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This documentary film follows the group NoiseFold as they rehearse and perform their 

unique style of interactive video art before an enthusiastic audience.  Originally hailing from the 

vibrant art community in Santa Fe, New Mexico, founders David Stout and Cory Metcalf return 

home to prepare for a special performance along with the addition of collaborator and cellist, 

Frances-Marie Uitti.  Shot in black and white, the film aesthetically borrows from early cinema 

and incorporates a blend of cinéma-vérité and direct cinema styles for the purposes of creating a 

film that is both visually and sonically rich. 
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CHAPTER I  

PROSPECTUS 

Note: This section was written during the course of one year, from April 2011 until April 

2012. This is the original proposal that was submitted and approved by the thesis committee.  

 

 -   Title: NOISEFOLD 

 -   Length: Approximately 30 minutes  

 -   Medium: HDSLR, Super-8, and 35mm film 

 

Introduction and Description 

Cinema, radio, television, magazines, are a school of inattention: people 
look without seeing, listen in without hearing. 

Robert Bresson, Notes on the Cinematographer 
 
Whether seen simply as a work of art or encountered as an intellectual and 
spiritual event, the loss of self that occurs during a NoiseFold performance 
is balanced by a gain of understanding. 

Patricia Sauthoff, The End of Being 
 

For nearly a decade, performance artists/innovators David Stout and Cory Metcalf have 

been verging on a substantial breakthrough in providing an integral audio-visual representation 

derived from a myriad of physical control devices (i.e., dynamic computer network, infrared 

sensors, parabolic microphones, foot pedals and other control devices).  Generating abstract 

audiovisual life forms through computer-generated algorithms, Stout and Metcalf have garnered 

international attention from such disparate corners of academia and art communities, from 

scientists researching artificial intelligence to avant-garde film communities interested in abstract 

form and pushing visual/aural boundaries converge in mutual curiosity.  Many who experience 

the NoiseFold performance agree that it is nearly impossible to articulate what has been 

presented, as Stout and Metcalf are rapidly outpacing in performance what few art theorists are 
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able to define and describe.  Thus, it appears that NoiseFold is on the cusp of innovation, both in 

terms of the groundbreaking work they are accomplishing, as well as the world’s discovery of 

their effort and performances.  As such, this documentary is an important work at an exciting 

moment in the convergence of film, art, and science; an opportunity to document an explosion of 

sight and sound, as well as the world’s acknowledgment of that explosion. 

The documentary NOISEFOLD will take an observational approach to exploring the 

phenomenon that is NoiseFold.  As such, this documentary will rely on performance footage, 

day-to-day conversations, “fly-on-the-wall” observation, and the ins-and-outs of “backstage” 

setting up and travel.  In so doing, this method accomplishes two primary goals for this film: 1) 

allowing the viewer to feel like a participant in the true NoiseFold performance and 2) giving 

space for the viewer to come to his or her own conclusions about the significance of the research 

and the import of the work (whether it is art, science, or both). This film will follow in the direct 

cinema vein, as typified by Frederick Wiseman, Dziga Vertov, and other proponents and 

administrators of a “hands off” storytelling approach, allowing the narrative to form organically 

and guide the editing process itself (as opposed to working toward a preconceived storyboarded 

schema).   

During preproduction and production of the film, both David Stout and Cory Metcalf will 

be instrumental in contextualizing their work and providing necessary historical and academic 

data on which the film will be built.  As chair of the thesis committee, Ben Levin will serve as a 

guidepost via his expertise in documentary film history, the filmmaking of Frederick Wiseman, 

and his own films (such as You See, I’ve Had a Life), which exemplifies thoughtful editing, and 

quiet observation of the film subjects.  Additionally, Dr. Samuel Sauls will serve on the 

committee as an invaluable resource on sound and audio production, an essential component of 
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the NoiseFold experience.  Finally, David Stout will also serve on the committee, maintaining 

the integrity of what is presented about NoiseFold and keeping the film project true to Stout’s 

and Metcalf’s vision, while nevertheless creating a film about the people behind the work (and 

not just the work itself). 

 

Feasibility 

I was first introduced to David Stout’s work during the first semester at the University of 

North Texas.  I was dumbfounded upon watching the performance and learning about the 

NoiseFold project; I instantly felt that Stout and Metcalf were on the verge of something that 

could not be contained within the boundaries of conventional mainstream cinema.  During a 

discussion with Professor Levin, he anticipated my thoughts when suggesting NoiseFold as a 

potential topic for the thesis film, and I have been ruminating on how to best bring their story to 

life throughout my tenure in the graduate program.  As a proponent of Vertov’s notion of “film 

truth,” I feel strongly about telling the NoiseFold story in its purest and most organic form, 

allowing it to be revealed to the viewer as if the viewer were a part of the NoiseFold entourage, 

ingesting the excitement of their discoveries along with them and thus understanding the 

importance of their work in real time.   

At this early stage of preproduction, this project is very feasible due to the intent of 

editing a cohesive and interesting story with any footage obtained.  I feel strongly that the 

storytelling aspect of my films is done in post-production, shooting vast quantities of footage in 

order to anticipate problems.  NoiseFold performances has already been filmed for other 

purposes, and thus many kinks have been worked out due to the unique difficulties posed by 
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filming video screens in dark rooms. NoiseFold has given their enthusiastic support and there 

have been ongoing discussions about the overall vision for the project and their ideas, as well.   

The feasibility of this project is made greater by the generous availability of microphones 

from the University of North Texas, without which the budget would be much higher.  There are 

a few funding sources that are currently being explored, from small student filmmaker grants to 

independent producers to web-based campaigns.  Much of the gear I already own and am very 

comfortable using, due to numerous test shoots and actual film productions (i.e. Jonathon 

Quam’s Blood Brothers shoot, as well as my own school projects such as The Trees Are Falling).  

With regards to obtaining consent, I plan on utilizing the Frederick Wiseman method of filming 

consent in lieu of consent forms in public places, as well as posting notices outside the 

performance venues.  Additionally, I plan to obtain written consent and enter into a contractual 

agreement with the members of NoiseFold and if possible, Frances-Marie Uitti. 

 

Locations 

Primarily, this film will be shot indoors, in the course of Stout and Metcalf constructing 

their performance and discussing NoiseFold’s accomplishments and goals.  The first location 

will be Denton, TX, on the campus of the University of North Texas where Stout teaches and 

conducts his research.  From there, I will travel with Stout to Santa Fe, where (tentatively) the 

bulk of the film will be shot at the Currents 2012 Santa Fe International New Media Festival in 

June 2012.  Some shooting will likely occur outdoors, capturing the natural topography around 

Santa Fe, the unique architecture, and possibly members of the Santa Fe film community 

discussing the importance of NoiseFold in natural settings, but mostly I will be filming the 

planning phase and the performance of the NoiseFold project, as well as Stout’s installation at 
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the conference and audience reactions to both.  Afterwards, I will continue to film Stout and 

Metcalf by traveling with them to Boulder, CO, for a performance at the Boulder Museum of 

Contemporary Art.  Finally, pending acceptance, I will follow NoiseFold to Albuquerque, NM, 

for the most important performance of their summer tour, the Inter-Society for the Electronic 

Arts (ISEA) 2012 symposium. 

While I will have minimal time to research the challenges of the foreign performance 

venues Stout and Metcalf will be at, the HDSLR camera is perfectly suited to adapt to low-light 

and difficult situations with aplomb.  As an experienced and flexible cinematographer, I feel well 

equipped to handle whatever audio or visual issues may arise. 

 

Characters in the Film 

The primary subjects of this documentary are the members of NoiseFold, David Stout 

and Cory Metcalf, whose work examines “the aesthetic possibilities for evolutionary models, 

generative systems, artificial life networks and simulation environments” (“Bio / David Stout”).1  

The secondary subjects are the members of the avant-garde film community in Santa Fe, NM, as 

well as NoiseFold’s occasional musical collaborator, Frances-Marie Uitti. 

 

Primary Subjects 

David Stout is a world-renowned and award-winning visual and sonic artist and founding 

member of the interactive media group NoiseFold.  His groundbreaking work in the field of 

cross-media synthesis is embraced by the avant-garde film community, as well as those involved 

in the research of artificial life.  Serving as the founder for multiple art/sound projects and 
                                                 
1 See Stout, “Bio / David Stout,” noisefold.com. 
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installations, Stout is regarded as an innovator on the cusp of aural/visual connections that 

transcend traditional conceptions of the composition of sight and sound.   Stout currently lives in 

Denton, TX, where he holds a unique position as the Coordinator for the Initiative for Advanced 

Research in Technology and the Arts at the University of North Texas. 

Cory Metcalf is a student and visual/aural artist who joined Stout in 2002, co-founding 

the NoiseFold project by contributing his unique background in computer software design and 

performance art.  He currently lives in Boulder, CO, working on his MFA in electronic media art 

and design at the University of Denver.  Additionally, he works for Cycling ’74, Inc., a company 

directly involved in the development of various software platforms that are used by NoiseFold. 

 

Secondary Subjects 

Composer and performer Frances-Marie Uitti is a sometime collaborator with NoiseFold, 

providing original “new music” compositions on cello through the occasional use of her 

distinctive technique of using two bows in one hand for the purposes of pushing aural boundaries 

and exploring new musical territory.  Stout and Metcalf utilize her music as a sonic conduit for 

the live performance and the collective NoiseFold experiment.    

The Santa Fe film community has embraced Stout’s visionary work from its origins in the 

MOViN Gallery and the Installation, Performance & Interactivity project (IPI) at the College of 

Santa Fe, prior to the existence of the NoiseFold project.  In particular, Santa Fe has a very 

insular and forward-thinking film community based around the concepts of new media and 

visual and sonic collaboration.  As approximately 1/3 of this film will be shot at the Currents 

2012 Santa Fe International New Media Festival, members of the community and the festival 



7 

will naturally be incorporated into the fabric of the film’s narrative, providing contextual 

explanation of the importance of Stout and Metcalf’s work. 

An assortment of key figures continue to have a direct impact on NoiseFold’s work.  

These characters include and are not limited to:  Darwin Gross (UNT alumni and software 

developer), Woody Vasulka (video artist), Robert Campbell (videographer), Hisao Ihara 

(Japanese video artist), Jennifer Dunn (Santa Fe Institute scientist) and NoiseFold’s most recent 

collaborator, Trio KAZE (Anna Stegmann, Miako Klein, Yoshiko Klein). In lieu of direct 

interviews, the above “characters” will contribute to the film’s narrative development through 

various conversations and discussions about NoiseFold. 

 

Treatment 

From black, a shot of a barren black and white New Mexico landscape fills the screen—

low rolling mountains, clear skies, brush and rocks in the foreground, and rays of sun peaking 

over the hills.  Natural sound provides the soundtrack, as the eye of the camera moves slowly 

across a low shot of a valley.  A long and patient pan reveals a quiet and placid setting with no 

movement.  This is a visual representation of the organic side of life unadulterated, divorced 

from human interference. 

Abruptly, the exterior of a performance hall is seen as the audio from the interior fades in.  

The sounds are discordant, nonmusical, and strangely unidentifiable—the sounds of the “new 

music” cellist Frances Uitti.  Quick bursts of bow strokes and jarring, cacophonous layers of 

sound compete with one another, as the camera shifts between close up shots of the faces of 

David Stout, Cory Metcalf, and Frances Uitti working with fierce concentration on something 

the viewer is not yet aware of.  This is NoiseFold.  Tight, close up shots of fingers on keyboards, 
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wrists maneuvering back and forth over computer mice, and hands holding oddly shaped 

parabolic microphones move in and out of focus.  Fingers race across cello strings, foreheads 

furrow, eyes narrow in concentration, feet tap on pedals, and the energy of a rock concert is felt 

juxtaposed against the odd sounds that are divergent from what one would expect.  It is unclear 

exactly what this trio is doing, but the viewer understands a performance is taking place and 

something serious and significant is occurring.  No images of an audience or the screens are yet 

seen.   

Another abrupt transition occurs, as the camera shows a discussion between David Stout 

and Cory Metcalf.  They are planning for a performance and discussing their work.  No 

introduction is given into who these people are, nor is any context given as to what the nature of 

their work is other than what they themselves reveal in natural conversation between one 

another.  The viewer is dropped in the middle of this conversation and is forced to make sense of 

what is happening as it unfolds in real time.  What is made clear is that these are performers, 

artists, and scientists alike; a confusing amalgam that leaves the viewer wanting clarity and 

desiring to continue watching the film.   

Throughout the film, this conversation is continually returned to, as more detail is 

established and a sense of momentum builds towards an actual final performance.  Interrupting 

this conversation, the following scenes will be inserted throughout: 

● Shots of Stout and Metcalf packing, traveling, and working out mundane details in 

silence, punctuated by shots of marquees and programs announcing the upcoming performance 

of NoiseFold.  Some exposition is provided through shots of pamphlets and other literature 

pertaining to the event.  Again, the entirety of what NoiseFold is about is still left somewhat 

mysterious.   
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● Shots of the ISEA conference, the Currents Conference, and the Boulder Museum of 

Contermporary Art are punctuated by conversations of participants and members of the art and 

science communities discussing NoiseFold and its groundbreaking work.  Closeups of faces, 

amazed and excited expressions, casual conversations between members of the group, as well as 

NoiseFold enthusiasts, work in unison to create a sense of excitement and even bewilderment. 

● Shots of Frances-Marie Uitti tuning her cello, Cory Metcalf and David Stout setting 

up computers and working out last minute kinks and technical difficulties, and shots of the empty 

rooms prior to their performances lead into the first views of the massive screens used in 

NoiseFold performances, although completely bare and white.  Computers are plugged in and 

tinkered with, as David Stout and Cory Metcalf drop in and out of semi-coherent discussion, 

vacillating between topics of troubleshooting and experimental “what ifs.” 

● Shots of inside the performance halls show curious spectators gathering for the 

performance, feet shuffling, hands rustling programs, and discussions between those in 

attendance (i.e., leading theorists, historians, electronic art practitioners, etc.) about the 

significance of the work being produced, often drifting into tangential conversation, thus 

underscoring the feeling of being on the brink of a major breakthrough exploding in both art and 

science. 

Shots of the exterior building of a performance hall are again seen from the outside under 

a dark sky, providing context that time has passed and a performance is about to begin.  

Introductions of NoiseFold are taking place.  The performance begins, as Frances-Marie Uitti 

begins playing her cello in an unusual manner—rudimentary and indefinable sounds 

emerge.  However, she is not seen and complete darkness fills the screen.  Fade in with brilliant, 

beautiful colors and shapes of the NoiseFold creations: unclear images of what appear to be 
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phenomena of space and/or inside the human body flicker inconsistently without predictable 

meter.   As sound intensifies, a barrage of obscure cinema explodes within the frame, escalating 

in strobe-like fashion over an unexpected burst of silence.  Electronic microorganisms move at 

will across the screen and into a space of reflection revealing that of a human eye as if looking 

into a microscope.  Forced cognitive processing charades within the frame as breathing space.  

Drawing attention to its presence, the artificial “life forms” exist on the screen for an 

uncomfortable amount of time, dizzying viewers.  The eye blinks and then there is darkness.   

Macro shots of the human iris show a reflection of what is being watched.  Wide shots 

reveal many eyes engaged and looking in an upward fashion as lights flicker on faces.  Standing 

at their computers, members of NoiseFold are dwarfed by several large screens that serve as their 

backdrop. The view becomes that of infinite outer space, galaxies, and undiscerning patterns of 

color and shape.  Celestial entities (i.e., time-lapse footage of night passing and stars moving) 

morph without warning into the realm of the digital and leave the eye uncertain as to when 

organic matter actually became that of binary code and vice versa.  White light engulfs the 

screen as cheering applause erupts. 

The name “NOISEFOLD” flashes on the screen and is promptly removed in continued 

applause.  Credits roll. 

 

Goals of Production 

Succinctly, the goal of this film is to provide the fascinating and mysterious experience of 

a NoiseFold performance.  People that have followed NoiseFold for years still have questions 

about how to articulate or explain what they have witnessed and the significance of the work that 

Stout and Metcalf are involved in.  This feeling of uncertainty is amplified as a first-time viewer, 

of their performance, and it is in this moment that one either embraces the NoiseFold experience 
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as art, religion, science, or all of the above.  The film is meant to tease the audience throughout, 

never quite answering all of the questions all at once or force-feeding the answers to the viewer 

but rather allowing the development of the story to take an organic path to revealing what can be 

understood about NoiseFold.  The narrative structure of the film is designed as such that 

audiences are allowed to come to their own conclusions and form their own questions, while 

having the benefit of watching behind-the-scenes discussions and hearing details of a 

performance being planned by the members of NoiseFold themselves.  As I believe that Stout 

and Metcalf are verging on groundbreaking discoveries and marrying art and science in ways 

that have never been conceived, this film serves as a significant documentation of something that 

was not designed to be contained within the parameters of mainstream cinematic language. 

NOISEFOLD will be shot without the use of opening credits, lower thirds, voiceovers, 

staged interviews, and/or interaction with the subjects of the film.  The documentary will be 

purely observational, with the exception of the final sequence, which will reveal a climactic 

montage of NoiseFold creations interweaved with organic entities shot in their natural 

environments. 

No synchronous soundtrack will be used, with the exception of a Frances-Marie Uitti’s 

cello arrangement during the end of the film.  The final sequence will be cut to a soundtrack of a 

NoiseFold performance and a traditional sounding cello arrangement, straying a bit from an 

actual NoiseFold performance.  This will be implemented to emphasize the beauty of the visual 

creations giving the audience a sonic reprieve while they are inundated with a barrage of 

complex and unusual visual images. 

The intended audience for this film includes classrooms, art museums, film festivals and 

various online distribution outlets.  NoiseFold’s unique blend of technology, art, science and 
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music caters to different fields of study (i.e., artificial life, communication, computer technology, 

film and video, sound production, new media, art, music, etc.) and can serve as an excellent 

teaching tool within an educational market.  Additionally, the production company Mobius 

Films, Inc. is interested in marketing the film as a part of their catalogue and has offered to assist 

in coordinating festival submissions and promotions. 

 

Integration of Theory and Production 

NOISEFOLD will adhere to production values most closely resembling a Frederick 

Wiseman-style filming methodology, which involves 1) minimal location research, 2) shooting 

copious amounts of footage and 3) assembling a narrative in the editing process, eliminating the 

need for pre-production storyboarding or scripted narration.  As such, the film will avoid staged 

interviews, voiceovers, lower thirds, and interaction with the subjects on camera.  Drawing upon 

the multiple influences of Dziga Vertov’s The Man with a Movie Camera, Frederick Wiseman’s 

High School, and Richard Leacock’s Jazz Dance, NOISEFOLD will ultimately embrace 

Wiseman’s notion of reality fiction or John Grierson’s “creative treatment of actuality.”2  Large 

amounts of footage will be shot, enabling a variety of editing options and ensuring the essence of 

an interesting narrative is achieved.  The film will be edited in a manner that attempts to hold the 

viewer’s attention through a combination of steady pacing augmented by longer sequences of 

discussion, with the ending ultimately mirroring montage techniques as witnessed in The Man 

with a Movie Camera.  Thus, the film will be devoid of an obvious narrative structure for the 

purposes of fostering an interactive process of encoding and decoding with the audience as 

                                                 
2 For explication on Grierson’s “creative treatment of actuality,” see Benson and Anderson’s Reality Fictions: The 
Films of Frederick Wiseman, 1. 
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viewers are forced to make sense and reconcile the information provided to them.  In Reality 

Fictions: The Films of Frederick Wiseman, Benson and Anderson write: 

The absence of a clearly narrative structure encourages us to watch each scene with a 
special focus on its presence, its existential reality.  In addition, we look beyond the 
particular scene for ways to knit our experience of the film into a coherent whole and 
discover that we can do so, in the absence of narrative, only by moving to a speculative 
plane, where we notice the formal and thematic relations among the scenes.3 
 
As such, the goal is to create an “existential reality” for the viewers to experience as 

though they have a participatory role and a privileged access to the NoiseFold encounter, 

becoming, in essence, a part of the film itself as the narrative is shaped as much by the viewer as 

it is in the editing room. 

The goal in shooting in this style to not only emulate these important directors mentioned 

above, but to embark on my own interpretation of the observational practices that I have learned 

in such courses as The Films of Frederick Wiseman and History of the Documentary.  As 

Benson and Anderson further note, “Somehow Wiseman develops a structure and style that 

imply his own point of view, but still allow us to believe that our puzzlements, surprises, and 

revelations are our own.”4  The direct cinema approach allows for a style of filmmaking I am 

most comfortable with, which is to amass large quantities of single-camera footage, use 

equipment that caters to natural lighting and unpredictable shooting scenarios, and then shape the 

story in post-production editing organically. 

 

Schedule and Equipment 

NOISEFOLD will enter production in early June of 2012. Most of the production will 
                                                 
3 Ibid., 296.   
4Ibid., 149.    



14 

take place over the course of summer 2012, with the possibility of another shoot during one 

week of September 2012 for an important performance that is still tentative.  During the 

individual shoots, I will follow the members of NoiseFold and film their candid conversations, 

capture walk-and-talk interviews (sans filmmaker interaction), and their staged performances.   

Post-production will occur throughout the summer, with the majority of editing taking 

place in the months of August and September 2012.  During post-production, I plan to gradually 

develop the narrative as the footage is organized.  While much of the film’s narrative will grow 

organically, the footage obtained will likely focus on group collaboration, individual artistic 

philosophies, and the execution and implementation of a NoiseFold performance. 

 

Equipment 

Utilizing an amalgam of HDSLR, Super-8, and 35mm film footage, the visual experience 

of this documentary NOISEFOLD is meant to be as rich and meaningful as the NoiseFold 

performance itself.  This film will be shot primarily in a black and white 16mm aesthetic 

achieved through the richness and clarity of HDSLR digital format and post-production 

processing.  This aesthetic will give the film a timeless look that displaces the focus from current 

trends in fashion or color palettes and directs the viewers’ eyes to the entirety of the frame.  

Additionally, the black-and-white approach negates any difficulty one would face in a NoiseFold 

performance setting due to the extreme fluctuations in lighting and color temperature.  The 

black-and-white will be juxtaposed against Super-8 and 35mm color film footage, deeply 

saturated in post-production to provide maximum contrast between the color-stripped bulk of the 

film in an effort to emphasize the experimental vein and the rich experience of the NoiseFold 

performance. 
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There will be several cameras used to shoot this project.  First and foremost, the primary 

camera will be the Canon 7D (HDSLR shooting to Compact Flash) using numerous Zacuto 

accessories (i.e. Z-Finder, Target Shooter), and a variety of Zeiss, Canon, and Nikon lenses.  The 

secondary cameras will be a Canon Super-8 and a Lomokino Super 35 Analogue Movie Maker.  

Because of the superior performance of the Canon 7D in low-light conditions, no lighting kit will 

be required. Additionally, I want this film’s aesthetic to be timeless, utilizing as much natural 

light, and adhering as much as possible to direct cinema methodology (valuing natural, 

unadulterated settings).  There will be no additional crewmembers, as I prefer working 

individually and strive to make this a production by filmmaker exclusively. 

Audio will be obtained through the use of double-system sound, utilizing Canon 7D 

onboard camera microphones, directional and omni-directional microphones, Sennheiser 

wireless and wired lavalier microphones, and the Zoom H4n audio recorder.  I have successfully 

captured great audio on several previous productions (Hombre’s Trouble, The Trees Are Falling, 

Blood Brothers) and have perfected the workflow for monitoring and making quick audio 

adjustments while running camera. 

While direct cinema has historically leaned toward a style of camerawork that at times 

places the aesthetic (i.e. shallow depth of field, cinematic-style shots, etc.) secondary to content, 

the HDSLR camera has revolutionized the way a film can be shot and experienced due to the 

incredibly light gear and fast access to different lenses and various apertures.  Thus, I intend to 

incorporate a rich cinematic palette through tasteful implementation of a portable Glidetrack and 

other HDSLR accessories that can be fit into a small backpack and utilized on site in a matter of 

seconds.  This allows for the documentary to achieve a poetic and cinematic feel that is more on 
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par with a Hollywood feature that traditional observational documentaries have generally been 

able to achieve in the past. 

Editing will be executed on Final Cut Pro X, with special color correction given to the 

actual film footage (Super-8 and 35mm), which will be shot in color.  Lightpress, Inc. in Seattle, 

WA, will coordinate the Super-8 film transfers and telecine conversion.  The 35mm footage will 

be processed and converted to 422 Apple ProRes by Lomography, Inc. in New York, NY. 

  

Production Schedule 

● Shoot 1: June 4-15 – test shooting, following David Stout in Denton, TX, fine-tuning 

production workflow (in terms of audio, discussion with Stout regarding live video feed from 

performances). 

● Shoot 2: June 22-July 8 – NoiseFold and Frances-Marie Uitti will be participating in 

the Currents 2012 Santa Fe International New Media Festival.  In addition to live NoiseFold 

performances, David Stout will also be presenting an installation, providing an opportunity to 

observe Stout discussing his work and research. 

● Shoot 3: July 9-13 – NoiseFold will be performing at the Boulder Museum of 

Contemporary Art.  I will follow Stout’s travels to Boulder, preparation for the show, the actual 

live performance, and audience reactions with Cory Metcalf. 

● Shoot 4 (TBD): September 19-24 – NoiseFold is tentatively scheduled to appear at 

the ISEA 2012 Festival in Albuquerque, NM.  This particular performance is very important to 

Stout and Metcalf, as it is a very prestigious and cutting-edge symposium of electronic art with 

international reach and participation.  As Albuquerque is the first host city in the United States in 
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six years, it is even more important for Stout and Metcalf to represent their work to the 

international community as ambassadors of the American experimental art community. 

● Post-Production: Ongoing throughout summer, with intensive focus July 15-October 

15 – I plan to begin organizing the footage as it is shot after the first shoot in June, gradually 

building the film’s narrative as dailies are reviewed and possibly preliminary editing in June.  

Additionally, NoiseFold is tentatively scheduled to perform in Moscow and also work in 

Amsterdam during this time.  While it is unlikely that these events will be filmed due to other 

school-related commitments, it is possible that they will be referenced in film’s narrative 

structure through dialogue (i.e., phone conversations, etc.) between characters. 

 

Research 

The following list covers the pre-production research conducted on NoiseFold, the 

filmmaking methodology that will be utilized, and production materials pertinent to equipment 

and workflow.  Additionally, there are helpful HDSLR related websites that will be utilized 

during production and possibly during post-production, as well.  

 

Interviews 

● Stout, David, Cory Metcalf, and Frances-Marie Uitti.  Personal interviews.  24-27 
Sept 2011. 

● Stout, David. Personal interview (initial interview establishing project guidelines). 19 
Jan 2012.  

 

Books 

● Beattie, Keith.  Documentary Screens.  New York: Palgrave. 2004. Print.   

An interesting book that looks at the different categories of documentaries and the 
various tactics employed within the expansive genre. 
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● Benson, Thomas W. and Carolyn Anderson.  Reality Fictions: The Films of Frederick 
Wiseman.  2nd ed.  Carbondale: Southern Illinois University Press, 2002.  Print.   

An examination of the work of American filmmaker Frederick Wiseman and his 
unique approach to storytelling in the documentary form. 

● Bresson, Robert.  Notes on the Cinematographer.  London: Quartet Books, 1986.  
Print. 

A study of the distinction between photography and filmmaking from legendary 
director Robert Bresson. 

● Bruzzi, Stella.  New Documentary.  2nd ed.  London: Routledge, 2006. Print.   

The author provides a myriad of philosophical and academically framed 
arguments that offer a fresh take on what it means to be “documentary.” 

● Eisenstein, Sergei.  Film Form: Essays in Film Theory.  San Diego: Harcourt Brace & 
Company, 1949.  Print.   

The pioneer Soviet filmmaker offers his musings on a range of cinematic topics 
including montage, theater, and film philosophies. 

● Ellis, Jack C. and Betsy A. McLane.  A New History of Documentary Film.  New 
York: The Continuum International Publishing Group, 2005. Print.   

An insightful study on the history of Documentary Film and the development of 
the ever-expanding genre. 

● Mamber, Stephen.  Cinema Verite in America: Studies in Uncontrolled Documentary. 
Cambridge: The MIT Press, 1974.  Print.   

The definition of vérité is expanded beyond the reductive terms like “hand held” 
and is explored on a broader level as it relates not only to aesthetics but also 
filmmaker point of view. 

● Michelson, Annette.  Kino-Eye: The Writings of Dziga Vertov.  Berkeley: University 
of California Press, 1984.  Print.   

A collection of journals and diaries by Soviet filmmaker, Dziga Vertov. The 
writings include various manifestos, film treatments, and insightful rants about the 
cinematic journey. 

● Rabiger, Michael.  Directing the Documentary.  Burlington: Focal Press, 2009.  Print.   

A practical and insightful book that deals with different aspects of documentary 
production. 

● Rosenthal, Alan.  Writing, Directing, and Producing Documentary Films and Videos.  
4th ed.  Carbondale, IL: Southern Illinois University Press, 1990.  Print.   

Deals with documentary production on the macro level, as well a myriad of 
production issues. 
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● Rosenthal, Alan and John Corner, eds.  New Challenges for Documentary.  2nd ed. 
Manchester: Manchester University Press, 2005.  Print.   

A collection of critical essays by filmmakers and academics that explore the ever-
expanding documentary film genre. 

● Siegel, Joshua and Marie-Christine de Navacelle, eds.  Frederick Wiseman.  New 
York: The Museum of Modern Art, 2010.  Print.   

An assortment of essays from various contributing academics and artists on the 
films and life of Frederick Wiseman. 

● Stout, David.  NoiseFold.  Self-published.  Noisefold.com, 2007.  Web.  12 Jan. 2012.   

A self-published catalogue of images from NoiseFold performances and 
installations, produced by the members of NoiseFold and made available via their 
website. 

● Zuckerkandl, Victor.  Sound and Symbol: Music and the External World.  New York: 
Bollingen Foundation, 1956. Print.   

A fascinating inquiry into the philosophical implications of music. 
 

Journal/Magazine Articles 

● Armitage, Diane.  “David Stout: 100 Monkey Garden: Artificial Life Installation.”  
THE Magazine (August 2006): 63.  Noisefold.com.  Web.  2 Jan. 2012.   

A discussion of David Stout’s installation “100 Monkey Garden,” as well as the 
importance of Stout’s work. 

● Nichols, Bill.  “Fred Wiseman’s Documentaries: Theory and Structure.” Film 
Quarterly 31.3 (1978): 15-28.  Jstor.  Web.  10 Jan. 2012.   

An article focused on the Frederick Wiseman auteur signature and approach to 
filmmaking. 

● Peary, Gerald.  “Frederick Wiseman.”  GeraldPeary.com, Mar. 1998.  Web.  12 Dec 
2011.   

A candid web-based interview with Frederick Wiseman, in which he discusses the 
approach to several of his films. 

● Ricks, Christopher.  “Language and Documentary Film: An Interview with Frederick 
Wiseman.”  Threepenny Review 41 (1990): 9-10.  Humanities International 
Complete.  Web. 10 Dec. 2011.   

An interview with documentary director Frederick Wiseman, revealing the 
insights of his filmmaking philosophy. 
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● Sauthoff, Patricia.  “NOISEFOLD—Sound and Image.”  Theendofbeing.com, 3 Dec. 
2009.  Web.  12 Jan. 2012.   

A review of NoiseFold’s work and performance. 

● Wiseman, Frederick.  “A Nonscholar’s Approach to Monologue.”  Threepenny 
Review 68 (1997): 26-29.  Humanities International Complete.  Web.  12 Jan. 2012.   

An article showcasing Wiseman’s theories of film as it relates to theater and 
narrative composition. 

● —.  “A Symposium on Realism.”  Threepenny Review 98 (2004): 22-24.  Alternative 
Press Index.  Web.  12 Jan. 2012.   

A useful article in which Wiseman postulates on the realism movement within 
film. 

 
 
Web 

● Archive.org.  Web.  12 Jan. 2012.  A collection of public domain movies, as well as 
music. 

● “Bio / David Stout.”  Noisefold.  Noisefold.com, n.d.  Web.  12 Jan. 2012. 

● Bloom, Philip.  Philipbloom.net, n.d.  Web.  12 Jan. 2012.  An exhaustive and 
expansive resource for cine gadgets, DIY, films, and cinematography. 

● Cyling74.com.  Web.  15 April.  2012.  Develops various software systems that are 
used by NoiseFold for their performances. 

● Freesound.org.  Web.  12 Jan. 2012.  A collection of free sound effects, music, and 
natural sounds. 

● Hurlbut, Shane, ASC.  Hurlbutvisuals.com, n.d.  Web.  12 Jan. 2012.  Shane Hurlbut, 
ASC shares a wide array of production tips for filmmakers. 

● Miakoklein.com.  Web.  15 April.  2012.  A side dedicated to Miako Klein, a recorder 
player, violinist and NoiseFold collaborator. 

● Mubi.com.  Web.  12 Jan. 2012.  A forum for classic films and discussion among film 
enthusiasts. 

● Studentfilmmakers.com.  Web.  12 Jan. 2012.  Forum for networking with 
filmmakers and composers. 

● Theasc.com.  Web.  12 Jan. 2012.  Helpful resource for cinematography, lighting, and 
other facets of production. 
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● Videomaker.com.  Web.  12 Jan. 2012.  Resource for production tips, gear reviews 
and filmmaking strategies. 

● Vimeo.com.  Web.  12 Jan. 2012.  An ever-expanding platform and community for 
filmmakers. 

 

Film Sources 

● Haanstra, Bert, dir.  Glass.  George K. Arthur - Go Pictures, 1958.  DVD. A 
cinematic and musical take on workers and the art of glass blowing. 

● ---, dir.  The Zoo.  1962.  DVD.  An observational look at humanity within the setting 
of a zoo. 

● Kubelka, Peter, dir.  Peter Kubelka: Restoring Entuziazm.  Austrian Film Museum, 
2005. DVD.  An interview with filmmaker Peter Kubelka and his philosophies 
of filmmaking through the sound restoration of Vertov’s Entuziazm. 

● ---, dir.  Unsere Afrikareise, 1966.  26 Apr. 2011.  
<http://www.dailymotion.com/video/xo5z1_peter-kubelka_creation>. Web. 12 Jan. 
2012.  A fascinating experimental film that uses observational montage in a 
 dialectical fashion. 

● Leacock, Richard, dir.  Jazz Dance.  1954.  DVD.  Leacock’s filmic notion of “being 
there” sans the tripod and other traditional cinematic practices. 

● Levin, Ben.  You See, I’ve Had a Life.  1972.  DVD.  An introspective look at a boy’s 
life through the eyes of his family and medical staff (as well as through his own 
narration) as  he struggles with leukemia. 

● Lewis, Bobby.  Hombre’s Trouble.  2009.  Web.  A film that attempts to shed light on 
an iconic Seattle protester and his ongoing war against a multifaceted "devil 
communist."  

● ---, dir.  The Trees Are Falling.  2010.  Web.  A docu-musical hybrid that underscores 
the notion of memory and the love between fathers and sons.  

● Maysles, Albert and David Maysles, dir.  Salesman.  1968.  Criterion Collection, 
2001. DVD.  A perfect example of “the creative treatment of actuality” through the 
use of  direct cinema, cinema vérité, and clever editing. 

● Quam, Jonathon, dir. Blood Brothers.  2012.  Web.  A cinematic glance into the lives 
of two brothers as they deal with issues of friendship, brotherhood and childhood 
abuse.  Served as the Director of Photography. 
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● Ruttmann, Walter.  Berlin: Symphony of a Great City.  1927.  Quality Information 
Publishers, Inc.  DVD.  A poetic film that works as an interesting prelude to Vertov’s 
Movie Camera. 

● Vertov, Dziga, dir.  The Man with a Movie Camera.  1929.  Image Entertainment, 
1996. DVD.  A film that reveals a montage of work and play from a perspective of  
Leninism that utilizes a barrage of camera and editing trickery while maintaining a 
sense of realism. 

● Wiseman, Frederick, dir.  High School.  Zipporah Films, 1968.  DVD.  A profound 
film that deals with themes of power and negotiation within a high school setting. 

● --, dir.  Primate.  1974.  Zipporah Films, 1974.  DVD.  A horrifying film in which 
Wiseman meticulously scrutinizes animal testing through the use of direct cinema and 
suspenseful editing techniques. 

● ---, dir.  Titicut Follies.  1967.  Zipporah Films, 1967.  DVD.  Wiseman’s first 
documentary, in which he establishes his use of a direct cinema style and various 
editing strategies to accomplish poignant yet subtle narrative themes. 

● ---, dir.  Welfare.  1975.  Zipporah Films, 1975.  DVD.  An amazing look at the 
American welfare system and an ingenious use of conversation as setting the stage for 
irony, humor, and the inexplicable nuances of humanity. 

 

Financing Possibilities 

I plan to apply for several grants to help finance the $7550 overhead of the film’s budget. 

Financing possibilities include: 

● Texas Filmmakers Grant 

● Web-based fundraising campaigns 

● Kickstarter 

● IndieGoGo 

● Slated 

● Mobius Films, Inc. 

● Individual donors (friends interested in co-producing) 
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Potential Areas of Distribution for NOISEFOLD 

Web 

As short films have a hard time getting footing on television, the Internet appears to be 

the most efficient and effective medium for distributing films of this nature.  Possible avenues 

for web distribution include: 

● iTunes 

● FilmBaby 

● Wysiwyg Films 

 

Education 

Universities and colleges that offer art based media programs will find value in 

NoiseFold’s innovative meshing of art, science, film, audio and computer technology.  As such, 

the film can be marketed as an educational tool to students and faculty. 

 

Film Festivals 

Film festivals are undoubtedly the best place to exhibit work that is non-traditional in 

length and scope.  I plan on focusing much of the marketing budget toward film festival entries 

ranging from local to international.  The following list of film festivals represents a range of 

possibilities falling along different lines of the academic-to-industry continuum, the local-to-

international continuum, and the prestigious-to-accessible continuum.  The goal is to show this 

film at a minimum of 5-8 festivals, with several on the academic circuit, and several on the 

industry circuit.  
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● American Pavilion Emerging Filmmaker 

Showcase at Cannes 

● Athens International Film Festival 

● Austin Film Festival 

● Best Shorts 

● Big Sky Film Festival 

● Black Maria Film Festival 

● Canada International Film Festival 

● Chicago International Film Festival 

● Cucalorus Film Festival 

● Dallas Video Festival 

● Denver International Film Festival 

● DC Shorts Film Festival 

● Docfest 

● Hot Springs Documentary Film Festival 

● London Independent Film Festival 

● Los Angeles Film Festival 

● Maryland Film Festival 

● Mill Valley Film Festival 

● New York Independent Film Festival 

● Once A Week Online Film Festival 

● Reality Bytes Independent Student Film 

Festival 

● Rooftop Films Summer Series 

● Santa Fe Film Festival 

● Seattle International Film Festival 

● Sidewalk Moving Picture Festival 

● Sundance Film Festival 

● Taos Shortz Film Festival 

● Thin Line Film Fest 

● Tribeca Film Festival 

● The Toronto International Film Festival 
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Budget for Bobby Lewis - Production of NOISEFOLD 

Length: 30 min. 
Format: HDSLR, Super-8, and 35mm film 
Production: 

● Various locations in TX, NM, and CO  
● Intermittent dates throughout summer 2012 (June-September) 

Post-production editing: 12 weeks (August-October 2012) 
 
Summary Budget 

EXPENSES TOTAL 
COST 

IN-
KIND NEEDED 

PHASE I: PRODUCTION    
 Travel Expenses (flight to Denver for 1 person) $500 $500 $0 
 Transportation (includes gas for trips to NM, car 

rental and gas in CO) $610 $610 $0 

 Other location expenses (meals and 
accommodations during travel for 1 person) $525 $525 $0 

 Camera equipment (in-kind rental provided by UNT 
and self; total cost reflects market value of camera 
pkg. rental for app. 4 weeks) 

$8,400 $8,400 $0 

 Hard drives (four 2-TB drives to store footage) $550 $0 $550 
 Super-8 Film (app. 14 cartridges of color-negative 

film) $100 $0 $100 

 35mm Film (app. 12 rolls of X Tungsten film) $100 $0 $100 
 Total - Phase I $10,785 $10,035 $750 
     
PHASE II: POST-PRODUCTION    
 Editing (iMac, Final Cut Pro Suite, Magic Bullet 

Looks) $5,000 $5,000 $0 

 Film processing (film development, 35mm 
scanning, telecine for Super-8) $1,200 $500 $700 

 Total Phase II $6,200 $5,500 $700 
     
PHASE III: MARKETING    
 Publicity press kits, posters, web designs, festival 

entry fees, promotional cards, business cards) $3,500 $2,000 $1,500 

 General & Administrative (copies, expendables, 
postage, film festival and conference travel 
expenses) 

$5,200 $600 $4,600 

 Total Phase III $8,700 $2,600 $6,100 
     
 TOTAL COST $25,685 $18,135 $7,550 
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CHAPTER II  

PRE-PRODUCTION RESEARCH 

Subject Matter Research 

Since the introduction to documentary film and early cinema, I have been intrigued with 

how film is used to express and convey a variety of artistic styles.  Regardless of origin, early 

pioneers of the documentary form pushed the boundaries of the moving image (which had yet to 

be defined) and in essence developed a language of cinema that has been used for multifarious 

purposes ranging from artistic expression, entertainment, social education and government 

propaganda.  Upon viewing NoiseFold for the first time, it was fascinating to watch how their 

use of moving images defied the norm, favoring the abstract in lieu of linear narratives, putting 

aside tried and true methods of storytelling, opting for live performance editing and image 

composition.  In spite of their process (which for all intents and purposes seemingly bypassed 

mainstream entertainment language) there still remains a certain level of cohesion and dramatic 

structure.   

During this time, I was also studying ancient storytelling devices that incorporated visual 

art within ancient Hebrew text and was fascinated with the ongoing evolution that meshes 

storytelling with visual art.  Immediately, a conversation with NoiseFold began regarding the 

possibility of doing a documentary about their work.  The group expressed their excitement at 

the idea of a film being made and due to anticipated technical challenges (i.e., dark settings, 

dynamic range of color temperatures, etc.), test shooting began at the first available opportunity, 

which included experimentation of different styles and approaches.  Initially, their website was 

used as a starting point to learn more about their work, which eventually led to multiple 

conversations with David Stout and Cory Metcalf.  While logistically challenging, it was 
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believed that a film could be made in the vein of the direct cinema style (i.e., minimal interaction 

between subject and filmmaker) and done so in a cinematically compelling manner. 

 

People, Location Research 

The primary subjects of this documentary are the members of NoiseFold, David Stout, 

Cory Metcalf and musical collaborator, Frances-Marie Uitti whose collective work examines 

“the aesthetic possibilities for evolutionary models, generative systems, artificial life networks 

and simulation environments” (“Bio / David Stout”).5   

 

Primary Subjects 

● David Stout is a world-renowned and award-winning visual and sonic artist and 

founding member of the interactive media group NoiseFold.  His groundbreaking work in the 

field of cross-media synthesis is embraced by the avant-garde film community, as well as those 

involved in the research of artificial life.  Serving as the founder for multiple art/sound projects 

and installations, Stout is regarded as an innovator on the cusp of aural/visual connections that 

transcend traditional conceptions of the composition of sight and sound.   Stout currently lives in 

Denton, TX, where he holds a unique position as the Coordinator for the Initiative for Advanced 

Research in Technology and the Arts at the University of North Texas. 

● Cory Metcalf is a student and visual/aural artist who joined Stout in 2002, co-

founding the NoiseFold project by contributing his unique background in computer software 

design and performance art.  He currently lives in Boulder, CO, working on his MFA in 

                                                 
5 See Stout, “Bio / David Stout,” noisefold.com. 
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electronic media art and design at the University of Denver.  Additionally, he works for Cycling 

’74, Inc., a company directly involved in the development of various software platforms that are 

used by NoiseFold. 

● Composer and performer Frances-Marie Uitti is a collaborator with NoiseFold, 

providing original “new music” compositions on cello through the occasional use of her 

distinctive technique of using two bows in one hand for the purposes of pushing aural boundaries 

and exploring new musical territory.  Stout and Metcalf utilize her music as a sonic conduit for 

the live performance and the collective NoiseFold experiment.    

Primarily, this film was shot indoors, in the course of Stout and Metcalf constructing their 

performance and discussing NoiseFold’s accomplishments and goals.  The first location was 

Santa Fe, New Mexico, where the bulk of the film was shot at the Currents 2012 Santa Fe 

International New Media Festival.  Some shooting took place outdoors, capturing the natural 

topography around Santa Fe, but the majority of the footage obtained focused on the planning 

and performance phases of NoiseFold’s production.  Finally, filming continued in Boulder, CO, 

for a performance at the Boulder Museum of Contemporary Art.   

While there was minimal time to research the challenges of the foreign performance 

venues Stout and Metcalf rehearsed and performed, the HDSLR camera was perfectly suited to 

adapt to low-light and difficult situations with aplomb.  As an experienced and flexible 

cinematographer, I felt well equipped to handle whatever audio or visual issues arose. 

 

Funding 

The production phase of this film was funded through a combination of “in-kind” 

donations, financial contributions from family and friends and personal funds.  Additionally, 
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friends and family provided housing accommodations while in New Mexico and Colorado.  

   

Distribution Possibilities 

Film festivals are undoubtedly the best place to exhibit work that is non-traditional in 

length and scope.  Much of the marketing budget will be geared toward film festival entries 

ranging from local to international.  Choices in festival submissions will reflect a range of 

possibilities falling along different lines of the academic-to-industry continuum, the local-to-

international continuum, and the prestigious-to-accessible continuum.  The goal is to show this 

film at a minimum of 5-8 festivals, with several on the academic circuit, and several on the 

industry circuit.  Depending on the outcome of exposure through the festival circuit, the film will 

likely be made available for digital download through online retail sites (i.e., iTunes, Amazon, 

etc.). 

 

Goals of the Production 

Initially, the goal of the film was to re-create the NoiseFold concert experience for the 

viewer through purist methods as typified by filmmakers such as Frederick Wiseman and 

Richard Leacock.  While the intention was to provide a visceral viewing experience via cinema, 

it remained equally important that the take away among viewers was a sense of accessibility and 

appreciation of NoiseFold’s work.  This was to be facilitated through expository dialogue in 

conjunction with editing observational footage of the performance group in a cohesive manner.  

Upon reviewing the footage and various cuts of the film, it was determined that the treatment did 

not translate cinematically nor was it supported in terms of narrative structure due to a lack of 

expository value from the source material.  It was then determined that the film could still adhere 
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to the original goals set forth for the audience, however, it could only be done by 1) shortening 

the film, 2) utilizing text as a means of providing expository value 3) catering to the visual 

strength of the footage through the incorporation of additional performance material and 4) 

changing the ending of the film to support the overall narrative arc of the film. 

 

Feasibility 

The feasibility of this film was obvious from the earliest stages due to the accessibility of 

equipment, the nature of the production (i.e., one man crew, DSLR gear, etc.), and an ongoing 

dialogue with NoiseFold.  Being privy to different NoiseFold related events (i.e., workshops, 

concerts, etc.), provided a unique opportunity for testing gear (i.e., camera stabilizers, tracking 

systems, lights, etc.), experimenting with DSLR camera settings (i.e., color profiles versus 

monochrome profiles), trying out a variety of high quality lenses (Zeiss, Nikkor, Canon “L” 

Series) as well as auditioning different approaches to audio (i.e., wireless lavalier microphones, 

shotgun microphones, digital recorders, etc.).  While the storytelling aspect of this film was 

completed in post-production, vast quantities of footage was obtained in the event that the 

treatment could not be adhered to in the final cut.  Having worked as a one-man crew on several 

other films, I felt confident that I could execute an effective shoot involving both the recording 

of picture and sound in an observational setting.  Since the released of the Canon 7D, I have 

taken every available opportunity to learn the camera and have been working extensively to 

achieve the highest quality picture within a documentary setting.  Due to its incredible dynamic 

range and compatibility with fast vintage lenses, it was determined that the best route to take 

with the film was to shoot on the Canon 7D camera using a customized monochrome picture 

profile. 



31 

CHAPTER III  

RECONCEPTUALIZATION BEFORE PRODCUTION 

During the initial phase of pre-production, the primary concerns revolved around the 

film’s visual component, which required much experimentation for the purposes of effectively 

communicating the intensity and mystery of a NoiseFold performance.  From a live audience 

perspective, the real value of the NoiseFold experience occurs through exposure to interactive 

visual art, which is only visible on multiple video screens.  Considering this, the primary 

members of NoiseFold are somewhat invisible during a performance as they often are in the dark 

and motionless (with the occasional exception of waiving their hands over sensors).  The added 

component of the musical collaborator, which for this particular shoot involved cellist Frances-

Marie Uitti, provided a certain level of visual interest due to her animated playing style. 

However, stage access and lighting constraints during the performance proved to be another 

challenge. Considering these factors, the initial intent was to cater to the group’s inherent sense 

of mystery due to their abstract art form and capitalize on the beauty of their visual art at the end 

of the film as a means of providing a sense of catharsis and resolve.  Therefore, it was 

determined to not reveal the screens when shooting the performance except for occasional quick 

flashes, which aids in the contextualization of the images for the audience.  As such, the impact 

of the visual art itself would remain a mystery until the end of the film when it would appear on 

screen…full of color, deeply saturated and displayed in 4:3 standard definition aspect ratio (the 

current dimensions for NoiseFold’s art).  Having thought out these issues, it was believed that 

the most effective approach to making this film depended on 1) obtaining as much observational 

footage as possible and 2) finding the story during the editing process. 
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CHAPTER IV  

THE INTEGRATION OF THEORY AND PRODUCTION 

Theories and Rationales for Use 

 NOISEFOLD adheres to production values most closely resembling a Frederick 

Wiseman-style filming methodology, which involves 1) minimal location research, 2) shooting 

copious amounts of footage and 3) assembling a narrative in the editing process, eliminating the 

need for pre-production storyboarding or scripted narration.  As such, the film avoids staged 

interviews, voiceovers, lower thirds, and interaction with the subjects on camera.  Drawing upon 

the multiple influences of Dziga Vertov’s The Man With A Movie Camera, Frederick Wiseman’s 

High School, and Richard Leacock’s Jazz Dance, NOISEFOLD ultimately embraces Wiseman’s 

notion of reality fiction or John Grierson’s “creative treatment of actuality.”6  A large amount of 

footage was shot, enabling a variety of editing options and ensuring the essence of an interesting 

narrative is achieved.  The film has been edited in a manner that attempts to hold the viewer’s 

attention through a combination of steady pacing augmented by longer sequences of discussion, 

with sequences ultimately mirroring montage techniques as witnessed in The Man with a Movie 

Camera.  Thus, the film is devoid of an obvious narrative structure for the purposes of fostering 

an interactive process of encoding and decoding with the audience as viewers are forced to make 

sense and reconcile the information provided to them.  In Reality Fictions: The Films of 

Frederick Wiseman, Benson and Anderson write: 

The absence of a clearly narrative structure encourages us to watch each scene with a 
special focus on its presence, its existential reality.  In addition, we look beyond the 
particular scene for ways to knit our experience of the film into a coherent whole and 

                                                 
5 For explication on Grierson’s “creative treatment of actuality,” see Benson and Anderson’s Reality Fictions: The 
Films of Frederick Wiseman, 1. 
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discover that we can do so, in the absence of narrative, only by moving to a speculative 
plane, where we notice the formal and thematic relations among the scenes.7 
 
As such, the goal was to create an “existential reality” for the viewers to experience as 

though they have a participatory role and a privileged access to the NoiseFold encounter, 

becoming, in essence, a part of the film itself as the narrative is shaped as much by the viewer as 

it is in the editing room. 

 

Approaches 

The goal in shooting in this style was to not only emulate these important directors 

mentioned above, but to embark on my own interpretation of the observational practices that I 

have learned in such courses as The Films of Frederick Wiseman and History of the 

Documentary.  As Benson and Anderson further note, “Somehow Wiseman develops a structure 

and style that imply his own point of view, but still allow us to believe that our puzzlements, 

surprises, and revelations are our own.”7  The direct cinema approach allows for a style of 

filmmaking I am most comfortable with, which is to amass large quantities of single-camera 

footage, use equipment that caters to natural lighting and unpredictable shooting scenarios, and 

then shape the story in post-production editing organically. 

Throughout the film, I embraced Dziga Vertov’s notion of capturing life as it happens for 

the purposes of using whatever means necessary to create a story during the time of editing.  

Upon reviewing the dailies and cutting various versions of the film, I was reminded once again 

of Vertov’s sentiment toward typical film conventions such as scripts and treatments.  His 

filmmaking ideology simply purported that life is unpredictable and a director is incapable of 

                                                 
7 Ibid., 149. 
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controlling the chaos that exists when life is filmed unaware of the camera.  As such, a director 

should not impose contrivance on the “set” of real life by forcing situations and therefore is 

barred from exclusively adhering to a prescribed treatment.  All things considered, the main 

challenge in making this film was creating the essence of the NoiseFold experience (as 

prescribed in the treatment) while being held accountable to a specific template by which the 

film was to be edited.  From this vantage point, it is determined that within every film production 

there are unexpected surprises (both good and bad).  The primary role of the documentary 

filmmaker is to remain highly flexible, always looking ahead at potential opportunities, pitfalls 

and workarounds. 

 

Review of Additional Texts Reviewed for Research 

The following list covers additional research conducted for NOISEFOLD, as it pertains to 

filmmaking methodologies, equipment and overall workflow.   

 

Documentary Films 

● Redmond, David, dir.  Invisible Girlfriend.  2009.  DVD.  An neo-vérité style film 
that follows a man on a journey to meet his invisible girlfriend. 

● Riefenstahl, Leni, dir.  Olympia Part One:  Festival of the Nations.  1938.  DVD.  A 
documentary about the 1936 Olympics in Berlin. 

● --, dir.  Olympia Part Two:  Festival of Beauty.  1938.  DVD.  A documentary about 
the 1936 Olympics in Berlin. 

● --, dir.  Triumph of the Will.  1935.  DVD.  An epic documentary film with
 stunning visuals and unconventional storytelling devices.  

● Wiseman, Frederick, dir.  Essene.  Zipporah Films, 1972.  DVD.  A film that deals 
with matters of religion and community values.  

● Wright, Basil, dir.  Song of Ceylon.  1934.  DVD.  A beautifully shot black and white 
film, with interesting shot compositions and a unique soundtrack. 



35 

Literature 

● Altman, Robert, and David Thompson.  Altman on Altman.  London: Faber and 
Faber, 2006. Print.  A collection of interviews with the filmmaker about his films and 
filmmaking philosophy. 
Levin, G. Roy. Documentary Explorations: 15 Interviews with Filmmakers. Garden 
City: Doubleday, 1971.  Print.  A collection of interviews with prominent filmmakers. 

● Rotha, Paul. Robert J. Flaherty. A Biography. Ed. Jay Ruby. Philadelphia: University 
of Pennsylvania Press, 1983.  A detailed account of the late filmmaker’s life and 
films. 

● Rothman, William. Documentary Film Classics. New York: Cambridge University 
Press, 1977. Print.  A close look at several of history’s most important documentary 
films. 

● Zuckhoff, Mitchell.  Robert Altman: The Oral Biography.  New York: First Vintage 
Books, 2010.  Print.  The unique account of Robert Altman’s life based on a wide 
variety of sources. 
 

Other (Web Sites) 

● Cameraquest.com.  Web.  1 May 2012.  An informative site about vintage Nikkor 
lenses. 

● Lynda.com.  Web.  20 July 2012.  A collection of tutorials for a wide variety of 
software. 

● Vasulka.org.  Web.  10 August 2012.  A vast archive related to the work of video 
artists, Steina and Woody Vasulka. 

● Zacuto.com.  Web.   9 September 2012.  Chicago-based company known for their 
Emmy Award winning web videos and HDSLR accessories. 
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CHAPTER V  

PRODUCTION 

Overview  

The production of NOISEFOLD occurred in two separate phases.   The first phase took 

place in Santa Fe, New Mexico over a period of 19 days.  During this time, footage was obtained 

of the performance group as they prepared for upcoming performances in Santa Fe and Boulder, 

Colorado.  The second and final phase took place in Boulder, Colorado over a period of three 

days, featuring another performance of NoiseFold and a panel discussion with David Stout.   

 

Schedule 

The filming of David Stout and Cory Metcalf began almost immediately as they prepared 

for their personal exhibits during the 2012 Currents Media Festival.  This time was used to work 

out remaining technical problems, which included an unreasonable amount of video banding and 

exposure difficulty due to multiple projectors running at once.  The banding issue in particular 

confirmed the decision not to film the screens, since it was unavoidable when shooting at 23.98 

frames per second, which translated to poor image quality.  Various shutter speeds and frame 

rates were tested, but unfortunately nothing seemed to work. In addition to the banding issue, 

audio problems were addressed in order to accommodate unusually high amounts of noise from 

projector fans, air conditioning, and soundtracks from the actual exhibits.  

The main goal was to obtain vast amounts of footage, which is possible due to the 

HDSLR workflow, capturing data in a compressed digital format (h.264) on compact flash cards.  

This technical advantage provided a way for shooting to occur non-stop and eliminated the need 

to transfer footage until the end of the day.  Upon arrival to each shooting location, I affixed a 
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wireless microphone on each subject and begin filming, attempting to stay out of the way and not 

interfere with any facet of performance, rehearsal, or social interaction. 

The live NoiseFold performances were very tricky due to the fact that I was only able to 

film from areas around the stage.  Anticipating this issue as a result of previous test shoots, I shot 

rehearsal footage in a manner that fostered a visual sense of performance taking place (i.e., 

extreme close ups, shallow depth of field, etc.) and the actual performance itself was used to 

capture audience reactions as well as contextually place NoiseFold in a concert type setting.  

Since several opportunities to film were lost due to unforeseen events (i.e., sickness, intense 

moments of troubleshooting, select participants refusal to be filmed at certain times or on certain 

occasions, etc.), additional footage was obtained that did not require the participation of anyone 

in the film.  The majority of these moments include footage of the New Mexico and Colorado 

landscape as well as interior and exterior shots. 

 

Equipment 

Utilizing a combination of HDSLR footage and HD image capture, the visual experience 

of this documentary NOISEFOLD is meant to be as rich and meaningful as the NoiseFold 

performance itself.  This film was shot primarily in a black and white 16mm aesthetic, which 

was achieved through the richness and clarity of HDSLR digital format and vintage prime lenses.  

This aesthetic gives the film a timeless look that displaces the focus from current trends in 

fashion or color palettes and directs the viewers’ eyes to the entirety of the frame.  Additionally, 

the black-and-white approach negates any difficulty one would face in a NoiseFold performance 

setting due to the extreme fluctuations in lighting and color temperature.  Within the film, the 

black-and-white is juxtaposed against HD color footage, deeply saturated in post-production to 
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provide maximum contrast between the color-stripped bulk of the film in an effort to emphasize 

the experimental vein and the rich experience of the NoiseFold performance. 

The only camera used on the shoot was the Canon 7D along with numerous Zacuto 

accessories (i.e., Z-Finder, Target Shooter) and a variety of vintage Nikkor lenses.  Because of 

the superior performance of the Canon 7D in low-light conditions, no lighting kit was required. 

Additionally, I wanted this film’s aesthetic to be timeless, utilizing as much natural light, and 

adhering as much as possible to direct cinema methodology (valuing natural, unadulterated 

settings).  There were no additional crewmembers, as I prefer working individually and strive to 

make this a production by filmmaker exclusively. 

Audio was obtained through the use of double-system sound, utilizing Canon 7D onboard 

camera microphones, directional and omni-directional microphones, Sennheiser wireless and 

wired lavalier microphones, Rode microphones, and Zoom H4n and H1 digital audio recorders.  

I have successfully captured great audio on several previous productions (Hombre’s Trouble, 

The Trees Are Falling, Blood Brothers) and have perfected the workflow for monitoring and 

making quick audio adjustments while running camera. 

While direct cinema has historically leaned toward a style of camerawork that at times 

places the aesthetic (i.e., shallow depth of field, cinematic-style shots, etc.) secondary to content, 

the HDSLR camera has revolutionized the way a film can be shot and experienced due to the 

incredibly light gear and fast access to different lenses and various apertures.  Thus, I 

incorporated a rich cinematic palette through tasteful implementation of HDSLR accessories that 

were able to fit into a small backpack and utilized on site in a matter of minutes.  This allowed 

for the documentary to achieve a poetic and cinematic feel that is more on par with a fiction film 

than traditional observational documentaries have generally been able to achieve in the past. 
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Releases, Copyright and License Agreements 

Permission has been obtained for the reproduction of NoiseFold’s creative work as well 

as their personal image for the purposes of this film.  Additionally, the filming process was made 

known to other individuals present at the time of production and those that did not want to be in 

the film merely stated so and were not recorded.  

 

Budget 

The entire budget is provided in the Appendix.  The cost of the film was made under 

budget and reflects different totals than proposed in the original prospectus.  The main reason for 

this was due to “in-kind” donations and the generous support of friends and family.  

Additionally, the use of HD output for the color footage in lieu of actual film eliminated the need 

for film stock purchases and processing fees. 
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CHAPTER VI 

POSTPRODUCTION 

Schedule 

Postproduction for NOISEFOLD began in July of 2012 after shooting in Santa Fe, New 

Mexico and Boulder, Colorado.  The post-production schedule is listed below.  

● July 21-August 5: Review, log, convert, sync and duplicate footage 

● August 6-12: Multiple trial paper edits completed 

● August 17-September 21: Multiple rough cuts and informal screenings 

● September 26: Web-based deliverable provided to thesis committee 

● September 26-October 1: Informal screenings and incorporation of feedback into edit 

● October 3: First fine cut, web-based deliverable provided to thesis committee 

● October 5: HD capture from NoiseFold’s computers incorporated into the film 

● October 8:  Second fine cut, web-based deliverable provided to thesis committee 

● October 9:  Third fine cut, web-based deliverable provided to thesis committee 

● October 10-19:  Editing adjustments, audio mixing and color correction 

● October 22: Final cut, web-based deliverable provided to thesis committee 

 

Equipment 

Editing was done in Final Cut Pro X, with special color correction given to the HD 

footage captured directly from NoiseFold’s computers.  Color grading was done with DaVinci 

Resolve and all audio mixing was completed in Pro Tools 10 and Logic Pro.  All footage was 

converted to 422 Apple ProRes for both editing efficiency and optimum picture quality. 
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Reconceptualization of Film during Postproduction 

With the production of the film nearing completion, I was faced with several challenges 

pertaining to the overall structural assembly of the film’s content.  First and foremost, the 

conversational aspect that I was hoping to use for an expository tool did not exist in a manner 

that would be effective for supporting the film’s narrative.  All things considered, I decided to 

incorporate Richard Leacock’s filmmaking ideology of cinematically recreating a “sense” of 

being there and present a close look at a group of performers working on their art from rehearsal 

to the actual performance.  From this vantage point, it seemed that the film would be best served 

by providing expository information through title cards and shortening the film, which would 

also increase the likelihood of festival screenings due to programming constraints on longer 

films.  Amidst troubleshooting, rehearsing and performing, the film also showcases how a group 

known for generating noise is also ironically plagued by unwanted noise (i.e., projector fans, 

uncooperative mixing boards, air-condition systems, etc.), and actually collaborates with a cellist 

who humorously admits that she can do without certain NoiseFold noise creations.  

After arranging several informal screenings for select people, my suspicions were 

confirmed as the general consensus was 1) the edit of the film should cater to the visual strength 

of the footage, 2) the length should be shorter, 3) expository information should be included via 

title cards and text in order to orient the audience, 4) more performance footage should be 

provided and 5) the ending of the film should be changed to showcase audience feedback.  After 

ruminating on the feedback, I felt these suggestions would work in tandem with the goals of 

creating a sense of being while not completely removing the mystery of NoiseFold.  

Additionally, the incorporation of the color footage at the end of the film served to be 

problematic due the fact that viewers were unclear of the image’s origin and were unable to 
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make the connection that the images were indeed the work of NoiseFold.  This point is 

exacerbated by the fact that very little footage of the actual screens during performances was 

filmed due to technical issues (banding, exposure, etc.) and a strict adherence to the parameters 

laid out in the treatment during production.  In order to resolve this problem, it was decided that 

the colorful images should be incorporated within the actual performance and that the 

performance itself constitute a longer amount of screen time.  By visually connecting the 

NoiseFold performance to the colorful images through jump cuts and dissolves, it becomes 

apparent to the audience that the visual art is indeed an integral part of the performance.  In terms 

of the film’s narrative, this fact is reiterated when various concertgoers celebrate the work of 

NoiseFold and comment on the imagery. 
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CHAPTER VII  

EVALUATION OF COMPLETED WORK 

Preproduction 

The genesis of this film from original conception has been an interesting journey that has 

provided an enormous educational experience at each phase of the production.  After the first 

encounter with a NoiseFold performance, it was apparent that a film had to be made; yet there 

were many questions that needed to be answered regarding the logistics of production.  That 

period of time required an intensive process of study and research dealing with matters ranging 

to technical concerns, filmmaking philosophies and styles, as well as philosophical questions 

about the implication and meaning of NoiseFold’s mysterious art form.  Along the way, the 

issues became more practical and a treatment was developed that would support the vision of 

parlaying the NoiseFold “magic” within a cinematic framework.   As such, the primary goals 

were to create narrative and visual cohesiveness through non-sequentially editing footage taken 

from various performances/events for the purpose of creating a "fictitious" sense of location and 

space.   

 

Production 

The actual production of this film proved to be the most challenging due to various 

unexpected technical problems along the way.  Countless hours of research helped in preparation 

for the shoot, however the shoot itself was the ultimate teaching tool as I was forced to work 

within an unpredictable and unwieldy shooting environment.  With regard to obtaining a quality 

picture, it was decided to shoot black and white as a means of capturing a timeless aesthetic 

appeal and in doing so alleviated a plethora of color temperature and exposure issues caused by 
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projectors and screens. Coincidentally, exposure and color temperature variances were actually 

used to the benefit of the image by taking advantage of each lighting scenario.  This helped foster 

surreal imagery by blowing out backgrounds, creating silhouettes and making extensive use of 

shallow depth of field.  Combining Nikkor lenses from the 1960s and 1970s with a cropped 

sensor HDSLR (Canon 7D) helped create an aesthetic feel similar to the look of 16mm 

film.   Ultimately, it was discovered which lenses work best in that environment and, by the end 

of the shoot, all of the gear could be carried in a single backpack.  This mobility provided the 

ability to make impromptu decisions about setting up various shots in different locations with 

minimal hassle.  Surprisingly, wireless interference was limited throughout the shoot and most of 

the audio was captured through the use of lavalier microphones.  However, arrangements were 

made for back up recording through the use of additional microphones and digital recorders, 

which were used at all times in the event audio was lost due to dead batteries, etc.  By using a 

headphone splitter, I was able monitor multiple recorders at once by creating a stereo headphone 

image, which kept the different audio sources separated and thus easier to distinguish.  The 

digital recorders used in this production were lightweight and carried on my person for most of 

the shoot, thus allowing necessary adjustments to be made on the fly without having to change 

locations or put down the camera. 

 

Postproduction 

As stated earlier, editing was done with Final Cut Pro X (FCPX) and it proved to be a 

valuable and powerful tool.  Early in the production, it was realized that creating sync points in 

the audio reminded subjects in the film that they were being recorded, which often caused the 

dialogue to feel stiff and unnatural.  It was decided to avoid using sync points and just record 
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long uninterrupted takes, which typically can be a nightmare in post-production.  Through the 

integrated use of an audio syncing program called “Plural Eyes” and FCPX, I was able to 

effectively sync most of the footage with minimal effort, which was astounding and an incredible 

time saver.   

Per the treatment, the actual creations featured in a NoiseFold performance are somewhat 

hidden from the viewer until the end of the film as a means of raising the visual “ceiling” and 

presenting an unexpected explosion of color.  Originally, the black and white images were to 

slowly become saturated in color, which provided the film's final epilogue in conjunction with 

traditional music performed on the cello. As stated earlier, the goal throughout the production 

process was to 1) obtain rich black and white footage 2) make NoiseFold’s art accessible to 

mainstream viewers and 3) allow the imagery to explode on screen through the implementation 

of color.  After several cuts, it was determined that the execution of these ideas (as described by 

the treatment) did not translate cinematically and changes were made to the structure of the film, 

catering to the strength of the footage as opposed to parameters established in the treatment.  

Ultimately, the intent with the editing of this film was to deliver a well paced and succinct 

version of the NoiseFold performance by granting viewers privileged access along the way. 

 

Success in Integrating Proposed Theories 

Ultimately, the proposed theories were successfully integrated into the film as a result of 

the minimally non-invasive, “fly on the wall” approach adhered to throughout the film.   The 

visual palette of the piece creates a sense of “timelessness” found in earlier documentary films, 

thus allowing the explosion of color to “pop” during the actual NoiseFold performance.  Through 
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the absence of direct interviews and traditional narrative storytelling devices, NOISEFOLD, 

embodies the spirit of many direct cinema and cinéma-vérité films. 
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APPENDIX  

BUDGET FOR BOBBY LEWIS - PRODUCTION OF NOISEFOLD
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Length: 18 min. 
Format: HDSLR and HD image capture 
Production: 

● Various locations in NM, and CO  
● Intermittent dates throughout summer 2012 (June and July) 

Post-production editing: 12 weeks (July-October 2012) 
 
Summary Budget 

EXPENSES TOTAL 
COST 

IN-
KIND NEEDED 

PHASE I: PRODUCTION    
 Travel Expenses (flight to Denver for 1 person) $500 $500 $0 
 Transportation (includes gas for trips to NM, car 

rental and gas in CO) $610 $610 $0 

 Other location expenses (meals and 
accommodations during travel for 1 person) $525 $525 $0 

 Camera equipment (in-kind rental provided by 
UNT and self; total cost reflects market value of 
camera pkg. rental for approx. 4 weeks) 

$8,400 $8,400 $0 

 Hard drives (four 2-TB drives to store footage) $550 $0 $550 
 Total - Phase I $10,585 $9,585 $550 
     
PHASE II: POST-PRODUCTION    
 Editing (iMac, Final Cut Pro Suite, Pro Tools 10, 

Plural Eyes, DaVinci Resolve) $5,000 $5,000 $0 

 Total Phase II $5,000 $5,000 $0 
     
PHASE III: MARKETING    
 Publicity (press kits, posters, web designs, festival 

entry fees, promotional cards, business cards) $3,500 $2,000 $1,500 

 General & Administrative (copies, expendables, 
postage, film festival and conference travel 
expenses) 

$5,200 $600 $4,600 

 Total Phase III $8,700 $2,600 $6,100 
     
TOTAL COST $24,285 $17,185  $7,350  

 



49 

REFERENCES 

Benson, Thomas W. and Carolyn Anderson.  Reality Fictions: The Films of Frederick Wiseman.  
2nd ed.  Carbondale: Southern Illinois University Press, 2002.  Print.   

Bloom, Philip.  Philipbloom.net, n.d.  Web.  15 April.  2012. 

Canon.com.  Web.  15 April.  2012 

Currentsnewmedia.org.  Web.  15 April.  2012 

Cyling74.com.  Web.  15 April.  2012.  

Ellis, Jack C. and Betsy A. McLane.  A New History of Documentary Film.  New York: The 
Continuum International Publishing Group, 2005. Print.   

Leacock, Richard, dir.  Jazz Dance.  1954.  DVD.   

Lewis, Bobby.  Hombre’s Trouble.  2009.  Web.   

---, dir.  The Trees Are Falling.  2010.  Web.   

Michelson, Annette.  Kino-Eye: The Writings of Dziga Vertov.  Berkeley: University of 
California Press, 1984.  Print 

Quam, Jonathon, dir. Blood Brothers.  2012.  Web.   

Stout, David.  NoiseFold.  Self-published.  Noisefold.com, 2007.  Web.  12 Jan. 2012.   

Vertov, Dziga, dir.  The Man with a Movie Camera.  1929.  Image Entertainment, 1996. DVD. 

Wiseman, Frederick.  “A Nonscholar’s Approach to Monologue.”  Threepenny Review 68 
(1997): 26-29.  Humanities International Complete.  Web.  12 Jan. 2012.   

--, dir.  High School.  Zipporah Films, 1968.  DVD.   

Zacuto.com.  Web.  15 April.  2012 

 

 


	CHAPTER I  PROSPECTUS
	Introduction and Description
	Feasibility
	Locations
	Characters in the Film
	Primary Subjects
	Secondary Subjects

	Treatment
	Goals of Production
	Integration of Theory and Production
	Schedule and Equipment
	Equipment
	Production Schedule

	Research
	Interviews
	Books
	Journal/Magazine Articles
	Web
	Film Sources

	Financing Possibilities
	Potential Areas of Distribution for NOISEFOLD
	Web
	Education
	Film Festivals

	Budget for Bobby Lewis - Production of NOISEFOLD

	CHAPTER II  PRE-PRODUCTION RESEARCH
	Subject Matter Research
	People, Location Research
	Primary Subjects

	Funding
	Distribution Possibilities
	Goals of the Production
	Feasibility

	CHAPTER III  RECONCEPTUALIZATION BEFORE PRODCUTION
	CHAPTER IV  THE INTEGRATION OF THEORY AND PRODUCTION
	Theories and Rationales for Use
	Approaches
	Review of Additional Texts Reviewed for Research
	Documentary Films
	Literature
	Other (Web Sites)


	CHAPTER V  PRODUCTION
	Overview
	Schedule
	Equipment
	Releases, Copyright and License Agreements
	Budget

	CHAPTER VI POSTPRODUCTION
	Schedule
	Equipment
	Reconceptualization of Film during Postproduction

	CHAPTER VII  EVALUATION OF COMPLETED WORK
	Preproduction
	Production
	Postproduction
	Success in Integrating Proposed Theories

	APPENDIX  BUDGET FOR BOBBY LEWIS - PRODUCTION OF NOISEFOLD
	REFERENCES

