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Auditory Scene Analysis: Analysed Through the Lens of the 1987 Motion Picture ‘Predator’

Introduction
Hearing has historical played a significant part in the survival of the human race, whether that be through alerting people to dangers or predators, or facilitating interactions and social cohesion between individuals and groups. Hence, although humans are not special in their ability to hear, they are special in their ability to listen to sound, then act upon that sound if needed through language. Through the lifespan of an average human being, a multiple of different sounds are heard. These sounds range from birds tweeting to the sound of a car engine driving down a road. The term given to the specific group of sounds heard from a particular environment i.e. park, bus stop, office is called the Auditory Scene. An auditory scene is your current everyday environment encompassing the sounds of the natural world.
The process of how we depict what different sounds we hear individually is known as Auditory Scene Analysis. This is the process of dividing these individual sounds and then placing them all together in an arrangement to distinguish which are different sounds and unconnected sounds, and which are identical sounds. This phrase was originated by Canadian lecturer and researcher Albert Bergman which was based on the structure of the auditory system in humans and non-humans.
During 1953, Colin Cherry noted the ability of human listeners to attend selectively to the voice of one speaker in a mixture of many voices and called this phenomenon the ‘cocktail party problem‘ (Brown & Cooke, 1994). The cocktail party effect is a term used to focus on an individual sound whilst sifting out other sounds which are present. The same as you would during a conversation in a noisy room.
There are two forms of this sequential grouping connecting constituents over a period of time to form sounds and instantaneous grouping where groups of components or sounds are perceived to be a single stream or sound source. Sounds can also be used as an orchestration as the main components pushing the barriers as far as possible in bold new directions.
During 1945 Mikloz Rosza in won an academy award by utilising the Theremin, an electronic musical instrument  which produces sound without touching it as a musical description of the unstable mind of the main character disorientating us as it mixes with the musical score in the film Spellbound directed by Alfred Hitchcock. Then in 1956 the first radical soundtrack was created with pioneering non-conventional sounds never heard before in the film Forbidden Planet. Two New York art students Louis and Bebe Barron used fully electronic circuits recorded on magnetic tape and manipulated in many ways resulting in the first electronic score for a film in which it is hard to differentiate between the score and sound effects giving a fluid soundscape and template for today’s soundtracks. 
The recording of sound is roughly parallel to the recording of images: the microphone is, in effect, a lens through which sound is filtered; the recorder compares roughly with the camera; both sound and picture are recorded linearly and can be edited later. But there is one significant difference: because of the contrasting manners in which we perceive them, sound must be recorded continuously, while pictures are recorded discretely. The concept of "persistence of vision" does not have an aural equivalent, which is one reason why we do not have "still sounds" to compare with still pictures. Sound must exist in time (Monaco, 2000).

Auditory Scene Analysis of Predator (1987): from 1:16:20 – 1:23:21
Sound recording is very parallel to the recording of moving images as sound and pictures are recorded linearly and later edited. Today’s changing technology has taken soundtracks and film production in visual and aural bold new directions, digitally inserting a sky that did not exist and a bridge that was not there and the musical composition of sounds never heard before. And always in movies we have still pictures but with sound it can never remain still must always have an existence in real time. 
So in 1987 with a simple plot and not too many surprises, John McTiernan’s Predator reached its success probably due to its techniques producing drama and intensity building an almost physical tension in the viewers. In this context, sound plays an important role, highlighting the tense moments and even creating and boosting them. From the striking and emotional score everyone will notice to the precise foley, to the great use of the polyphonic Synclavier digital synthesiser transforming the sound of a basketball bouncing on the floor of a gym into a bass drum played by a military band, making the sound dimension of the movie create a consistently exciting atmosphere of drama and intensity. 
‘So the range of colouristic possibilities has just been greatly extended. We will also have the Synclavier (the sound of…) a basketball in a large gymnasium and someone hitting a two by four on a wood saw horse and all those sounds gave us the sounds mixed together gave us this quality of a low end, which would normally be played by a bass drum, now we have a different twist to it. The mix and match possibilities are fantastic (Silvestri, 1991).
This paper will provide an auditory analysis of a well-known scene in this movie, following the classic part of the film affectionately known as ‘The mown down sequence ‘where the soldiers are shooting at the still invisible predator and in turn slicing through the jungle with their ammunition. As no live ammunition could be used on the film set this effect of trees plants etc being destroyed was achieved with the use of one hundred grain detonating core which is used for the controlled destruction of old buildings combined with the propane fired from each gun used by the individual actors gives an extremely convincing effect. With the effects of the firearms later added in post-production.
The scene begins with preparations for attacking the predator. With the minimum of dialogue in this part, the dominant auditory element is the music score, composed by Alan Silvestri. It is a mix of Hitchcock-like suspense music and marching tunes of the drums. The special sound effects immediately transform you to the heart of the jungle demonstrating how effective sound effects are in cinema. The sense of the special forces team suddenly feeing trapped with no hope of escape, we hear grunting voices, highlighting the struggle of the protagonists, while the foley effects represent the tree chopping, pulling down a tree and rustling of the dry leaves. The dominance of the score provides a good contrast when the preparations are over and the score is replaced by a silent atmosphere and crickets chirping. As silent as it is, this moment is also tense, complemented by the slow return of the score. A prominent tense detail in this part is a soldier shaving; we hear a foley which could be shaving, as suggested visually, but it also sounds like the slow burning of something or someone sneaking in the leaves. This moment suggests the uncertainty of the entire scene. In the middle of the dialogue announcing a fateful event, the razor snaps, symbolising the burst that is about to happen. The score, now slower and moderately loud, is complemented by the nature sounds – birds flying and screeching, barely audible crickets and the background atmospheric sounds of the jungle.
Dutch sneaks through the leaves, watched by the rest of the team, and followed by an intent score announcing danger. As the tune is reduced to a flat and unnerving sound, the soldiers relax, only to face the predator the next moment. That is when the anarchic cocktail of sounds begins. The score resembles the haunting score from “Jaws” composed by John Williams which has left a permanent effect on the musical arena. The leaves rustle loudly, their sounds mix with the sounds of laser guns, brief lines, shots of the soldiers’ guns firing indiscriminately at the invisible enemy, grunting and trees snapping. Another interesting auditory aspect of this scene are the sounds made by the Predator. He communicates by making growling and clicking sounds that make us think it could be a beast or a tamed animal. The Predator also makes electrical arcing sounds as it reveals itself, showing that it is not an animal the protagonists are after. The scene finishes with a dialogue, a quiet internal narrative between Dutch and Dillon, movie’s greatest enemies and collaborators about a very explosive moment.
Just like in the rest of the movie, the orchestral score is dominant in this scene. The composer explains the intentions behind the omnipresent score: “After seeing it and after having some talks with the director and producer, we wanted to somehow have it have the feel of an old-time horror movie, suspense-horror film.” (Larson) And indeed, the score reminds us of classic horrors and thrillers; even those who cannot remember any specific old-time title can still recognise the feeling. 
When it comes to sound design, this element is also thought-through very well. David Stone, one of the sound supervisors, states that “For me, part of the magic of this movie is Richard’s masterful background work. Do not forget, a great deal of the production sound was shot near a motorway or freeway in northern Mexico, and did not really sound the least bit like a rain forest until Richard’s backgrounds put the audience there.” (Riehle, 1987).
The analysed scene, as well as the rest of the movie, does not give out even a single hint that any part of the movie was shot near any motorway or freeway. In conclusion, we could say this movie’s sound elements work coherently among themselves as well as with the story and visual material. The anarchic yet meaningful cacophony of different foleys and voices is united by the use of a splendid orchestral score, giving an additional artistic value to the film. 

Conclusion
This film is seen as something of an exciting experience or could it altogether reveal an existence of an entity much deeper. It unveils some interesting ethical questions asking are humans the divine conquerors they always envisage to believe with their historical all conquering scrutiny of lesser beings which at one time took slavery for granted and believing we are the only ruling species over all that exists.
The stereo typical action hero in this film who relies on his strength and a multitude weapons and present day technology is reduced to primitive means and primeval methods and is considered prey by a superior adversary matched in strength and has to resort to intelligence and stealth in order to defeat this opponent.


History speaks of ancient civilisations that worshipped a pantheon of gods, which were said to be the reasons for natural phenomenon such as the movement of the tides and the aurora borealis. However, recently (in terms of modern human history) science has explained the mysteries of such phenomenon, such as the reason that the tides moves out and in of the coast. In Predator we are encouraged to ask a hypothetical question, ‘Are we the only being in this great universe?‘ blurring the line between science-fiction and science. However, with the exponential productivity and progression of modern computing, what is to say that they will soon occupy the same space?
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