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For example: e
She: Go sway d three diffesent :
He: No. gy, | e the aural emphasis attrs the
She: Please, “hhmmuﬂ'hnu‘ i
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R chice”—the meaning conveyed would be
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Certainly, there is not much verbal content
from the obvious. But by pacing ""“ﬂl‘t‘:‘ﬁ Tound it caie,
Ent ways, meaning can be not only defined but also
changed. Think Mlh*mlﬂlﬂdmm Inflection
each line and the intervening pancses measured, a5 op-  Inflection—altering the pitch or tone of the voloe—can
posed to a rapid-fire delivery and no pauses between lines. abso influence verhal meaning. By raising the pitch of
The deliberately paced sound design can convey more  the vokce at the end
stress or, perhaps, more inner anguish than the faster.  ment becomes a question. Pat stess on it, and it becomes
Paced version. On the other hand, the faster pace can an exclamation. Take the sentence “My country, right or

s oy

Icing Dialbgﬁe |

ﬂ-lqwulmmnunnbrmﬂntmmrmnupmple- wrang " As.a declarative statement, it is AS & ques-
Obwiously, the verbal content of the conversation Is es- SUEgest nervousness and usgency. Hm. skepticiym o satiric lmpuhp:
yential to meaning, but nonverbal sound in speech also :ﬂﬂ;mm:ﬁrﬂw@
m
Shapes meaning. Patterns statement o¢ one of pride.
Dislogue patterns are impaortant to natural-sounding “30 help me God™ is usually sabd at the end of an oath,
INFLU *Peech and believable characterization. AIthough o 4 declarative statement with almast equal “‘"’I'i’l
m&ﬁ“ﬁ:ﬁ:&uiﬂnl- dialogue patterns are inherent in the script, a writer must on “help me God.” Bt ” 'n ,mmm“#
B equally aware of how words should sound. If 3 cha- 15 he words “help me” it utlud:diu.
ﬁ:{:ﬂ 10 has severy) examples of how the meaning of *Cter s supposed to be highly educated, the vocabuliy,  of responsibility now borme by the new
i :;;M 5 often conveyed by the sound of how It 15 sentenice structure, and speech rhiythms shoukl and
PN Mote dislogue-related, exampies follow. Crudition, If a character is formal, vouabulary 4ncl oy
Pl thythims i temce
*Ntence structure should be precise, and speech would  Sound adfects the o or feeling of words and sen
Accent $hould sound even and businessiike. Agactor  Aside from meaning. Ihlm:ﬁu wwmu
e soung maore personal of ait. If the kded ks to convey an
e s o b ol o o Pt e e b ke B
™ ruzal Minnesots o ¢ from - - e 08
ighend r someon a evakes that period sound than bar. Bestial conveys
Production ﬂ-tw:i;-;g Loa dr:mr.‘! ;:1::(!. or India, [t can also color an entire m;::::“h'!" and syntax t“h':: faas a mosdertt w;fwlmm‘ g than barbaic because of lis
L the Sound Editor the 1917 &H!'h:*iﬂﬁma Gepicting events that led 1o outloay :::Irlmh:ls. lr-rr::‘:hk;mﬂm' make the sound  serse sounds and sharter, mofe aocato attacks at the
: oluthon with 1I-British cast T strutare syllables.
may b ith an all-Be i rence of Jrs fws -
Automated Dislogue mum:rn:m:ﬂ:g and dialogue, but the refined, :.“::;::':?F'ﬂul}' vocabulary and sei mﬂh the fines “Turid, Faphd garish, grouped I:: pott
. e, “Shang gags grwing
L Hve as the mp, R.m: fitish sound may not be so effec Robert Lovell and il :mﬂ
far” by G. K. Chesterton,
psaett 1o the averall meaning bt are con-

Wil Slavie sonmag and may not give Eﬂ'lp-has-'
5 \mportant 'ﬂﬂwmmﬁ""“ erhance the ifod

the ﬂﬁmr.._.
Played by edge 1o Pople and evens Shakespeare
3 '-'Illh.l'\u-plhd g,
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TEP Louthe
Hnnatury) T dtawwls would sou
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The sound
of the second is more thythmic, and vivid.
RECORDING DIALOGUE

.‘nmumaﬂrﬂﬂmmﬁﬂ!
o, ven when g 10 be llimatly ecoded o
rerecorded in postproduction, it is important to preserve

actor's performance on the set, if for no other reasons
b . (Also see " Automated
Dialogue Replacement” lates in this chapter.)

RADIO DRAMATIZATIONS

Dramatizations produced in radio today are played out
mostly in commercials and other types of spot announce-
ments. Except for some drama done on public radio and
in some colleges, the days of bona fide radio drama have
long since passed. What has carried over, however, are
‘many of the microphone and production technigues that
were used.

Dramatizations on radio entail creating sound to
compel the lstener o “see” mental images; to create a
“theater of the mind.” The stimull that trigger the imagi-
nation are words, sound effects, and music, as well as
the methods wsed to produce these elements, Generating
illusions of perspective and movement begin with
techniques of miking,

Single-Microphone Technique

Using one microphone in radio dramatization involves
positioning performer at the mic and having them play
o it Hﬁllmhmﬂmtmjdlmw.m;mqujm
selecting an appropriaie microphone and propetly
mounting it. Creating a sense of perpective and, il nec.
essary, movement makes the "visual® huskon effective,
The technbque was uved in radio drama throughout ji
heyday, before technology made it easher 1o use the
multimicrophone approsch. With a number of micy,
performers can be miked separately to allow greater sound
control during recording. This has made the mialti-
mictophone approach the technique of cholce. Hever.

theless, it may be wseful to discuss how one microphone
can be used effectively in radio dramatizations,

CHAPTER 11: PRODUCING

Selection and Mounting
mmmmmﬂnﬂ&mm

It Im‘“qﬂhﬂwmwhm :
:;I:H:th.mlmuﬂmhm Ribbon mics are good for

mmwmmhuﬂtmhmrﬁqumﬁrm

wmﬂmwﬂﬁ-

As for moving-coil microphanes, several models have
anmmm.wmmmmm
directional or unidirectional. If the number of perform.
mwwmnldmuﬁﬂﬂmwmﬂ"%'“hﬂh
m'umupmmﬂwnﬂ mﬂmm
mmmbmﬂlﬂﬁhlﬂmmm

The preferred microphone mount for radio dramati-
zations is the boom. It gives easy access to the mic, there
is no floor stand to get in the way, and, with shock
mounting, theee is less chance of sound conductance
from movement across the studio floor.

Another advantage of the boom is that performers
deliver their lines standing, which is better for breath-
ing. It also allows some freedom of movement for per-
formers who like to swing an arm to help their delivery,
or both amms if one hand is not holding the script.

Creating Perspective

To create perspective acoustically, performers are posh-
tioned at appropriate distances relative to the mic and
to each other, as the dramatic action dictates, 1f an actof
15 close to the mic, the audience perceives the sound s
neat of the space as small, or both, particularly with a
directional microphone. If a performer is farther from
the mic, the sense of distance increases and the spact
becomes larger. If 2 man and woman are on-mic playing
“pposite each other in a scenarlo that calls for them 1©
be equally enthustastic, position the man farther from
the microphone than the woman i to compensate fof
:ﬁi::“fh" more powerful male voice. If they are equl
the hwﬂ:nmdlm mic, the man will sound closer
spective will I;T I5ee Figure 11-1). The audience’s per
tan. This g from the performer in the closer
controlied seq - @ Melatively quiet, acoustically
o ed studia, In g more open ambience, moving an
voice ::u::; I:.?m the mic to compensate for a stronge!
thetebry py *0 increase the level of his room 10N
“Tﬁtm"' In an aural frame that Is different
MOre soflapoken actor,
m;‘:'ﬂ-‘:giq Penpective does not always mear ke
lanced. If a scene reguines one <
ansther from 5 distance, perspective s

h”mwhrmn-mw-wh

111 hlm:lqmvﬂmﬂﬂhm whwﬂlmﬂmﬁﬂ"m

Joudneises.

i fistener. Bul do not
FOMCH in Pf'ﬂpﬂlurlfptﬁpﬁﬁ'f'mhh
take on an ambient quality nioiceably different i

Moving
suppased 10 the effect of coming or going, but
CTeated by placing on-mic the actor who & far- ﬂ""“mh,“,,‘ performers do it. The differ-
E::Jm"'fﬂnduﬁ-ml:memeﬂ“wwh mot s0 well a3 o
T away,

Creatin
g Moverment eaving OF Foaim
" mevement 15 involved, such as the el th®

: e it changei- isa

entering o room, there are theee Was £ 20 o org 'ﬂ“ul propet batarsces are determined. i

:?T:‘”"!fmmngﬁ'c-mth!liwmﬂ“ purning in ﬁuﬂmmw““m“ﬂ.’
1

versa, (2) BY
ectional microphone or vice y @
: A toward or away from the
Oward o away from the mic

ralking 000 1908 L o exactly where 10 stand and how
will
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far to move, Marking the studio floor also assists in traffic
control around a microphone when several performers
are in a scene and have to yield and take the on-mic
pasition

Multimicrophone Technique

With multitrack recording, producing a dramatization
can take advantage of all the fexibility that it affords.
Performers can be miked separately to allow greater sound
control during recording. Then the variows tracks can be
processed, edited, and mixed in postproduction. Al-
though added sound comtrol is an advantage of this tech-
mique, there are also disadvantages: it is more difficult to
obtaln natural spatial relationships and perspective be-
tween performers and the environment; it reduces the
opportumnity for talent to interact; and it requdres the ad-
ditional time and expense of 4 postproduction session,
Today it s rare not to take some time to process a e
cording in postproduction, howeves,

Deciding whether to use the single- or multi-
microphone technique in radio dramatizations depends
on your aesthetic philosophy and the complexity of the
script. All in all single-microphone production, although
Mhmmwm:nmm
4 more believable performance because the talent can
mmmmdmnmndumlmmmummdmapt_
That said, for the sound shaping of individual perfor-
mances, particularly when using effects, and for the
Mwwummmqmmmr.
mﬂiﬂ.ﬂ!mﬂnﬂﬂqﬂmamutmm

nique of choice.

Mnﬂhuphm.ﬁ:hniqup
W"I:m.ﬂzfmpﬂm:ulﬂlhepnfmuhuurdhr,
hnigue is employed dur.

— TR AT

requires two discrete signals, A (left) ang g

mm juce these signals in mono, they are
right).
summed: A + B. Discrete stereo is also referred 1o as sum.
and.-difference stereo because one channel is summed
{A + B), and the other channel is subtracted (A - B), |
the stereo signals are in phase when they are added, leve|
can increase 3 to & dB; if the signals are out of phase jn
stereo, they cancel in mono. It Is therefore critical dyr.
7 ing to make sure that problems with stereo-to-
mono compatibility are anticipated.

Stereo miking uses two microphones (or microphone
capsules) to feed each discrete signal to a separate chan-
nel. Sound reaches the mics with intensity and time dif-
ferences. The difference in arrival time between the

: Immmmmhﬁiﬁﬂﬂtﬁmpﬁ‘
lems later when combining the signals to mono. The
narrower the angle or space between the mics, the less
the difference in arrival time between the signals reach-
ing them.

There are 3 number of ways to mike for stereo, One
technique—coincident miking—ensures stereo-to-mono
compatibility; another—near-coincident miking—can be
mono-compatible if the angle or space between the mi-
craphones is not too wide, Coincldent and near-coindk-
dent arrays are also called X.¥ meiking,

Coincident miking positions two microphones, usu-
ally directional, in virtually the same space with their
disphragms located vertically on the same axis (see
13-38). This arrangement minimizes the arrival time dif-
ference between the signals reaching each mic. Steréo
imaging is sharp, and sound localization is accurate.

Near-cotricident miking positions two microphones,
usually directiongl, horizontally on the same plang
mﬂtdlf!himl‘bﬂim_mq'mn‘y be spaced or crosséd
15ee 13-39). The wider angle or space between the mics
adds more depth and warmith to the sound, but stered
Imaging is nog g3 hamp as it is with the colncident ATty
As a guideline in radie dramatizations, keep the angle of
:E:‘r between the mics 15 9g degrees or less. Al more
. m:ﬁ degrees, noy anly could mono compatibility be

P] lem, but the stereq image would be more diffuse:
. .]““:'IE"“ milﬂncg,'lhrla.'brnunuglng of the stere0
18 1on POTLANL. If the angle between the microphon®
center g “40d will be concentrated toward the
the mics e T oudspeakers), If the angle between
oy % 100 wide, soung wij b concentrated o 1€
iw“:fﬂ. with little sound coming from the centel

. .helﬂirr-nd teas “teale in the middle.” The
T iy d Microphones iy contingent on the width of
*ource: the Wider the source, the wider

ROTHP LT TMOAS

e
L P

assogiated
%hlﬂinmnmﬂhaﬂaiﬁdmmw Wummﬂ.mﬂth

iy grouped around the mics—some closer. some farther—
In uummmdnmnmmww"lmd I steren 5 they would be in mono. To | i
"m0t widely spaced at a single microphone. The rake ”wmmmhhlﬂlﬂl wﬂﬂlﬂ
’h!ﬂrmospatrlswhmmﬂlﬂﬂmkwu mmhwm-hw“ o
place, To it _pml_m-dm Jeft and tight e siruation were peal (see 112} R A
“an create dislocation of the Mose studko space [ mhl;:dﬂﬂ sides of the
the listener If action Is wﬂdlﬂ’l«#ﬂﬂ "":.:::w to anied pecedes froam
"ually not too wide afield. problem. iy €A duce the illusion of sameons walking
Assuming that there are no ’“'Mmﬂh the mics. To

& g the microphanes fibat
m:n“{m;:m;}mﬂm Al the beast ﬂ;:ﬁ Ilﬁﬂ""“‘"";:"’”m':f" hap
i point; urther pasitioning dePSNITL | oype®  peasd W8S ot e et and ight, andthe
I:'"""'I*t"-"l-"llxr|n|sc:tm.'ﬂﬂ““'“""‘"‘"l an-mic 3P ascly Jevel would be too abrupt. To create a more
salisic effect.

Using the multimicrophone fied I post- a performer has to pass the microphones
K 15 0ot a factor. Stereo imaging 15

centes, it

Producyigy,
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in a semicirche. Al

because they are much mare
they are with mono.

Surround-Sound Technique T
As noted in Chapter 9, surround sound adds greater T
mmmmmmmmw
main difference—and advantage—in using surround
mmmmmmmw
umﬂmwdﬁmwmw"‘
Ive om a stage and recording them from g
tives. This can be dane during recording by using sur-
round-sound microphony (see Chapter 4) or by using
conventional multitrack-recording techniques and han-
dling the surround-sound placements through panning
in postproduction. See Chapters 13 and 19 for more-
detailed coverage of surround-sound technigues.
Handling sound effects in surround can also add to
the spatial imaging Make sure, however, that between
the poditioning of the actors and the positioning of the
sound effects in sumound that the overall perspectives
do not confuse the lstening audience,

apparent with stereo than

DIALOGUE RECORDING IN MULTI- AND
SINGLE-CAMERA PRODUCTION

Recording dialogue that is chear, intelligible, and as noise-
free as possibile, in the studio or in the field, ks the respon

CHAPTER 11: PRODUCING DIALOG ¢

to ensure optimal aural balance, (2) keeping the

sio acoustics should be dry  tion out of the lighting pattern so that its shadow does

the set, (3) making sure that the boom
m':lm;mm the way of the performers, {4) making
sure that the boom can move freely, (3) trying to keep
cameras and boom out of the sudience’s line-of-sighy a5
much as possible, and (6) positioning the boom at mic.
of the shots to help maintain acoustic perspective be.

nd and picture.

Th‘:lmh I'lﬂﬂ!.:s that because of the loglstical and
operational concerns assoclated with using the boom,
many directors use the wireless body mic instead, regard-
less of whatever sonic advantages the boom may have
in a given situation (see "Lising Wireless Body Micro-
phones” later in this chapter). Their thinking is that easjer
is better and more economical; any aesthetic shortcom.-
ings can be offset in postproduction. Reality notwith-
standing, always try to take the best aesthetic approach,

Blacking

In dramatic productions miking decisions are made
during the preproduction planning stages when you work
out the blacking—the movements of performers, cam-
eras, and sound boomis). Blocking begins with a floar
plan—a diagram, drawn to scale, showing where scenery,
cameras, mictophones, and performers will be positioned.

If these is limited physical movement by the perform:

Mwmﬂwfﬂmﬁwmp Kty

An evident but vital ﬂmﬂhnlsm.ur‘
mic does nOt get into the picture, ﬁuhmh:
of-shot in a close-up, i wmhwlll
w”hm if mot mpuﬂmmmmm“
be out of an audience’s line-of-sight as
Mlihough w:mdhahlwﬂummnhul“ "
it Is to the program’s advantage to make the audy
feel like part of the event, mmm.

[f thee basom stays just lm‘ﬁhh]ﬂ“m.ﬂ'
the acoustic mic-to-source dlsm:uhmhhm
ate to the size of the shot, matching the aural and viga)
space, which is one of the boom’s main aesthetic agvan.
tages. Here are a few guidelines to using the boam:

k Pasition the boom above and angled in front of the
performer’s mouth. Remember: sound comes from the
mauth, not from the top of the head.

B Establish mic-to-source operating distance by having
the performer raise an arm at a 45-degree angle toward
the tip of the microphone and extending a finger; the
finger should just touch the mic. Appropriate warking
distances can be planned from there, For example, if the
Mmic-to-source distance in a close-up is 3 feet, in & me-
dium shot it could be about 6 feet, and in a long shot up
to 9 feet,

* Directional shotgun microphones compress distance
between background and foreground. Aim the micro-
phone directly at the performen(s) 50 as not to bncecse

Much a5 possible. e

Pinned and the mic rotated at the same time.

P Ifa performer has a tendency 10.do “head while
MMMMHMMWM
Action call for it, play the mic in frons, keeping move.

THEN 10 2 minieum 3o the speech sound and ambience
are consistent,

» Have preparatory discussions with the sound record-
i1 or mixes,

L Lﬂnlhutlﬂtiu.#hmunpumhnwhm
what side of 2 set to work from so that the boom does
not throw & shadow, Owtside it s necessary to be oppo-
site the sun side 0 that the boom shadow falls away from
the performer.

b Anticipate the performer’s movements so that the
boom beads, rather than follows, the talent.

* Posithon the boom's base toward the front of the e,
ot o the side. From the side it is difficult to judge the
microphone’s height in relation to the cameras because
cameras are usually placed in an anc around the front of
the set.

[hue to the size of perambulator booms, they may be
Mhmum“mmmnhmm

sibility of the production recordist. Production recording =" 27 the 5¢t is small, one boom microphone can us-
preserves the sonic record of a production rL*gi!rl!::-m!I; ally handle the action, provided the performers are not
whitiher the dialogue is to be retecorded |.|I-| postproduc. '€ than & to 9 feet from the mic when they speak. If
fion. Many things happen in life that are difficuls 1o P"f:-"tl::i MOvEment Is active or the set is large, or both,
remember, much lew re-create—the precise thythmic 0 Po0ms and sometimes wireless body mics are :
fuance of dialogue, the unplanned cough or sputter thay |1 Multicamera staged productions, two booms are stan
furnished a perfect dramatic highlight, the train thay 9279 When using two booms, one is usually positioned
happened to go by at exactly the right moment The live ' O¥er the front and front-left of a set (looking Into

situation b more real and more delicate than the re. 0 %6U0; the other covers the rear and rear-right.
Created one,

Capturing dialogue on the set in multicamera or Perambulator Boom

ﬂhn: mmt“:“ production usually means, employing 5 ™ Studios it is ales NEcessary to think about the hoom
' | wted wireless, or plant Mictophone, or MAUNT when blocking. The perambulator boom, for it

;,.i.m,d .,I,E.:nf the thee. The type of mic generally  *'ance, is large, bulky, ang difficult to move quickly over
upﬂ!mT—l'l'l!ll'll-l'nh' and '“'-‘Halll'l extended dl"!ﬂ.ncﬂl e lil"}' when cameras, cabiles,

et fumiture are in the Way (see 4-62). 11 is easier (o Ve
the boom miouy in place and swing, extend, o petract
the boom arm 10 gower the action. If |Ihe boom has to D¢
Mmovers because ft is time-consuming
01 10 have the operator come down from
E3Ch time the b hias to be reposi

The impomant deciiions jn using & bog
and aesthetic. They invol
phone positions and 4

esoms. ™ ate loginica)
= L1} plotting the ke micro.
nghes for each *ene in a peody;. i

e hul;pgn s

tively frequent repasitioning s called for, T‘n’ .
Hves ane trigwod
there §s io boom mover. Two alterna
* Hypercardioid shotgun microphones have "":’ 1o (giralfe) boam and the fishpole boom.
able rear sensitivity, so avoid pointing the back
Tripod (Giraffe) Boom

such &

ward a source of unwanted nokse . boom ks smaller and easter to oper-
Parabolic lights, and so on. G The 'M;mwlﬂwimmhﬁﬂ}. But if it has to
* Capacitor shotguns are high-output, hig samenhat e or moved during s “um“mhu i dT
Mitruments and therefore can be used at s - antages than advantag Hi mu:t, “m“ . IJH;I'@ :
'90ger mic-to-source distances than movi -Frequeency :u-.:mm"‘” "qummm tripod boam
“ithout degrading sound quality. ”fmﬂmw o be picked up by the good shock mount. Sec-
"Sponse in moving.coll mics falls off nqd:'-‘;:‘.hﬂﬁ ::;:Tm reach. Third, once “:'
sartsculag h“ih,. B

hanges In 2 : mwm“m mmd‘ without nber-

shot ¢ with o pe extended farther of

operatar carinot Tos change mic-to-source distinge dur-
hwmwmanhmkdlnumﬂd
andible. Fourth, the

hlill:gn'rund sound.

LT distance,

L facilitate learming the i
“4Mera production, provide each e booe
Wicety and, if possible, place a TV mositor on . nipling

Wisuming 5 perambulator boam) or near one ear and .::. and this movement could be

headphones that feed the program ":"”"d:;‘m mﬂmi’qm limited, presenting the dangers
The 1!”'-'-:'[._"'1 cues to the other eaf mhmmﬂﬂl ﬂlh’w shadow.

alyy Hsve access o cue sheets. Rehearst bl

the CXACH mibc-to-source dlistances are &5
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Fishpole Boom

The fishpole boown is used in-studio when larger booms
cannot negotiate small spaces, but mostly it ks the mi-
crophone mount of chotee in feld production. It is moee
mobile, casier 1o manage, takes up Jess space, and requires
fewer crew than wheeled booms. A fishpole is handheld
and, therefore, can be moved around a set with relative

ease (see 11-3).

CHAPTER 11: PRODUCING Di.lluqu;

Fishpole booms come in various lengths, and st of
them have a telescoping tube that can be extendeq o
retracted (see 11-4). Shorter fishpoles can extend from
16 inches out to more than 6 feet and weigh as lintge 54
11 ounces; medium-sized fishpoles can extend fron
23 inches out to 8 feet and weigh about 14 ounces; longes
fishpoles can extend from a little less than 3 feet out 4y
maore than 16 feet and weigh a little more than a poundg

a1 the
P Grn e
Shait. Bgy ="'} Mmauth
AEr 4 o
o g e - LT om {a) above or (b) below.
o £ ¥ obtaimed by positipning the

e,

& | ;
S Birighben the pickup

Diglogue Recording in Mulli. ang Stngle
-Camerg Produetien
219

114 Fishpole boom and its features.

- = 11-5 Boom leading sublject.
: byt movernent requres
1 oo to bead the subsect

hetuagh a space.

e d exhausting
B Operating fishpale boom is Inienie &0

£ a few s work. Be well pestedd and physically conditioned. Budld
fishpade foe progressively longer

e fishpole boom does presen
fiar
ut the “:m’hﬂd kg e by holding &
it ot avallable, practice with

B8 heawy if it by = relati
avy as to be carried & gz (RS
il ot e mic 5 BERVEEUE of time. If one
&th of time, particularly if the araclll |
[ ' } ~lardy in SR P
M;l"" be difficult to controd prn-m-ly, partic "n ng pesclloet OF wrlghts af {the el <
Ot whien it has to be held high j.-ur[ht'n“m;]!{ . clothing that [ coanfomable and vely
i Dark elathes help avald reflections. Because
n your feet for

Nokses cam e } i i
« heardd if the fshpole OF tional .
1Al and aperd fieting miking oftet involves being o

The Tollowin i oz
g are soe prepa .
P for usin : the fishpole boam, F‘-’l"r.‘lﬂarlfh' in fixh ded rioads of time phus 2 lot of walking and -
i ] ihj pxbem P : ko i B
e g e S g jgward amd hackward, sfea wil
woduction the :'" combortable ansl quiet

at in feld |

I
i3 palitic 1o remember th
partments P

MO,
* M operatar |5 the sound de
e g
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Fishpole Boom

The fishpole boom is wied in-studio when larger booms
cannot negotiate small spaces, but mostly it is the mi-
crophonie mount of choice in fiekd production. It is more
mobile, casier to manage, takes up less space, and requires
fewer crew than wheeled booms. A fishpale is handheld
and, therefore, can be moved around a set with relative

ease (see 11-30

CHAPTER 11: PRODUCING DiALOGy;

Fishpole booms come in variows lengths, and most of
them have a telescoping tube that can be extended o
retracted (vee 11-4) Shorter fishpoles can extend from
16 inches out to more than & feet and weigh as little oy
11 ounces; medium-sized fishpoles can extend from
23 inches out to 8 fect and weigh about 14 ounces; longer
fshpoles can extend from a lirtle less than 3 feet out 1y
mare than 16 feet and weigh a little more than a pound,

14-¥ Using a fihpobe with
i & iirectional
iy p-nu-und-q.m-:uﬂhrlm#hrqlh sl o

i abeorve thee perfeammes s dound rissy i -
he b

Poliied at g o o

ol the ghea Batie T, o,
.

Suth
Mg, Friem, (a) above or (b) balow

RO beim) thyg. i u
Far " Ut
[ P e L] UI}’-""'HI b

¥ poniticning the

iy
Urighten ihe PaCkup
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114 Fishpole boam and its feat

+ £ -5 h‘lhﬂu#n
= Subiect mavernent requines
the koo 1o lead the subect
- threugh a space,

f:wp:'ﬂhhﬁ-""

The fishpole boom does S
S 'Fr it has mr:u- L';rﬁzrihﬂ“t the set or held for
:,I:::I"'"'H‘h of time, particularly if the mi Iu:::&:;
"h\..: be clifficult to controd precisely, 5 oty
Nolse when it has to be held high. Furthermom )

U3 Can be heard if the “!ihihﬂl‘! UW‘W s Ao
5 IHu- following are some pwwrlllﬂnlliﬂq%w
P for using the fishpole boom. particulatly It

uction (see 11-5-11-7k
& tion the
W 15 politic 1o remember that in beld F“f:ﬂ ears
Wy L
M operator (5 the sound d"-‘l"“'ﬂﬂ“m i

on ”-“. sl

n;;ﬁ:hpuh- Boom s intense and exhausting
| pested and physically conditioned. Build
hiolding a fishpole far progressvely longer
is mot available, practice with a
enid of a broom handle.

p Operati
wark. Be wel
encurance by
5 of tme. [f one
puchet Of “-ﬂ,‘hth at the
e hﬂﬂkﬁ‘hlﬂ-ﬂm" is pomortabde and relatively boose-
§ clothes help avoid reflections. Because

firting. [

fishpole miking
exten pmml.i
Alng jorwand and
are comivrtable and quiet

aften involves being on your feet fosr
of time plus & bot of walking and ran-
packwand, sncakers with thick soles
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s the boom R ' B » Know the script. If one is not avatiale o i -

o amim e M & copy chAes Ve DXE s, e the a5 0 s e i e e
oy 5 e oo movernents 1Y P10l . g R0 Tis dvacag o ety
# dollying camens, the boom -— ‘,‘: s | Mﬂhwhmm“hwﬂlﬂdn::
3 .‘.'- pﬁlwlﬁuﬂﬂmmﬂnlmm m hhmmmm'ﬂﬂl
o capacitor mics, which are pary directiona) —— ovesall sonic environment. This tech-
cularly sensitive 1 eyer ﬂwumm#mhum

operator hay 1o walk batkeard T
o scdeways when lesding. gk
i minute air movement. Barrier, megh.y Windscreeny 3980 viewpaing Mareove
are quite effective (see 4-53h), m:l!:'mim and style of a production, b Y O oed
jammer {see 4-53d). I & sceme takes
Place in a seedy hotel room, for ex-

¥ Always use a shock mount. High-g microphones peit ;
particularly capacitors with high umm are apt b0 sound will .mh eap !.' thit & alec P“; BN
plck up sound conductance through the metal hube. Itis  Rating the visual wﬂt i s
a good Idea to tape foam rubber around the tube 3 few anticipatory stmosphere mﬂamm! “mh mnm:-ym
inches above the handgrip and below the microphone  tance even in a gt 'l-hnt s -
mount to inhibit sound conductance. mmwﬁﬁﬁm

a board ereaking, & drink being poured, an owl hooting,

il * Use high-quality headphones when a fish-
’ @ opsting 4 siren wreaming, and w on. (OF coune, both of these

pole boom. Except for the recordist, who may be some
distance away, there is no other way to tell what sownds cxamples m“ﬂ‘&m Ok )
are being picked up or how they are balanced, particy. " PPose booens akio permit positional changes to com-
lasly iy penaate for problems with perspective. In handling a
¥ In relation to the foreground and background
sounds, strong voice against 3 weak one, the mic can be placed
closer to the weak voice but simed at the strong voice,
* Be sure that there is enough cable and cleared space evening out the overall level. In addition 1o perspective
on the floor I the fishpole mic must move with the and fexibility, overhead miking in general fends o pro-
vide a crisp, natural sound companed with body mics,

Performer(s), To aveid the cable problem altogether, and
T i0 is feasible, boom-mount a wireless mic (see 11-81 which are o j
Perspective

* Remove all jewelry before recording and wear gloves
10 help dampen handling noise. The challenge in operating any boom is b0 mabntain a-
we while simubaneouily keeping the boom

ral perspectl
* If the fishpole has to be heid for any length of Hme. mic out of the picture and keeping the performers in the
To create a realistic setting, sound

ek ¢ and sit the pole end
e .|4!IH holder around the wals g o2 s
 pocket. Some longer fishpoles come and pictuse must work together; the ral and visual per-
ENp on the pole to help support it agadnst the boxdy. wes should match. If you see fwo pnmrn::;
jcrophone o0 tihe same plane, you shoubd hear them at relat
i< ance o joudness; if you see one performer close ap
fts dist ihe s _ N
i dialogue with another actor arther away,
pﬂfﬂmnhu i3 choser should scuind louder.
i the Same Plane The easiest way b0 pick
pama r5 talking i the same phisee and o main-
" their aural puummqllimpmumuwmw
uu'l“ fistan berween plyea and chose enowgh so that they
e Kliﬂll-ﬂ.rinmp-durmﬂwaluuhnr:ds-
A '”D"::w o king will have determined eithier hiow
N I:ﬁ'm can follow, keeping the performer onqmic
for 84 jming chose enough to get back in time o cover
rﬁmmm petfarmer. or whether a second boom shouald
:]}:EM‘“ 1110 aned 11-110.

I The advantage of the boam-
BCatlon, as in the studio, is that by varying

. 4
Iy Wirtless boom with mmmw




118 Two performen on the same plane. The easiest way
iz boom-mic. them is 1o plice: the microphone equidistant
between them and swivel & back and forth.

R ¥ e T .
11-10 Two performers on the same plane but with some
mavement. One boom mic can be used when there i some

movemnent between performen on the same plane and the
distances betwesn them are nat wids,

Difterent Mlanes Dhuring
€Al for shots to change tro, ay, a ﬂ'l:;:‘: b:;:w ot the mic has 1o pe higher and farther still, The aur!
shot of 5 dih‘e:mrln the mic-to-wpurce distance, N“l‘ﬂ"‘ww
he loudness level and the
lose-up of performey C fion of direct 1o indirect waves, should match the vl

i
08 medium sy EOmpared with 5 Ehhr-upd A R bl S

= aw close
A0 el farther upl-:;q::n iy to 8 cengin exleni. A performer in @ gl
COMmpated witly 5 Mk *hould ney N “on top of the audience

ﬂ-llhl!nl.rhh:"lht' Sudience.to-source distance. -
o the viwual perspective, however, the

dience iy hear the petformers clearly. sﬂmmmﬂ“'
MOre present than someone B

[ |
ez Adieny e shioulg not have 1o stran 1o heaf B F’

"'uMHﬂmmm#ﬂ“‘--‘ B
h"%ﬁﬁ;-hmwwmmmm-m ik i
between the performers, but
e eflect viewer-to-source datance. Inother werh B s e aper e s
memmm“m ::mwﬂhmﬂ‘nl“_*
eni

encagh
former in a long shot, The mkﬂlﬂ“““"d:.ﬁ-v difference
13 performer so that it does not pick up 100 wmmwhh

the unwanted reflections so that
lnlwdnﬁllwrhl:mhnnﬂlﬂm:ﬁﬂ “wmabnhm
Stuppose 5 h‘rnrﬂllsfﬂm#wwhﬁ M'M“ brings sound choses, and decreasing
1l fpey apart, First, the distance between e mi€ pasiing loudnets away. Unless loudness changes
by Within the microphone’s range- ¥ .W- .”ﬂmnummm
*houig be Between mmmlﬂ#

th
'Iim.;p,u,mm__erl are pecessary; e Joser oc the Pe* ﬂﬂ‘lm' the relationship of acton on 4 st

Remember:
:;:" "J"-tﬂld be increased to get 'Mﬂ"mpﬂ"“ L -:-gbﬁ#w
}“":lrn Positions should be w
fhlf.;amnmm‘ﬂm‘hm “ﬂllﬂ“ m”
M3, Bemember, within |muﬂ'“#ﬂu-ﬂ" using agree that if & wired microphone can
r'""'ltﬂ in loudmness levels
ihe

- Don't worry aboat lmpfjg‘:ﬂm;ﬂﬂ“ o the

I:"" the visual and the aural
s realigie enough, the
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mm.uwmmmaﬁm
motors and cabling. and not vulnerable to e
the other hand, many directors etheed 10
because it liberates the performer from being
a micophone cord. This has been a paticular blessing
productions where actars are mobile. The ad-
vantages of the body mic are that dialogue d
w_numﬁlhllﬂﬂmmﬂfwn
sound. The disadvantages are that sonic perspective, fe-
gardless of a shot’s focal length, is the same and the sound
o be sterile.
m:jupmuemmmnte for these drawbacks to
some extent. There are two basic types of mini-mics used
for body miking: proximity-prone and transparent.
Proximity-prone mini-mics tend to add presence to close
dialogue and refect background sound. Transpanent imini-
mics have a more open and natural sound; they pick up
more ambience, Thelr advantage Is that sound can be
blended mare naturally with boom and plant mics, The
disadvantage of transparent mini-mics is that they pass
more ambbence.

Body mics are usually omnidirectional; directional
milri-mics have not proved practical. They have to he
painted precisely in the direction of the sound, which,
tnhudmtu;mminmmgphm mics, is often

mot effictive. Also rememibser that sound-canceling ports
are what make a mic directional. Clothes of mounting

upmuhlﬂnchmdlhmm, theneby degrading

Pickup.

When using a wireless bady mic, consider all of the
lollowing. aural perspective, microphone Macement,
aenbeer of enilcs kn use o1 the same time, and sound levets.

Perspective
ﬁumnmnuduhmhemum

bews mic and & boom ML 14 in creating
Remember, with 3 boom, mic-to-goy

T g

responsible for wardrobe, Rmemhu-umm
mgﬁmm make as much rustling sound as do sy,
thetic abrics such s polyester,£ayon, nylon, and dacron,
s fabrics are also more likely to build static elec.
tricity, which creates interference, than are wool,
cottan, and leather. Leather does, however, make nojse.
The design of performers’ clothing is also importang
A microphone can be hidden inside a tie, in the seam of
a shirt or blowse, in a pocket, in the collar of a jacket o
turtlencck sweater, behind a scarf, under a bodice, ang
s om. Centain mics are less susceptible than others 1
interference from such noises as rustling, jostling, and
static electricity; you have to test 10 determine which
are which. Obviously, a microphone with a windscreen
and shock absorbency is better than a mic without one
or both, but & windscreen also makes the mic more diffi-
cult to hide. Tying a knot in the microphone cable un-
derneath the head of the mic can sometimes, but not
always, reduce or eliminate clothing noise, If the prox-
imity of the microphone to the mouth creates problems
with sibilance, popping, and mose blast, invert the mic
(50 long as it is omnidirectional),

Clothing style also affects where a mic can be hidden—
tostumes from different periods and cultures pose
different challemges. Hiding a mic on a peﬂﬂml!thm
an eighteenth-century Austrian prince clothed from neck
10 ankle in tight-fitting raiment presents one type of

“hiding a mic on a woman in a low-cut, strapless
dress presents another, Here, again, the person handling
wardrobe can heip, Maybe a pocket for the microphont
can be sewn undemneath the prince’s vest; the bodice af
the dress can be tubed and the mic placed inside. It is, of
Course, easier o hide a microphone in loose-fitting

body-m ined wire. ':J"-'“!"'H"ﬂ"’“|““JEJlt-llll:lI:lu{,v|:|nr:..L,::-.nrs.e-il'tlins3'““"'”"nl
dugal peripective.

e distance g ad.
husted with the shot, thereby smlomaticalty n:-:rmr:; open. Try 1o

h';'""-'d“'-.‘ the chance of Peking up rustling sounds.
Possible, it b besy 15 have the microphone in the
MOUnt it in the shadow area of a coat

dural visual perspective (a1 loast ' theory). When s veipe. :rw“ ' the materia), g stick It through material to

bess mibc b attsched o thie bad
15 close and feser vadies, regardbess, of this
bength, which means that aural perspeciive
fasted in Posipeoduction,

Plocement

m“ﬁm,-.munllm:rlt“ LTS
It abviously must e hidden, s e
clothing become Impotant fackor in decig
b use and where 15 PASCE I8 Foq this pegss,
Mgner should make yt 5 PNt befoee iy

¥e MAC-A0-Sonypey distance

phone fog ram
I |
'YPE of labric apy T DeTeby “bduing their appearance. An altern

fa SN g
= ooy
Ing 1o Cofimug M3t ang Aoy

ke a b'-l“l:l“l tie "'I'i"]:'. of brooch, Use mini-mics that

are avallable jp black, which is easier to conceal e
Sy ot shiny ey

‘plw:u’:";tl-ﬂl-!-' Mounted mini-mic can be midli“"::“;

malu,,u pént:nmuflaﬂ;illg it 1o match Wil'dﬂ:'m :Ih‘d’

Screeny, o 7 ] -.nl-r:r small strips of tape of foam e
herep ™ Which are then atached o the mic

13 80 g
wo tye s PHCHES of folt or cloth to cover the
YPes of “lothing noise often encountered l:’
He. Contact clothing nolse 1s ©8

by & Bt
FiEn l|gp|;.||-.“ Into or rubbing across the

B Production

capsule. The solution 510 carefully imotyp
ing that may create this Al cloth,

problem by
|||mm¢ill'ﬂﬁdenhh! II‘L.'“T

sy for any succesul
between two sticky triangles ﬁmmm'“bﬁﬁ ﬂh‘lmm‘? m;:
a strip of tape like a flag, m“mm fecord the dialogue in

|mnduunmh:nmnmﬂﬁm

uumlcume,hrmlhup:mhmthxﬁ m“hmmnmmmm
then apply a few Wh‘dt‘l"“ﬂlﬂtﬂhh mmwhhmmhp
dmbl&hﬂdhpemﬂll:kytﬂm

shooting does nog
b0 put it in place when it is needed.
performer has a deal o think about
ever; extra material usually means added notse. and dissupting mnmmumThndpn:uu & micro-
Clothing rubbing against itself generates noise: treat. phane s not a good idea.
ing the clothing with static guard may solve the prob-
lem. A light spray of water can soften starched fabrics. Using Two or More Wireless Microphones
Because synthetic fabrics are much noisier than natural Mudmumﬂmnhnﬂmmtn
ﬁbtr:.rheyshnutdbewoddedwlmm mnmummmmhmm
It is important never to allow the mic line and the ent and, preferably, widely separated frequencies to avoid
antmmtnnmwh:nﬂm:mhdrmmﬂ hmmmﬂitrlmmmudnhm
ilmtuh:fpmeanunmngmmdnumpudmiﬂ should be of similar make and model to ensure sonic
A r to affix a rubber  consistency. If this is not possible and only different sys-
good way to keep the antenna rigid is
rubber band to  tems and mics are available, esch performer should be
band to the tip and then safety-pin the
in a direction  given the same make and model 1o wse throughout pro-
o Sothing. If the antenna his o o duction 3o at least the individual's sound is uniform.
e - han strafght up and doms 8-S S An ever-present problem with body mics is nase, not
the transmitter pack and let the mic cable, rather than i bt also from props in a pocket that
the antenna, loap. Check the performer to make sure may fingle of rustle, such as coins, keys, o papes. For
that the mic and cable are secure—tape tends to loosen

mics, oF
K105 are uncomfortable wearing wireless Wter- body
N0t like to be bothered with adjustments, of both. the pocket containing the coins is ‘"i','!,; :"M“:
Proof sealants and sweat-resistant mics can d degraded  than it is to the e I“Ic.bul with the sound
Moisture problems of lposening tape an also being picked up by Il'mmwﬂm the record-
dowhen g Ol ik A JOSKCL KOst be used in place of
scrophone can
All of this is well and good, hut“*“:]':‘u"“‘dm mail  ing from m#:‘:‘mm A's mic. This enables contin-
the costume, such as a man's bathing mic? In the  the “'"ﬂ' I': wiredess systems, which may be desirable
™3 knight, makes it difficult to use 3 pe needed from  wed use ofit ar other reasons, This technique also helps
Case of the bathing suit, cooperation may can be ‘“Wmm of unwanted or unintelligible overlap-
"he hairdresser: with skill, a wiretess m the body does sohve
Idd!ﬂ. in the hair: sound dioes rise and ’ﬂ“ MW
"0nate, Far female voices mic plag PESPOEIE. r_‘mﬂﬂlﬂm trying
fron hairline is bettes r-:rwh!llﬂ'&"“"w“‘"' the ear of went problem in recording dialogue Is F,mm
For the Male voice, placing the e gar clip, ks bette? :j:.m sitable levels when .M:T:!mml:mm
;:'-to; the ear, attached rnupcﬁlll::' mmdlpkﬂﬁ- phire &1 llwmd“-'ﬁ:’!md u-m! quiet, level is “in the
" bowppy g pickup. For wigs a ached. AVO u'lﬂm"ﬂ-"l mm * stofion,
"oupee clips to which a mic can b::l:u. hawever :::i Conptrofling Dot 1 v e
*Ing the mic under the gauze © high-frequency
“Ase of head sweat and reduced

terfering with the pickup of his dialogue. Assuming the

"Inimls&iun.

ik gy =



e
the noise floor yet still preserve the relative depending
the performers is handled in different ways,
m&immm:m-dmﬁm “‘"“mm"’:
who is responding
sobbing and shouting at a woman, gt o9
a w' rontralled voloe, “!‘“‘Wﬂlm ; te and
the level changes would be wide and #cu
mlt to ride. Putting a limiter on the sound is not
always preferred of recommended because it can reduce
RN E ik ki fsvah Mool
to place the microphones properly to compensate for
widely fluctuating levels. And it is imprudent to depend
completely on postproduction to fix problems that oc-
cur in sound recording during production. B_].rlhenlhe
sound may be beyond repair becanse either it is distorted
or the signal-to-noise ratio i unacceptable. Thus, to
handle the widely varying sound levels, cither boom o
body mics may be employed.
When using the boom, recordists in a situation like
this may set the level on the loudest sound emitted, in
this case the man’s shouts. If the shouts ane set at, say,
zero level (100 percent of modulation), it ensures that,
at worst, the peaks will only momentarily get into the
red. This makes riding levels less critical in situathons
where the dynamic range Is wide and changes quickly,
and it keeps both dislogue and ambience in perspective.
Because there is no headroom with digital sound, it may
be necessary to setan dppropriate limdt on the audic level,
Or, as was suggested eatlier in this chapter, the mic can
ke placed closer to the weaker voice but aimed at the
SIong voice, evening out the overall lewel,

In terms af peErspective, by *eting a maximum lowid-
mess level, the woman's level will be quite a bit lowey
than the man’s because she has 2 je Powertul volce ang
s speaking quietly. But Increasing her bowdness level dsp.
Ing the quict interchanges will also increase her amiy.
ence di:pmpnulomul}- 1o the man', This creapes

different background nojse levels between the tiwg Pei-

Ps. If qui- s
the nojse floor, slight 2udio Equipmen
bacement, per.

formers as well as different Fpatial relationsp;
eter levels are at or below
Sdjustments in microphane sebection or p
former placement, or voice Projection can e made
Comprevsion can be used, {Anothey altermative 1y u;ll
the boom 14 to shoot and mike
the woman's Perspeciive. §

i

ng
the scene nikrely from

n also has to shout at the man,
oy betng sy e
::m;gpumuloput two wireless mlufmﬂm
Wlwﬂﬂrummulnﬂnmﬂdhmhh
louder dialogue, and levels for the other pair set for the
quicter dialogue. The production mixer then has four
fadders to worry about, but overall sound quality will prog.
ably be better, and the editor has more to work with i

roduction.
ml-llpmmmmhert[psmmplnnﬂmmnm
sidering or using wireless body mics:

F When com movement i5 called for, do not aute.
matically chn:::: wireless body mic before considering
whether good boom work can meet the challenge, Re-
member that a boom-mounted microphone produces a
mare realistic sound,

¥ Because wireless mics are subject to Interference from
naise, avold using them in heavy-traffic areas, such as
downtown streets, parking lots, major highways, airports,
of in areas where there are frequent RF transmissions.

® Place the receiver properly—in line-of-sight with the
transmitter and as close to the set as possible,

® Check transmission frequencies to make sure that no
one else in the areq ix using your band(s).

* Doasound check by walking around the same area(s)
the performers will be using.

* Adjust the transmitter’s gain control for each per:
former.

* Always POwer down; that is, do not turn off the
bransmiitier withou uming off the receiver. Otherwise,
the receiver v keep looking for a signal and could

into unpleasant VHF white nojse. (White noise 15
: widebang noise thg contains equal energy at
TequeTicy, ay Opposed to pink moise, which is

LID["’E “'II. I'I'I.anla[rn Comstant !‘I'.IEI,E;' per aCetave.
YIS of notse are Benerally wsed for testing electronk

* Bring Dackp wipelegy 5
1eries, preferapy)

¥items and plenty of fresh bt
¥ |':”'|l.!'2l-|a\1lng lithium batteries.

Pla
With the body mic, handling the sceng ;. i "t Microphones

catier. Becawse eacly perfomer is in

dividually miked, |
1% possible to set and control leveis Separately. I in g,

N milerap), ed
BEOUI) g g OMES, alo called fixed mics, ape position
Up with 4 |. 19cover action that cannot be casily i

00 OF 3 body mic or 1o provide fill

PTG P e

A plant mic can be either 4 ioe oy ity

ably, a miniature capacitoy, Plant micg Prefer. Mmh

practically anywhere—in flowess m;.;:;m With ¢ Poutproduction. The same s not true
plate, in a doorway, on ﬂuedggf.m“‘
automabile visor, or in g Plant, which is where
originated,

Because a plant mic hahmnlll'mu
m-mambnmnufho&ymt,mm Hong with

4 MOrE open sonjc
Of phasing mmumw
overlapping sound. Also, jf ry 1o lﬂﬁﬁ :hﬂud mhhlﬂmmm
perspective sound quality of the main 4nq plag e 3hots, body mounted wireles mics provide the

i ob R 2 ﬂuhm:::.;mr;mﬁ
tonal tecordings of the ambient party sourds

Multiple Miking with Different mwkhmawﬁmm

Microphone Mounts Ing each scene several times to record as many different

Aipﬁjnt:dﬂuteallitr,miﬂngdlﬂ‘Hhmm WTHMBMNMHM
ductions might invalve using a combination of i shot aften requires time to reposition
“amira, change the lighting, adjust the performers’

proaches, incorporating boom, body, and plant has, and touch up ek i
microphones. : Ih"mh .ﬂmmmd S

Furexamp]e.maﬁnglr-umpmduﬂm;m m:mmm!mlhu" i .
5hn|andmenvlﬂuuiptnpecﬂmdlhuhtmm also bas as many difierent perspectives 2 possible. AL
corded in separate takes. A master shot is a single shot of though enlightened directors do this, even today too
n entire scene from a far-enough distance to cover all muny directors still give sound short shrift, to the detri-
the action. Suppose the scene is a party in a lagge living ment of the finlshed product. (See “How Directors Can
room, where host and hostess are mingling with guests Help the Audio Crew” Later in this chapter) i
nd exchanging pleasantries. The master shot would be ymmmmmm_w;m
A wide shot of the room and party, taking in all the ac- mwiﬂﬂﬂﬂﬂﬁm "‘M"‘M
tan. Other takes might consist of a group shot with host, h.wnﬁﬁm m'ﬂ'ﬂ*ﬂ? o
hostess, and a few guests and :m.mmw mhﬁﬁﬂ““‘:" Dercaiase ;L 'm“"“m
Of the host and hostess in a selected exchange wi m#:ﬂﬂm'“ mr'm im
PErson in the grou T tively far-fung distances are

To take adf.lnmi:culﬂl the sonic possibilitics tBE g jorg paies over relatively

o Hime:
¥ound of cach take should be recorded. By 8 i M:rmmh vakes, in addition W Mdr:mm
Ing as many takes as possible, the various som mounted and located, Is placement of recorders.
A perspectives provide the editor with

M culting sound and picture. Foru#ll-::'.mm long take over some “Ih::ru;km“::
"t could be miked from overhead, using the OVEL:  pjyced i dictated by the lenigth “:urﬂmnrhuﬂwﬂ
¥ith hemispheric, or stereo, pickup mﬂﬂm aded uﬂwwd‘;r;:mm;wmhm'
A1l hubbub, Directional overhead mics of particuldl g cessary where

Ilt-r Mare.selective, but still aﬁ:’;}m“mﬂ“ guests

"eractions among host and is yet an- PRODUCTION

S Brolps of gm-'u'r:fThE mid'-"""‘i'mimkugd” FIELD od. Thmse I3 money, (o say
et alternative. The dirrc"“'“'“% el 19 g production always be hological angst caused
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if something can go wrong, it will. And it applies 10
dialogue as well as to other materials produced in the

fiebd, such as news and sports, which are discussed in
Chapter 12,

Preproduction Planning

Before actual production gets under way, decisions are
made about the production site, the equipment, and any
specific needs. Some of these decisions may be out of
the sound person's control. But even as a consultant, the
sound person can facilitate the preparation and produc-
tion of audio by anticipating problems and needs and
by being ready 1o provide knowledgeable advice when
asked, The importance of proper preparation for on-
location production cannot be overemphasized. Consider
the loss of time and money, to say nothing of the incon-
vmhnceln-al]ﬂwpmphunﬂwd.li'ywho]dup[w-
duction or have to accommodate a less-than-desinable
situation becawse the sound crew Is short a person of
sameone brought the wrong microphane, forgot the bat-
teries for the recorder, neglected o pack the tool kit,
phnmdmmmm:huwumm.mmmmlmgm
1o hold it, chose a shooting site several days in advance
of production M“mlﬂlllﬂnglhilihﬁ.ﬂuun!nw
-mmudhdmmlﬁmmthedqdmm@m.d
the shooting site at noon although the script called fog
the scene fo take place at dusk, of selected a shooting
site filled with ragweed without checking whether any

shioot on location i 4 careful meticulogs

£ Procedure in.
velving more than just decisions about production and
in the long min worth Whatever time it tkes.

¥ fmﬂd IW‘:I.'
tud i The firvi

g

jeakage from either the acoustics of the
:Lﬂdmﬂrm it is of considerable help to the
crew I the location site is evaluated with nojse conte
in mind and judging the site on what is Possible g
achieve in neutralizing unwanted sound,

Dealing with Unwanted Sound

Unwanted sound is generated by many sources. Some
are obvious; others not so obvious: the low-
rumble from traffic that becomes a midrange hiss op 5
wet day, blowing sound from wind, clatter from a
office, buzz from fluorescent lights, excessive reverb from
rooms that are too live, jet roar from planes that My over
the production area, noise from construction, church
bells that ring on the hour, a far-off foghom, clanking
pipes. creaking floorboards, refrigerators, Computers,
machinery, chirping from birds, barking from dogs, and
S 0T
Being aware of the problems Is not enough, however—
you have to know what, if anything. to do about them.
For example, you can usually roll off low-frequency
rumble from traffic, but the midrange hiss from wet tines
0 3 wet surface is difficult to equalize out. Gentle wind
presents little problem for a mic equipped with a pop
filter and a windscreen. With capacitor mics these filters
vill not compiletely offset thy effect of noise from strong
winds, although the mesheityle zeppelin windscreen and
windjammer are quite effective, especially when theyan
e together, |f room is reverberant, you can make it
::: %0 by placing a lot of sound-absorbent matertal in
mr::' "h“f! using tight, highly directional miking: but
'*'ﬂhtla: "iques may not work in large, extremely &
e * Spaces. If the director insists on a site where
the ;‘f“_b"—'m‘ cannot be neutralized, plan to re
lhe:: W0 In the studjo during postproduction. Considet
sound sy . OIAg: without A/C control bae
fo e STAARE from shot 1o shot.,
Possible, schedyle shooting during times when high*

tors are iterested whan hay direc n
The second thing © undemtan 1 soundy i g s 5% In locations where hes o
ETH - | §
e with unwanted sound, 1 Mﬁ:l-t'*:.l':';f: e\ clamor, NIT:-:I:EE" *hopping areas, and other type
:I'J:Efl;nmmhr iuﬂﬂllhz o thie dippepnr 1iu:-g ::H“ .tht Twn s trlll::jt Mter hours.
you :-:::‘:undmm But keep in ming ||u1_r':u'::h e with audyg, iy, ml:‘rla:nm‘ n choosing A Pmd""dm”
e ﬂth&:n:mm by the demmands of the pigciy, L T |hzll\hpcl-lu upl-;,,h;,rr;;‘ 1) the avallables move with
Recause the m.ahm halle the actiog AN Manpyy I 14;' ﬂ;._:mh ”H“;. I;: the
c nge in u e ' the boom; and (
mmblﬂmwthrprﬁm1 ,.':::::E‘:dumm.g FF::MT. t:m- Production site does not have EH0UED
Wbl g, 1L OF Watiage nolsy.
biripy £m B, or if the cirouits are

0 and backup power supplies.

Fighd MroouCrmen

prerecorded Material %
Any prerecorded announcements, 50UN efects, o gy B Nut driver

player, and 50 on Cartridge F-h-“
Other Equipment and Materials > Pocket knife
Anticipating the need for bess-obvious byt h‘!ﬁlﬂ'm

important equipment and materiajs js o ﬂﬂ‘ﬂ: ¥ Rope

preproduction planning, The amang Scripts
mEcessary items mruwl'undg.r,m.‘;:ma : 0d rundown sheets

see Chapter 12): » Soldeting pencil

B AC power checker * Stopwatch

* Adjustable wrench " M”ﬂlﬂm‘mm,jw
* Time code generator and reader

* Backup microphones and mic acoessories, such as needie-nose and regular pllers,
cables, connectors, windscreens, and shock mounts N b et e

mm-ﬂmm
* Batteries for every piece of equipment using them hasmamer, awl, and file/saw

* Cclamp, pony clips, and various clips for body- » Vise grip

mounted mics

: Blocking and Rehearsing
= Slejank Despite the considerabe flexibility that modern technol-
* Cologed acrylic pens to camouflage body-mounted  ogy provides in producing staged material, scenes are will

mics shot ane at 2 time, out of sequence, and often In seg-
ments. Each shot i blocked and lit, and camera move-
ments are rehearsed. Just a3 the visual clements must be
painstakingly planned and practiced, o too should the
audio, For each thot microphone positions are blocked,
movements are rehearsed, and sound balances are deter-

mwmummmmmm
mwwmnﬂmﬂlhmm
hm“mm,mnMMhmut

* Cottan swahis

* Demagnietizer

* Disk drives

* Dy and drill bits

* Flashiight or lantern light

Uises mnﬁ:" the case) but Becsuse anddio is
(3 w
H""“*‘lmner mmwmmmumm

is likely to know feast about. As a re-
Wﬂldﬂﬂ::mmm the more Im-
" sult, BlocKE o people. The director may proceed
e benghy portant for orfal elements are In place

* Log record time. loca- “mmmﬂ'mﬁ“ chieck if, sound s ready
heets or 4 laptop computer (0 assume that, of not i :

ton, ang content “[p{mmm“w and Hup'jmﬂd out earlier, too many direc

2 Headphones and headphone amp

I had BeOTe  derstand a delay if a light had to be
* Lubes ang glues pors who W Rave lirtle patience if a similar delay
b problem.
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Production Dialogue Recording

Recording dialogue on the set is known “w:;
recording. It was discussed earlier in this chapter. a
most of the same considerations that apply to Tﬁ:
cording also apply to field recording, including the © e
lenge of getting the sound right with little leeway
experimentation, refinement, oz, should something go
wrong, repair. Perhaps one difference between mrdlnlt:d
field production recording is the additional pressure that
comes from being away from the security of the studio,
particulariy when a director has an sesthetic distaste for
rerecording dialogue in postproduction and indicates a
strong desire to use the orginal sound in the final —
Being flexible and imaginative in solving problems is
essential to good production recording.

Suppose a director wants to shoot a scene with con-
strained action in a very large stone-and-marble room
using & boom, but does not want to rerecord the dig-
logue in postproduction. The reverberation is 30 dense,
however, that the sctors cannot pick up cues from one
anothet. Clearly, the walls and ceiling cannot be acous.
tically treated—the room is far too large. What the pro-
duction recordist did in this actual situation was devise
A canopy secured to four extendable legs and position it
aver the action. In addition, a rolling, absorbent, 2(-fooi.
high baffle was used o reduce the length of the room
and therefore 1he reverberant space. |y should be noted
that this bype of salution would no have worked had
the scene required a lot of Movement,

Buppase that a disecior Wanis an actor o sing while

FEVVINg 3 racecar engine on 4 facetrack. Clearly, the en.
A0 sotnd will drovey gyt the 4 F

and reduce lEakage
T
"hkt;‘ntart the success Hogies. There are Conditions jn
o ammboumt of Ingenuity can make it possible 1o
record much usable Habogue g the

O Gne pary of the

oL On another part

of \I‘m-mm:g an YNNIt cipageg
IRt with & jack-
LL2 W L TFT ALk g
o 1E P g, o the dig.
_-_npln-cluumn e “ s,
later i gy, Chapaer

g

actors generally prefer the natura) ;
mﬂt?:ﬁ;m“uninun the set to the sterile CNvirog.
ment of the automated dialogue recording studio, 4
good as postproduction can be, most believe that jy can.
not quite capture the dozens of tiny sounds that COfme.
spond to physical movements, such as soft exhales gf
anxiety, the caress of a touch, the rustling of a shin, g
an arm brushing against a tree branch. Although ADR
may save time and money, it is no substitute for the
real thing.

Signal Processing and Production Recording
Signal processing is rarely used during production record.
ing except for, perhaps, bass roll-off and a slight midrange
boost to help punch dialogue. Anything else, such a
compression, heavy equalization, and 30 on, is usually
done in postproduction. Productions shot with a single
camera are done out of sequence and with different takes
of most scenes; prematurely processing sound on the set
could cause myriad matching problems, particularly with
stereo and surround sound. Spatial imaging should be
left to postproduction. To attempt It during production
recording makes little sense because there is no way lo
know how a scene will ultimately be edited,

The only *processing* usually done in production re-
cording is riding the mic level and balancing the loud-
neds extremes of each actor. It is impartant to perform
these operations with smooth and imperceptible changes
Using a top-quality mixer whose controls are easy o see
and access. Slight gain adjustments on mixers of medio-

£re quality are often oo apparent in the recording, espe:
cially with digital audio.

H‘emrdr'ng

Regardipsy of the

microphone used during production,
audio Pickup is on

ly half the sound equation. Recording
¥ the other )y And the more tracks there are available
the better the chances of hoth producing usable i
Itom the set ang Providing the sound editor with mare
-.I1-_|:|.'m in POStproducticg

Today this iy less of 5 prablem than ever before. With
;.:rl;\.:h'-w*.tu_-m recording, digital video cameras have .
:-.:11-2:": '_"'Rl!'-qua!n:r dudio tracks available. For rjﬂuhrlu:
Choiys R i.ll.cnrdm;q_ * single modular multitrack U
5 :.ua;:h: I.ualn. of digital-quality audio. R
i3ee 11 1:.“}.1_15“- wf"'_n:lun alse Furnish multiple i
can he 1L'||."'§.1 I:'IL M R-DATs, with 5 minimum of 1wo "‘hr"
A 't Split-track recording. In addition te !

ualiry SOUNC, thpgy various recorders are avatl

melmll

model  a muldak (up to three disks can be
wiews ). Thi. aa miﬂh 12308
N-14 Portable hard-disk field mﬂﬂ'““##‘mﬁn&h‘”'ﬂl ‘mi:,,u'.mﬂﬂﬁmm g
fecorded af the same tirme], multiformat ﬁgﬁmm uﬂlﬂmmlﬂmm
dymamic range and can deliver two disks with §-Bus digital mixer for  these-hour nanning lime.
FireWire disk recording, intemal 16-input and 1 A fully charged bastedy =
10, and quick identification of takes and fale starts

I ndary mic—to pick up background
dllﬂ;-“'r'ﬂ oF mm;gme tracks separately not only

" models with time code, slate, search-t control of each sonic €l sy

sourl
o word about using
nd 20- or 24-bir audio. I}nri'J“'m e suse that the allonws som but also reduces the need for the
Y recorder for double-system audio: ma

least.
cording, potentially at
¢ for dubbing of dialogue re fren shot
ransfey facility has the same type of uni o whatever Hmmp"ﬂdmm* mmmﬂﬂ:“'m
the 51‘]-“'_.*““””“‘] F"Dd“,‘-“u.n rﬂ'l:ll'l:.“ns gt film, of In dmes. from diffetent W!ﬂ. ;' :'li {wph,
Medium the sound editor s to work with— e y be shot as & MBS

xample ma NS perspec-
harg g, ing on the ¢t are fom&uw froe 'mmﬂmd‘::umhmp*
The advantages of multitrack re rangements Hives This allgws an Hﬂlﬂlu interaction.
Wi It facilitates various '"'”“‘EI;HE . 1o individual M“"L‘i’mtmmmmm i e
m"'"'rllrl: allows better control of l.ﬁ;m exainpies take & -““mmmmﬂ;dmd-ﬂﬁmpm e
N pyen sound-gffect recording walking in ghan the oo

. wold
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23z
Mmmmepm%h
re-  In reality programs a2 ik i
mummuumunwmmmmmwm g il wireless body thids 2 iz
Muhﬁmmmﬂmmmm.“mll n“"' ﬂmmwmﬂdmmmu[mllz-lu}_mmr
mmmmmﬂuwmmw of signal processing is nevitable to cleay
mic to sonically articulate the closer microphone to  up dialogue that is full of different types of noise, such
mwdbmlp‘mndmdc:nﬂﬂﬂlhlmlphjmihl as varying background sounds, unintelligible words, gyey.

ded Dexibil : icrophone’s la lines, and clicks, pops, and mic knocks, As fal.
JM directional ﬂp;:::f ﬂ;?d“:‘d proficient as the productions” recordists are,
pattern may :

spheric, depending background  without postproduction most if not all of the prodye.
mﬁmhﬂgmmmmm tion audio from reality programs would be unusahis.

on separate tracks to further increase flexibility in the

o e T production Sound-Effect Recording

the tracks.
Having the hoxury of recording one source per track  Ayhough most sound effects in a staged production are

also presents its own set of challenges. For one, it takes  pandled in post, some directors prefer 10 e & it
more time to plan and set up. For another, monitoring  younds recorded on the set as possible. They feel that
several inputs ot once in maltittack reconding is difficulr. because those sounds were recorded in their actual am-
An approach same recordists take 1s 10 adjust and sample bient environment and perspective in relation to the
all input levels before a shot, establish the headmom sound of the dialogue, they are more realistic than sounds
level, and then watch the meters during recording, lay- postproduced. Inasmuch as sound-effect production is
m ;ncmmﬂn at mﬁm " mmmmm *P"  covered in Chapter 16, in the interest of coherence all
ng. u on
recording, it is unlikely that several tracks will be recorded sound-effect production is discussed there.
ﬂu-enmum.ﬂlmapmﬁpdmhhhmu-
conded. it can be muted during the recording of another Noise Reduction

track The this,
danger in this, however, is that if a muted Bk Becanse noise i an ever-present annoyance, the value of

noke teduction cannot be overemphasized, especially in

the levels of the previously reconded track so that they ™ N0 10 dialogue and field recording, particularly with
are audible but not competing with the level of the track 28 3udio. Even though digital signal processing (DSF)
being recorded. Even so, this sobution still takes bifyr. 18 2 powerful ally in eliminating noise from a recording
cated concentration and nimble fingers, during Postproduction, saves considerable time and

Regardiess of the venue, it 1 Always wise 10 recong  (Pe e 11 the long run if noise reduction Is attended 1o
Plenty of ambience of the performance arey Thisis of - "OU8hout the production, process. In addition to DS
Ereat help in solving problems of matching during which i implementeq “after the fact,” there are a nU:

F”"M'-'t“ . hmllni fsee Chapter 15, bt of ways deal with i “before (and during) the fact.”
tionally produced » well and good for moy conven. _ % only the highest-quality microphones and e
ey prese s0-caled realiy shouw e ulpment. With directional mics make sure they

:I:ﬂ than {::'“ l""'I.:Il:::1:""'I-E|'I| a 'l.IdIIqu: :hj"lh:nr_ As hawve EXCelleny off-axgs, rejection, Remember that many

Mroduction econding by, SUEgEstEd, the “apaciton mjcy have high output, so it is ordinarily ui-

he pien. :::nuw b0 increass thpiy levels appreciably during quiet
E-thag. nn':—hlnﬂh. thtrrhy avoiding a boost in bac

bt of ghe hipk.krm‘ PUPUL of moving.coil mics may be oo oW

UP Gulet lpyvegs without nojse, Moreowver, capacior

Oy mics diy
decipher ane wond of dialogue ;.;.TJ:, TE trying 1o 10y Ot have o b brought as close to a sound source:
S i CHArS. gy hiouwry =i : U avoid gy dangery of Popping and sibilance:
|
Aalization b0 bl By rolling off the low freques

Ehity, Mg fros
¥ J'rnr?.a.su AT redyeey M Yentilation svstemis and noom M

Murnied g g ome director have the air-conditioniné
“1ing shooting,) ¢ utting the high f

mmmmmmmm

dnuﬂucﬂhi!!.‘lﬂlhduk“lh

latively narrow 10 e
:u:-e‘:uhtﬂelmqnn "mhmq onsiderations, huuu_mﬂ:hmw

befanmvativeandmwhd;wrwmm nmmmmmmmmu
It will cause more problems than it solves. pudpl.lummﬂnihunhrmmmm

A main source of acoustic noise is the sets, Art direc- ammhhpww“mmm
tors can eliminate many potential noise probleds by fol- ny divector can mount lights high encugh to allow suffi-
lowing a few principles of acoustic design, such as mwﬁ;ﬁ;wmﬁﬁmm
onstructing sets whose walls are not parallel, using ab-  from the lights picked up microphones.
*orptive materials (including sound-absorbing paint), Special-effect techs should keep notse-making devices, such
and building flooring that does not squeak—unless the a3 2 rain machine of a fan to blow curtaing or foliage,
away from the reach of microphones or baffled 1o mulile

director wanits this effect.
AN
Ditectors can also help reduce ambient noise by not  their sound. As noted carlier, wandrobe can avoid noisy

of , and dloth-
blocking action near a flat surface or, worse, a comer.  fabrics, consider the impact of jewelry, design

easier placement of a mic. Props can reduce
Regardless of the quality of the microphone and the ef- :::rhﬂllph wwmﬂ under 4 tablecioth
fectiveness of the sound-absorbing materials, it is diff- to mudfle dish and utensil sounds, by using fake ice cubes
Cult to avoid signal degradation when ﬂ'ﬂd"":: in drinking glasses 10 reduce clinking sounds. and by
om walls and corners into a mic at close range. spraying shopping bags with water mist to prevent pa-
™Much sound absorption is not good, either m P Coichle, G cll Eecce ol Agueas, put el
Peting on a set, for example, coubd "“”mm o e s e e
|I?|fll-l'uu:ln:u._':*;n;]In‘gm:m:t'|n'|.'nl-i~E'-‘-|'|f|“"""‘mlh'l:”|I nolse ratthe, and oil noisy hinges. The assistant dﬁ:::
“hosen with sound in mind, have background ignated overseer should amange with Jocal
iy, and 0 08 cleared and make sufe 1o Aol gemerating
Protlems from wind, traffic, ventilating i~ have traffic the
; befiore, it bears reped works projéct is scheduled near the performance
Uthough the point has been made ofa public audio crew can help
; ecomes part the Hme of shooting. The
Mg msg background nolse, once it fhout area 3t ted out in this
o pemove Wi 2 mumber of ways abready poin
eording, js difficult if not impossible material itsell in imefuding recording all takes—whether wable
altering the sound quality of the program chapier. make editing easier and to always have a sync
oF pol—10

to work with. Production personnel should be
How DIRECTORS CAN HELP Wﬂhmgﬂq:mmm
THE AUDIO cREW ﬂpnmmﬂr if the set bs far-flung *

folks on the et 47
_-—-—-_-_-_ ¥
”“""‘H a shoot the activities of most I,?;r direcior o Jotn Cofey, “Te: Directors, From: Your Sound
Tadily 2 r Fveryone knows wh 2. Based * Afix, Febrsary 2000, p. 141,
pparent. Every A Departaent.
Hsistan director, camera persod, £o¥ ted hr'n'!l.ﬂ']

4 %0 o, do, Film and video are 90
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PRODUCTION RECORDING
AND THE SOUND EDITOR

Production recondists can be of considerable help in giv:
ing sound editors flexibility by how they pecord dialogues
on the vet. This is no small consideration given the pres-
sures, expense, and usually lmbted time of porsapaodiec-
tion. In other words, multitrack recording bs often better
than split-track recording. I & scene or show uses one or
two mics, there i no problem reconding split-track. But
when a shot uses several mics, a multitrack reconder pro-
vides more possibilities hod track assignments anid foa
recording dislogue with minimal sonic encumbrance

frowen other plc Lup'\.

AUTOMATED DIALOGUE REPLACEMENT

Although this section of the book covers production, and
automated dialogue replacement is handled in POSHG
duction, in the interest ol continulty it makes sense 1o
invclude in a single chapter all the ways in which dia.
kguse by handbed
In aurowmared dialogue replacement (ADR) also
known as auboimati dialogiee replacerment, dialogue i pe-
conded of rereconded, depending on the oatcome « f the
production pecording or the direcior's aesthetic prefer.

M8 Astomated dlabosjer
recarding vudio,

CHAPIEN 11: FRULULING DIALOGHE

ence, of both, Generally, there are two schools of “"”'-l!ht
about ADR
Some directors believe that an original performange
is preferable to re-created one |I-rll2.| that the '-“'-'"!“"Illnd
sounds that are part of the dramatic action ane a Natuegl
part of the sonic environment, just as shadaow is a napy.
ral part of light. They therefore prefer to use the dialogye
and other sounds recorded during production, assum.
ing that pickup is tight enough that the intelligibility of
the dialogue and the sonic balances are acceprable, Other
directors prefer dialogue recorded with a minimom of
background sound. They want to control the amblence
and other elements separately in postproduction, where
they can also hone an actor’s performance. Regardles of
preference, however, there ane times when ADR is the
only way to capture dialogue, as it usually is, for example,
in far-flung battle and chase scenes, scenes involving
considerable actor movement, and scenes that reguire

several microphones,

Purpose and Process

Automated dialogue replacement is done In a dialogue
recording studio, a relatively diy room (reverberathon
Limmse | af most (.4 sevond for .I'.'L-r..'a;,'y-*.h'q,ﬂ studios) with
A %0reen and e rophone(s) (see 11-15). The control room

LEE % o et Wi | T Spp e e

Autamated Diglogue Replocement

is separate from the studio, As | disply

an the screen, the performer, wﬂdhr;plm“ .

before a microphone and synchronze m‘dtﬂus‘m“
hiis or her mouth and lip movemenis on the screen I::
tively dry rooms are Necessary so fhat thie h]gl;ﬂ
wund added later can be laid in wigh a5 litthe prevecandeq
ambience as possible. Too dry a ¥udio, however, abmarks

claustrophobic fecling,

Mot only is ambience kept 1o g minimum in ADK, bt
audio enhancements are also minimal 1o give the sound
editor and the rerecording mixer the mast latitude pos.
sible. Compression or a microphone pad may be applied
to keep a signal from overmodulating. Sometimes spare
equalization s employed to smooth intercut dialogue and
transitions.

The autormated in automated dialogue replacement
refers to the computer-controlled aspect of the procedure.
The equipment is programmed to start, shuttle between
tue points, and stop automatically, The computer also
puts the recorder in record or playback and selects the
desired playback trackis) in a multirack recording. Cue
points are designated in time code or feet and frames.

Dialogue rerecording is also referred 1o as looping
because the process once involved putting the dialogue
Sequences into short fllm loops so they could be repeated
Again and again without interruption. Each short sec-
Hon was rehearsed until the actor’s dialogue was in sync
With the picture and then recorded. The procedure i still
the same, only today it is automated and the picture
Medium may be videotape of computer.

In ADR there are a few peimis and procedures gy
r"flll'InF:q-nrpH
® Lereen and analyze the scenes to be reconded and bee
them down line by line

i pro-
- Study the actor's tone, pitch, and emation i the p

g thiary gy irding,

. howled
B MNoge such things as dialogue that is 1o be §

Wl
"Pered, and so on

al
* Get 1o know what the [H-'-I'f"”m"lmm
quilte

Volcw y
€€ sounds Jike because valce quality I3 2 hours

. take 1
Betieen 4 first take early in the day and 3

at the .r*‘""““":
5 calling fof pr

fed of what ad-

!||| [T}

\nother reason bo get to koW wh

s like normally is 1o gauge wWene
i an

L

WO quiet delivery—you'll have

liasps Tail8
“Ments 1o make in microphone places
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mm"u“ffw".ﬁ‘"' Sl '
- ’ 15 o set to help create a mood
E3ablish 2 senge of envirofiment, and there i
teraction among actors—they usually nmrdlrl::?rr
dialogue one at a me.

When it comes to ADR, the distinction is made be-
tween performers and trained actors. Performens often
have a profiem becoming the character in the absence
of people on the set and a camera to play to, A trained
actor, on the other hand, has an easier time adjusting to
ADR's sterile environment,

For all tabent, bug Particularly for the performens in
ADR, listen carefully 1o delivery In relation to believabil-
Ity and how a performance will sound after backgroaind
dudio is added. For example, if 2 scene calls for an actor
to talk loudly over the noise of, say, & racecar, the
diabogue’s force and scoentuation have 1o be convine.
ing. Abso, the dislogue may sound sufficiently loud in
the quietness of the studio, but once the meecar sound
Is added the delivery may not be fonceful emogh.

Adding the sound of a soene’s background envinon-
ment o the actor’s headphone mix sometimes helpa
enliven the performance. it may not be possible to wse
the precise background called for in the picture, but
adding some presence belps counteract the sterility of
thie shudic,

Recordbeeping is an often-overlooked but very mpaor-
tant part of ADR (and of the prodiction process In gen-
eral). Keeping accurate recondh of track assignments and
making mobes about each take i3 not only pecessary 1o
avoid condusion but of immeasierable help to the editon
and mixers, who will be working with the dialogue tracks
{ater in postproduction, A director may choose the nead-
iing of a particular line even though the beginning of a
word may 1m0t be as crisp s it should be. By noting that
in the record, an editod can try to fiad the same sound,

delivered more ceisply, eliewhere in the recording and
edit it in, of the mixer may be able to ue equalization to
add the desired amount of crispness—all with the

, of course

jrector’s approviEl

d The five elements generally considened to be most
ant i ADR are pitch, tone, rhythm, emotion, and

|r||r-'-|‘“m joals are fo maintain comsistency and fo make

e

hﬁhl]'-ﬂ"w”d as though it was the original
E

Microphone Selection and Technique

i mraimd that there are as many opinions sbout
Hwﬂw whth mics and miking technique as there
huw,q,r,l:Fll. supervisors, it is generally agneed that the micio-
are



¢ in
an the set does not have to be the sam

ADR, mmwdm"”m, s
cleanest dialogue (in a good, synched et
course), only the finest mics are chosen. The particu

mic will vary acoonding to the situation. For example,
recording an intimate, warm sound may call for a large-

P Rl L

R L L %

out!® Of If the champ is on the canvas, the “hﬂq-
be “Get up, you bum!” In a restaurant scene, jn
to the background conversational walla, yoy mary
callouts such as, “Would you care for another cup of cof.
fee?” or “Thank you, come again.*

A common loop group assignment is to cover non.

h as breaths,

=l fic sounds for an actor, suc BTOans, ang
dhpmmmILMNmunmmﬂid":nh* ﬁn Again, it is much cheaper than having an 4.jjg
bust, a second positioned betweer

and the sternum to add a chestier sound, Extremeely tight
dialogue may require a shotgun to close down the diy
ACOUSLICS even more. Screams may necessitate s moving-
coll mic.

Ordinarily, ADR involves straight-on recording, Such
elements as perspective and signal processing are added
later. Movement, however, may be attendid 1o through
mic positioning or by having the actor move. These
uduuqmmuudm:mmmemnmnd-m
for level to achieve some of the nataralness of the
production recording. For example. if on the set an actog
wuhlrmucenuudmmnﬂmlln'mhmcumm.
hADllh:tlmmmﬂhnEmkmdﬂunwﬂk:n
the mic,

Loop Groups

hmrﬂhngln:mgmnd vokoes, called walla, loop
mmmm.ﬂﬂnmummmnnmm

18 10 provide Hi';almr
WudbnumndMlhmmcnlllur. rom moany
and kisses 1o gj) '¥Pes of crowd Awdio for Tesbangr
ki ant

actor do them.

Automated Dialogue

Replacement in the Field

Developments in computer hardware and software tech.
nology have made it possible to do automated
replacement in the field by combining such resoune
a5 a hard-disk recorder with a laptop computer using
specially designed dialogue-recording software, This s
particularly useful in productions that are shot mostly
on location and in locales that are not close to a studio,

The ability to handle ADR in the field saves consider-
abde time in postproduction. It is alse advantageous to
the actors, who can redo their lines relatively soon after
a take. This helps ensure 3 fresher performance Instead
of having to wait unj] af) shooting is completed before
doing the dialogue replacement in-studio.

Dialogue Rerecording: Pros and Cons

D'Ilﬂ'sutﬁmrwdlnu frees picture from sound and gives
the director more control. When there is a cholce be
Ween using the original dialogue or rerecording it, di
m"‘“ and souung designers disagree about the benefits
l.nnmhg' The question becomes: are the added sonic
o pr:::‘l:::wranu- Of first-rate audio quality ln":l;:
Ssliniige Moe warth the lass of spontancity o
<! :E the one hang, Fegardless of the subject and syle
Material, ary i ilusion, s there is no reason
means Necessary to produce the de
o mr”hu:"m : uced with the same care and prect
b 2 et ehail, Anything less than excellent
Mlogy r:i“ﬂ-'"}' feduces the effect of the (Husion:
Placemen, ilso provides a dipector w

Make | g
or rxal::-ll:::“w - shaping the sound of the dia
ham.“"riw;lr':r a ._]-.,,r-ul:rr, say, in jall speaking wi
Moulg py AT of mega) and concrete, the

Ad-edged ang ley. The character 13

MAIN POINTS
released out in the world ang iy, the

environment should have 4 “m:,mu:"'"""
sound. Producing these sonjc ; .uw
ing their consistencies in the tw g Maintain.
Is more easily handled i the con Environmenty
ADR studio, IHMH‘.

On the other hand, quality of Petformance
important than quality of sound; Wuu’:‘m
Istic and, hence, more effective, Because actors, .8 rule,
do not Hke to rﬁﬂﬂltthﬂ;puhmh.m
Ing studio, dinlguehnpln;lsuulyum. the origi.
nal performance recording. Even though lines soung
different as a shooting day goes on, because the actory
voice changes, the difference between a production line
and a looped line is always much greater than the differ.
ence between two production lines.

ADR studio, As good as postproduction can be, many
believe that it cannot uite capture the dozens of timy

*ounds that correspond to physical movements, such as

soft gasps of anxiety, a sniff, or the rustle of a newspaper B Miking decisions are made in

Mage against the edge of the table. Although ADR gives
directors complete control and often saves time and
MOney, most actors agree that it is no substitute for the
feal thing

Picks up diabogue
mud:uﬂnmﬂmlmum

mmummmﬂm“

regardiens of a shots focal length.

preproduction plenning
during blocking. when the movements of performens
amil cammeras are worked out.

™ mﬁhhmlmuumw

penpeine while keeping the perfornm-
ers bn the mic’s pickup pattern and, of course, the mic
caut af the Frame.

# Caie munt b takien whien uiing a body mic 1o ensure

Y o s

* Influences of nonverbal speech on meaning (nc mood
MCENL, pace, patterns, emphasls, inflection, and s

L] The Pﬂ"'-"il'ul Fhﬂ"[‘l'l,g‘l‘dllﬂl" s m‘:‘
dialogue thay s clear, intelligible, and as nolse-free K
Possibe,

Incanspicuous and that hdwmﬂph‘l:ur
:;:ddrhhnlﬂln.[mmmnlhu
much rustling sound as do symihetic fabrics.

micraphones are positioned aroand § et
o et g e o
s e bocty i
is essential in any production,
memmwhﬂmwm

: of and resources of the studio, Preproduction
b Dramatizations an s Invalve cakting s ::u_:: thee secugity : nmlmmn:‘u:
:::If mind,” wsing sound to impel the how todeal with Wmﬂ-mmm-ﬂm
s actiog, YAPKE,
faidio Wm
L] T Create Perspective using one mﬂ.‘mh Mﬂm

pionid at appeoprite
dramatization, prerformers are o m-:mht.li""
ances relative to the mic and to

L ""btlih'rll microghane .ll"l'l!'l-ﬂ'l'l-"""ih asually 1]
Cotngidens miking positions N“Mlm .
“inectional jor 4 steres micl, I

pecoeding the clearest, most intelligible
> wﬂw.nm;ﬁwm““”

ol a director’s intention f
pecudilst,
Famatic , : dhaction. ;
; At wction dictates i ralic dramati- s it @ prdo it 0 postpeeduction
“‘I“-H the multimicrophone MHWW‘ mix. with unwarded sound on the w61 b an ever
#ion, perspective is created in the St » ¢ chullenge o the m'm know what,
incident oF st eniniigh— Y
* For Mt radio d ramatizations, e .

of problem o s albcsut themi.
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» e wary of employing signal processing during produc- sits. Any background sound, ar “""ﬁ-' 2
tion recording, It affects the dialogue audio throughout Lm“,“m!m-dﬂadthdmnsurmmm

P The value of noise reduction throughout the production nﬂlhdnﬂtiniﬁﬂﬂ“'m"!”uﬂh--w
process cannot be overemphasized, especially in rela- dry room with a screen and a microphone, s
tion to dialogue and field recosding. i

* I the director enbighbens the entire piciure-producing = ﬂmﬁw&ﬁd&“&fmﬁ Pl
team an how io avoid of minkmize sudio problems, it involves re-creating a performance, which | i, & '.
Eoes a long way towand auwdso efficiency and economy, e ) ROt S
ot by iy Promet i st natural or & authentic as the real thing, ;o

* The five clements generally considered to be mosg

plete control over the acoustic environment iy

¥ Production recondists can be of considerable help in
giving sound edisors flexibility by how they recosd important in ADR are pitch, tone, rhythm, emation,
dialogue on the set and symc.
® In scenes calling for background viices, called walla,

L3 hhmudﬂﬂwﬂplumm. dialogue i re-
wuﬂmmpmmxﬁmmthnthm- Ioop groups are wsed

the immediate and rﬁ-mhmuﬂmm

Electronic News Gathering i"'f“?' W
. [Ear .Hhﬂmm‘.mﬂm
Electronic Field Production - Honisalmost as commonplace as studio production, Pro.
ducers go on location—or on a remnofe, a5 brosdcasiers
Multicamera EFP - ﬂﬂuﬂm—wm:mwm

to do a disc jockey program promoting a sponsor, to
helghten realism in a drama, to sdd suthenticity to a
sefting, or to provide surroundings that are difficult or
impossible 1o reproduce in a studio,

Field production for radio and television can be
grouped into two basic categories: electronic news gath-
ering (ENG) and electronic field production (EFF). ENG
uses highly portable equipment fo cover news for live ar
imminent broadcat. EFP involves more-complex. produc-

s, siach as sports, parade, and awards peograms.

ELECTRONIC NEWS GATHERING
purthertig (ENG ) relen o fadio or TV
Wmﬂ brosdcast in the feld. ENG covers

:;mwunﬁw

Radio ENG
H’thWMhnlﬂrﬂrmm
pu and can be brosdcast on the spot
plicated "m“ lagistical ease. 1t usally involves a re-
ﬂmwﬂ 5 revording and, i necewsary, trans-
m senent, Al It most basic, all that the radio




