understood what these expectations a@amprehending a
director's intent is the most important task of rggia film
composerf28]. Even if the composer writes a very fine pieaf
music, if in the end it does not conform to thenfihakers’ tastes
and expectations then the project will either blaygkd or simply
fail. Yet, compelled by tight budgets and time-feemimposed by
the film and television industries, practitionem@cd recurrent
misunderstandings and frustration while collabagtion film
score productions. This situation is aggravated¢dmposers and
filmmakers not sharing the same musical languagée
subsequent difficulties in communicating mean tbégn fail to
convey information accurately.

In this paper we present the results of researdeni@mken by the
authors into the communication process betweemfakers and
composers. In particular we focus on the challereggmerienced
by the two parties, our aim being to design appad@rsolutions
for these challenges. The notion of computer-bdsets$ is then
proposed. Aided by the recent evolution of rich raezblutions
delivered across distributed communication networks argue
that computer-based tools can be employed to stiffpocreative
communication which takes place between composemd a
filmmakers. We see that interaction design is arpairtant
consideration in the development of tools that oespto real and
specific needs. By bridging the gap in the commation between
practitioners these tools would favour the esthbtisnt of a better
shared understanding, consequently delivering pialtbenefits,
such as:

e For the composer: an increased chance of delivaringic
that fits the filmmaker's requirements and a reiunctof
effort wasted on composition of ideas erroneousbught to
be adequate.

«  For the filmmaker: a greater visibility of the sty process
and a greater opportunity to have a creative impacthe
score.

For both: reduced frustration in collaboration andreater ratio
of time spent on building and discussing ideah@athan trying
to explain them) therefore allowing for more creatoutcomes.

2. BACKGROUND AND MOTIVATION

There has been relatively little research in thetipdar
communicative aspects of film scoring, although niigant
inspiration can be found in endeavours that
communication support in design. Film scoring carcbnsidered

concern



a form of design in that it is also creative, cbtieative, and often
based on client-commissionee relationships. Notekéenples are
Sonnenwald [26], who has investigated communicatibes that
appear to support knowledge exploration and cotkimn during
the design process; or Eckert & Boujut [8] who adjuthat
communicating with and through various kinds of sibgl and
electronic artifacts enables designers to avoidundsrstandings
and recover from communication breakdowns.

As far as creativity support is concerned, compsiatems —if
rigorously conceived— have been proven to be walyable [24;
25], in particular in the domain of the arts [3dan collaborative
activities [14].

The market currently offers a number of tools tirat dedicated to
film music production such auricle!, which allows the effective
syncing of music to picture; ofineScord which generates
soundtracks for movies in an ingenious —but arguabtreative—
way. Efforts to improve these tools exist in acaderorks by

Farwood et al. [9] and Miletto et al. [15] havepestively led to
the design of prototypes Hyperscore and CODES towal
musicians and users with limited or no musical nireg to

cooperatively sketch pieces of music. Works by d&dBarbosa
[11] focused on Internet collaborative virtual ewviments for
music applications, putting a special emphasis eriopmance,
composition and production of music by groups aiggaphically

dispersed communities of users, both in synchronauns

asynchronous modes.

Research endeavours by Abrams et al. [1] have takbigher
perspective to investigate film composers’ cogeitiprocess,
resulting in the development of a prototy@Sketcherlt offers a
flexible workspace to assist composers in theiative workflow
by capturing, organising and manipulating musicaeas.
Similarly, Coughlan & Johnson [6] have designé&bnic

Sketchpad which explores computer support for sketching and

representing ideas in the context of collaboratim@isic

composition.

Our own research, although closely related to atks previously
cited, differentiates by focusing on assisting rauspecialists
(film composers) and non specialists (film makdrs)building
and accurately communicating conceptual musical adde
Members of the collaboration are all creative pedpltheir own
right; and we do not intend to help either film quoeers compose
music, or filmmakers make films. Our motivation riather in
designing support for an accurate and
communication between practitioners; as StaceyEaicrt [27]
argued that while communicating imprecise, uncertaind
provisional ideas is a vital part of creative tearky what is
uncertain and provisional needs to be expressedleasly as
possible.

3. EXPLORATIVE STUDY

We conducted an explorative study with 13 film casgs and
14 filmmakers based in France, ltaly, the Unitedt&t and
Australia to get a deep insight into the film sogripractice and

! Auricle: http://www.auricle.com

2 Sony CineScore:
http://www.sonymediasoftware.com/products/showpobcisp?
pid=1013
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ambiguity-fre

catalogue specific issues that practitioners entswunin

communication. Profiles of the surveyed composezgewaried
and covered altogether a wide range of the indu3tyy series,
documentaries, IMAX movies, music libraries, publior

corporate events, TV commercials, and short anturfedilms.

Some of them were semi-professional; others workeitime.

Some were established in their respective localstrg; others
were internationally renowned and had worked onigmseen by
hundreds of thousands of viewers.

Data collection occurred in different forms: questiaires, video-
and sound-recorded interviews, observations irstiiigects’ work
environment (as in Figure 1) —following the prirlep of
Contextual Inquiry [2]-, and oral and email disd¢oss. This
qualitative approach allowed us to identify specifihallenges
faced by practitioners in the film scoring process.

Figure 1. A film composer observed at work.

In the following section we report on the commutima
challenges identified in our research.

4. IDENTIFIED COMMUNICATION
CHALLENGES

A major hurdle in communication is that composensd a
filmmakers do not have a common specific langu&gemposers
have a deep and thorough understanding of musichvthey do
not necessarily share with directors and produdess.example,
the latter usually think about music in terms dliilegs, emotions
or moods (e.g. ‘I want something scary’); while foemer think
about music more precisely in terms of melodiestriiments or
notes (e.g. ‘I'll write a part for the cello to gldong tremolos
punctuated by dynamic staccatos’). Our exploratisidy
uncovered specific cases where the lack of comnamguage
leads to communication breakdowns, in particularabse of the
exchange of ambiguous, incomplete, or inaccurdbermation.

4.1 Ambiguous Information

Stacey & Eckert [27] have demonstrated that ambigin

communication can have disastrous impact on tlez@feness of
collaborative work. Yet, ambiguity occurs at maeydls in the
communication between composers and filmmakerseagaipy

when they exchange verbal information —whethersitoial or
written.

As most filmmakers do not understand specific nalsterms,
composers have to address them by using laymam's t@ven in
an approximate manner —e.g. speaking abousaedor quality
of an instrument rather than itsnbre-. Composers can suffer
from an induced ambiguity because it becomes miffieudt for
them to defend their musical ideas, especiallyarlyestages of a
project when the music is discussed conceptudilgoinposers



are unable to clearly communicate their creatieag] flmmakers
may discard these ideas, not understanding theintalue.

Moreover, briefs that are given to composers byirfiekers often
take the form of a verbal narrative or an enumenatif words to
describe the emotions to be carried by the mudie. iroblem is
that some of these words can be interpreted diffgrdoy each
individual. Indeed, a word may have several diffién@meanings —
homonyms—, can be made up by its author or unkrawmclear
to the person to which it is destined. This card léa serious
misunderstandings, as shown by the following anecdbat a
composer relates:

“One day a director said to me that he wanted sdiingt

‘spacey’ for the music. | was not sure what he mégnthat

so | asked him, ‘Is it spacey like in Star Wars® bhid. ‘-

No'. ‘-Like in Star Trek then?’ -No.” So then lked, ‘Spacey
like when you had drugs and you feel spacey?’ ‘i, at

al’. And it took us half an hour of discussionunderstand
that he actually wanted something ‘spacious’, whéne

audience would feel like they had a large emptynr@wound

them.”

Furthermore, perception of music is utterly subjectand
therefore people —it does not matter if music etgper not— have
different ways of describing it [7] [13]. To illustte this point, we
ran a small experiment asking 10 people with variowusical
backgrounds to describe the same short music p@chkected
descriptions were as varied as: “Joyful”, “Playful’/At times
intense, at other times perky”, “It's not sad bot happy either”,
or “l don’t think it is joyful, it's more mystericgiand intriguing”.
Now, let's imagine a director asking for some jdyfousic for
his/her film; if the composer is not careful enough
understanding what the director actually intendgdjdyful’ and
only relied on his/her own interpretation of thatrdi, s/he might
then turn it into something that in fact sounds tegeus and
intriguing to the director.

In summary, as argued by Karlin et al. [12], woats rarely
completely reliable when you want to be absolusghgcific in
discussing musical ideas.

4.2 Incomplete Information

Many composers lament the fact that they are samestigiven
little or incomplete information by filmmakers. Oaspect of this
problem manifests when filmmakers do not reallywmehat type
of music they want or at least are not able to espiit, as one
director tells us:

“l know that | struggle with communicating what lant. |
recall briefing this one composer; | said ‘| wanttd sound,
you know, like this...[waves arms above head in eutir
motion]™

In this type of situation the challenge for the qpaser is to
extract as much relevant information from the filekar to shape
and narrow down their true expectations for theimus

Another aspect of this issue occurs when the filkenaoes not
communicate all the information that is of valuethe composer,
as in this prime example of bad communication reggbby a
composer:

“l told him [the producer of an independent filmj send me
all the details and material they have, like theiptcand a
raw edit of the film. Here starts problem one, tlsent me
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only the scenes (8 of them) they needed musiorioa, DVD
with no setup, and no details. | told him, ‘Loolcan't really
start working until | know more about the film'.akked for
some more information, and he sent me a synopséspage
with the basic story (which | already knew).”

Here the filmmaker reprised the common mistake reSpming
that the composer can work without a complete wtdading of
the story that the film aims to tell. As in the &bementioned
example, the filmmaker may assume that only a sub&ehe
available information is of value to the composér. other
examples the composer may not even know that ae pigc
information is relevant until it is presented tamhilt should be
clear to both parties exactly how much informatismelevant in
order for each one to fulfil their role successfull

4.3 Inaccurate Information

Sometimes filmmakers give precise instructions tdat not

accurately translate their original intentions. Yheay have a
clear idea of what music they want, but give anxauoe

description of that idea to the composer. This d¢appen
particularly when filmmakers’ musical knowledgelimited. For

example, we received a report where a directorchakeomposer
to write a piece’s main melody for the clarinet,ilthe actually
meant the oboe, or where the director had incdyréentified a

style of music he wanted, as one composer tells us:

“The director was very specific in that he wantedblaes
piece. When | asked him what exactly he meant dy ke
said ‘like 12-bar blues’. Well, the first sketchmade was
rejected because he said it was ‘too regular amdcstired’.
A few iterations later it became clear that he Wwasking for
a medium paced rock piece, quite different.”

If composers take filmmakers' specific requests taerally,
without checking their accuracy, they might prodsoene music
that will eventually be rejected by the filmmakelfsthis type of
issue is not handled properly in the early stadesproject it can
then be complicated and costly in time and monegtover.

4.4 Remote Communication

Through our explorative study we observed that awgrg
number of collaborations between filmmakers and musers are
conducted remotely, a situation which can aggravtte
communication challenges previously mentioned.

Due to the advent of internet and fast bandwid#tdlifating the
exchange of heavy media such as video and musis, riow

common for film composers to work with filmmakerdavare
located in different cities or even countries. Ailtigh this greatly
opens the market and brings new opportunities ddlakoration,
communication now faces unpredicted challenges. stme
instances telephone, regular mail, or email ardicserfit to

facilitate the exchange of music and video footaf@wever, due
to the absence of face-to-face interaction and ittability of

current accessible technology to compensate ferathéence [22],
if problems occur, these problems can be amplifiegtause
interactions between people are drastically limifEae following

anecdote related by composer André Previn [17]sgare idea of
the problems that remote communication can créatging a
chance encounter with a director whose film Prevas about to
score, the director requested that the music hatgedf French
horns in it. Puzzled by such specific request, Preasked,



“French horns?” “Yeah! You know! French horns!” td&ector
replied, all the while pumping his arm furiouslkdi a slide-
trombone player. Had the requirement been conveyed the
telephone, the absence of crucial visual explanati@ay have
caused an unpleasant surprise on the recording.stag

45 Summary

Through our explorative study we identified specifiases of
communication breakdowns between filmmakers andposers.
This first and necessary, step greatly informednshe issues
that have to be considered. In the next sectionpresent the
approach that we adopted to progress towards tlseggrdeof
appropriate solutions for these issues.

5. INTERACTION DESIGN APPROACH

5.1 Favourable Climate for Computer
Support

An important observation that we made during oudsgtis that
most of today’'s composers and filmmakers are ajrdachiliar

with technology. They have long used electronic digital tools
to facilitate technical tasks such as editing, wippl sound and
video effects or making mock-ups. Most composesstasls like
samplers, sequencers, synthesizers and virtuaumshts in a
creative way, as these tools can extend their csitipo

opportunities and capabilities. Even if many ofnthstill partly

use traditional music instruments and ‘the good glen and
paper to compose, ‘You can’'t do without technolegays an
interviewee. Also, the advent of Internet, coupleith the

affordability of new technologies, is drasticalijhanging the
landscape of the film scoring industry. The pragtis being
democratised, as many amateur or aspiring comp@sersiow
building their own home studios and are offeringittservice.
Fast bandwidths also allow composers to work wiithrfiakers
that are remotely located, even in different caestr Many
subjects of our study stated that they regularlitensse of online
collaboration tools as a part of their work. Exaespihclude email
for communicating briefs and reviews, FTP sites fmsting

finished products or works in progress, and onliesumes and
portfolios.

Therefore, although computers do not yet offer sfatiory
solutions to all challenges encountered by practdis in the
communication, the current climate is favourableifdroducing
computer-based tools to support the
Practitioners’ growing familiarity with technologyets one
conclude that technology awareness is not a sigmifibarrier to
the adoption of such tools.

5.2 Rationalefor Interaction Design

While the benefits of user-centered design andant®n design
are well documented [5; 21; 23] and apply entirély this
situation, the particular arrangement around then fécoring
process imposes specific requirements on the ttieradesign
approach.

The challenges identified in our research are aomecewith the
effectiveness of communication between parties lirad in an
iterative and creative collaboration. In exploriag computer-
based system to support and facilitate this comoatioin, careful
consideration must be given to the means througkchwthe
system and the user communicate — the user interfibe
interaction design approach must ensure that ndheur

communication.

ambiguities, inaccuracies or omissions are intredutirough the
user’s interaction with the system. This considerais vital to
the success of a solution, so as not to underntiee entire
premise of improving communication.

In the following section we present the specifipaach that we
adopted and the positive results that we obtained.

5.3 Our Design Approach

5.3.1 Presentation

The interaction design approach that we followethgipally
draws fromgoal-directed desigf5] and has a simple premise: If
we design and construct solutions in such a waty tti& people
who use them achieve their goals, then they wilkatsfied and
will see value in using the solutions. As summaliseFigure 2,
this approach relies on the following key elements:

e A successful solution is a usable assembly of ifite set of
functions and features.

*  Functions and features exist only to allow certasks to be
performed.

e Tasks are the mechanism through which users’ gawds
achieved and motivations realised.

e Goals and motivations must be drawn from real peegio
will use the system in a particular context.

Peonle Goals & Tasks Functions &\ Successful
p Motivations Features Solution

Figure 2. Interaction Design approach showing progression
towards a successful solution.

5.3.2 Application

The first steps of our design approach consisteideitifying in

detail the profile of the people we were desigrfimg and the true
goals and motivations that those people held. Albgdhe data
captured through our explorative study we soughteteelop a set
of personasfictitious but realistic characters that repreésdrthe

key participants in the film scoring process. Tigzs done with
two objectives in mind:

=

To provide focus and direction to subsequent dowast
design activities —such as scenario developmentenwh
considering potential users of a solution.

2. To validate with research subjects that we had amrate
understanding of the main participants and concerrthe
film scoring process.

Personas are used to give a detailed and individieatity to a
group of potential users of the system. By referena specific —
yet representative— persona, designers are bétieit@ conceive
appropriate and effective interaction with the sgstthan if they
were designing for a broad group of comparativeltangible
“users” [18]. For example, if designers are assgssthe
suitability of a design feature, it is more helpfioit them to assess
whether that feature would sifrank —a persona whose profile
and motivations were previously well defined- ratllean a
generic “user”.



"| Frank Floyd (Director)
Serpentine Film Pty Ltd

" Ik to aintain control of tha

™1 work to adhieve a work-life
bakanc, ten if by biurring the ling ¥
betwesen the two.”

Background

o 1 st ) i bl sy b 4] dert

e

Relations to Music and Technology

Figure 3. One of four personas assembled as part of research
activities

We disseminated early versions of persona desonipti(see
example in Figure 3) to practitioners who then jed written
feedback. The collected feedback was then incotpdro refine
the personas. This process led us to assemble distinct
personas (two composers and two filmmakers), richlydered
archetypes of potential users of the computer ta@ssought to
design. Overall these personas represented allndegls and
concerns that real-life practitioners had expres&sth persona
was given a name, a face, a background and hisjaotes in the
persona’s own words and goals to achieve througkndri work.
We now present each of these four personas in deiesl.

Between the two composer personas, we discoveggtfisant
variation in behaviour, attitude and goals. Onespea embodied
a traditional and classically trained composer hg\studied and
lectured at the conservatorium of music. Consedyehie had a
very formal understanding of the structure and af@n of music
as a dramatic and thematic device. The other
representing the large amount of self-taught fismposers, had a
more on-the-job experience, initially playing with successful
touring rock band. Through contacts developed itidustry, he
extended his skills by working as a record produeith other
musicians before finally writing music for film antlevision.
This second composer had a less formal musicalgoackd and
worked based on spontaneity and intuition. These parsonas
engaged with filmmakers in different ways. The ferpthrough a
conscious and learned method, was very interestethintaining
the artistic integrity of the pieces she wrote. Tater was less
methodical, primarily working in direct reaction tdhe
filmmaker’s stated requirements.

The two filmmaker personas were also different fremch other.
Representing the large group of semi-professionald a
professional writers/directors and producers, onas wan
independent filmmaker whose passion for his wodwéd over
into his personal life. This flmmaker was passienabout the
story he was telling and was prepared to comprorosemercial
success in order to tell the right story, the righdy. This
filmmaker would usually choose from the same smafthber of
trusted composers. The second filmmaker, charatigrithe
important majority of producers in small to mediusived
production and post-production companies, was muoubre
commercially focussed than the first, working mpstin
television. He worked within tight time-frames fbusy clients
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parson

who expected value for money from his organisatidris second
filmmaker often used library (pre-recorded and r&ed) music,
fearing the potential risks and expenses inhememniploying a
composer to write an original piece.

Goals, clearly articulated for each individual, aetey to the
success of our personas. An example of the goalstifibd for
one of our personas is included in Table 1.

Table 1. Identified goalsfor one of our personas.

Frank Floyd — Independent Filmmaker
Personal Goals Practical Goals
- “l like to be fully aware - “I'need a clear way to explain my
of what's going on and to ideas to the composer so he
feel that I'm on top of understands what role | want for the
things.” music.”
“I don't want to feel like an - “I'want to regularly follow up on
idiot when | am briefing the  where the composer’s work is
composer just because | heading.”
don’t understand musical — “l want to reduce the incidence of
terms.” missteps in the scoring process but |
don’t want to constrain the
composer’s creativity.”

The goals that we identified for the composerseméld the
important need to receive a comprehensive and uigaims brief
of what was required. Understanding their clieriiackground
and tastes was seen as important. Furthermore adhgpasers
needed to communicate musical ideas clearly aridiesftly in

response to the brief. Composers were also motiiayea desire
to receive meaningful feedback as their musicadsdgeveloped.

Not surprisingly, the goals of the filmmakers weomcerned with
providing a clear indication of what was requirédhe composer,
then seeking to determine that the brief was undeds Both

filmmakers needed to keep a close eye on the msgoé the

project and reduce the risk of missteps in thetoe@rocess. The
more commercially focused filmmaker was also dribyra need
to maintain strict cost and time control.

Through the articulation of personas we identifigde

distinguishing aspects of the main participantghim film scoring

process. We determined high-level needs based emdhls of
filmmakers and composers. In the course of the stge of our
work the personas and goals will inform a set afkibased
scenarios representative of the film scoring precesabling us to
subsequently define detailed requirements for gffednteraction
with potential computer-based solutions.

6. DISCUSSION

Our findings suggest that there are distinct andespread
communication issues recurrently arising betweetigigants in
the film scoring process. These issues are lardely to the
ambiguous, incomplete and inaccurate nature of ctheveyed
information. In this section we examine the besdiit the design
approach and suggest refinements. We also diskadsrtitations
and guidelines that should be observed in the qiimoe of
computer support.



6.1 Benefitsof the Approach and Suggested

Refinements
As the research progressed we were able to iddrgifgfits of the
adopted interaction design approach.

First, that approach provided us with a detailedcdption of
practitioners’ profiles and concerns. The developneg personas
and goals helped us validate early hypotheses ahoududience
and the film scoring process, and helped us streiaur research
priorities around the specific needs of a well Wedi set of users.
This improves the chances of a genuine applicatfahe research
into the service of people who need it.

Also, we were able to show that personas workednasffective
means of communicating and validating the charisties of
practitioners. The use of face-to-face interviewitgghniques,
dissemination of personas to the community for lfiee# and
iterative refinements helped us engage our subgigply in the
research. “The power of fiction to engage” desatibg Pruitt &
Grudin [18] was confirmed, as we observed that:

e Subjects embraced the identity of the personasyriefj to
them by name — “I feel Frank wants to be successfd
known for his vision”.

«  Subjects were able to identify with and relatehte personas
— “He's a sweetheart. | totally relate to him.”,Kihow about
50 of these guys”.

e Subjects empathised with the personas to the peint
offering them advice — “He shouldn’t worry aboupapring
like an idiot. That will hurt communication”.

Having subjects review personas representing mesmbgrthe
practitioner group on the other side of the coltation (i.e.
composers reviewing filmmaker personas and viceajeallowed
us to balance the different comments and to reacimoae
objective vision of reality.

We also learned some lessons through the reseeschgs which
suggest some refinements to the approach.

The goals that we articulated for our personas vieeatified
purely in the context of the film scoring procebkwever, we
became aware that with the filmmaker personas, airthe key
differentiators between the two of them was thenificance of
story-telling as a personal motivator. One of tle¥spnas was
more concerned with bringing his stories to thelav¢ian about
achieving financial success. While this was a kegfgssional
characteristic, it was not explicitly spelled out the persona;
largely due to us not seeing this as a primaryvattr for him in
the context of film scoring communication. Intenegly, one of
the survey subjects had difficulty distinguishimg two personas
until this crucial characteristic was ascribed tee trelevant
persona. This highlights the point that when degvielg personas,
it is important to achieve a balance between fintygeted
contextual goals and broader holistic motivatolswould have
been more valuable to note this defining charastierclearly in
this persona’s goals.

The feedback that we sought on the personas wansxe,
asking for comments against every aspect of all feersonas.
Consequently some of our subjects struggled toorespvithin
the one week we allowed them. We recommend reduttieg
amount of feedback requested rather than allowintprayer
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response time. Asking for explicit feedback agathstgoals only
with a general response for the rest of the persemald have
optimised compliance.

6.2 Limitationsof Computer Support

Composers and filmmakers unanimously recognizet!féfte-to-

face meetings were fundamental in building propgi@onditions
for a successful collaboration. As a composer foamstudy said,
‘It is really helpful to capture all the non-verbedmmunication
elements’. These meetings are particularly usefahdy stages of
a project or even before it actually starts, astl@rocomposer
said, ‘They’re the meetings where you develop yoyalty to the

project, where you become part of the effort areltdam’. Face-
to-face meetings are also essential in buildingsttroetween
collaborators. Trust is a crucial element of théatmration and
has a decisive impact on creative communicatdm composers
have to establish the director's trust and be atdeinfluence

him/her on taking the film to another ley28].

Regrettably, Nathan et al. [16] have shown thatresur
technologies like instant messaging or video/awatinferencing
cannot compete with face-to-face on trust develogmeéet, this
concern is mitigated somewhat by Rocco [19] whauedgthat
what technology lacks in trust aspects of commuitinacan be
repaired by some initial face-to-face contact. Synsubjects
validated this view with one suggesting that “facdace, phone,
email meetings are always best to begin with, thikws
maximum benefit. Once composing is underway, phand
computer allow revision and refinement.” In any eas
development and preservation of trust between membethe
film scoring collaboration must be at the heartoficerns when
designing computer support. To that regard, stubiesones &
Marsh [10] and Rocco et al. [20] provide inspirinfprmation on
understanding trust aspects and human-human iti@raavithin
the context of collaborative computer frameworksths stage, it
is too early to claim that any computer system d¢ordmove
necessity for practitioners to meet in person. Assallt, the first
step in conceiving an effective system should begsist —not
replace- rich interpersonal relations. A systenughaot claim to
replace all the techniques and media practitioaéeady use to
collaborate but rather to complement their collative process
and assist them through it.

6.3 Guidelinesfor Effective Computer
Support

While more research is required to realise techmotbat is able
to maintain interpersonal trust, computer suppam cow be
envisaged to alleviate the communication challengesked
earlier. Our interaction design approach will lead the
conception of computer-based tools that resporgéeific needs
in film scoring. We are now in a position to presemumber of
guidelines on how computers should behave to enatbetter
shared understanding between composers and filmeiakbese
guidelines particularly concern the support foradibiguation,
comprehensiveness and accuracy of the informatian these
practitioners exchange.

First, as a rule, computers should help reducedargrgence that
exists between what is meant and what is understmod
therefore allow any user (composer or filmmaker):

* To express one’s ideas accurately to other colibos: “I
say what | think and | think what | say”.



« To provide proper feedback so one is sure thatrsthave
understood one’s ideas: “I know that others knowatwh
think”.

In the case where filmmakers do not really know twhasic they
want, computers should:

«  Give them the ability to shape and illustrate thledughts by
allowing fast collection of rich media information.

e Support them in describing what they dot want instead,
therefore eliminating inappropriate alternatives.

In the case where filmmakers have a clear and geeidea of
what they want (e.g. ‘| want the French horn toyple melody’),

the tools should prompt them to validate that thaye accurately
expressed that idea (e.g. by prompting with imagessound

samples of a French horn).

In the case where composers are not certain thejersrand
filmmakers’ requirements, computers should helppiompting
filmmakers with appropriate questions or musicaétekes to
check and confirm those requirements.

Finally, computers should allow an iterative pracetrefinement
where both composers and filmmakers could follogs éfolution
of the work throughout the project.

7. CONCLUSION

In this paper we presented the results of an eapl@r study
regarding the communication breakdowns that occetwéen
filmmakers and film composers. The identificatioh specific
cases where ambiguous, incomplete or inaccuratenmattion is
conveyed by these practitioners uncovered the sstha have to
be considered. We then presented and discussegasitve
outcomes of an interaction design approach thatda@pted to
conceive appropriate solutions, arguing that effecinteraction
with computer-based tools can alleviate the chglenfaced in
the communication.

8. FUTURE WORK

With a set of unique personas and goals draftedvaldated, the
majority of the formative research work is now lmehius. The
next step in our research is to prepare scenafipsnprrative
descriptions of the execution of tasks relatedhéogrocess of film
scoring. Our personas will adopt the roles of coseps and
filmmakers in these scenarios. Motivated by thelgeee have
identified for them, they will help us produce died user
requirements of computer-based solutions. Subséguea will
develop a working prototype as part of the proposeldtions.
Several iterations of heuristic and empirical eatibns will be
conducted to validate and refine this prototypeaasumber of
composers and filmmakers have already offereddbiten real-
world film score projects. Finally, over the longerm, we
envisage the possibility of extending our reseanll adapting
our findings to other creative and collaborativdustries that are
similar to film scoring, like dance, dramatic adsd graphic
design.
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