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A Note from the President of the C.A.S.

My name is Edwin J. Somers,
people just call me Ed. I'm very
proud to be president of CAS, and
I'm delighted with the slate of
officers and the Board of Direc-
tors for this term. We have many
projects and ideas for the CAS.
Ideas to promote the growth of the
CAS. We have interesting and
educational meetings planed and
we are planning more seminars, so
stay tuned.

The officers and the Board
of Directors justcompleted updat-
ing the CAS By-Laws, to reflect
business in the 90’s. To obtain
your free copy just contact Jayme
at the CAS office. We have just
completed printing the transcript
of the Dialogue Pre-Dub seminar,
so those are available now.

CAS is getting into desk
top publishing in order to get the
cost of our Newsletters down and

.

g

the quality way up. We plan to
expand the Newsletter into amaga-
zine format and to start selling
advertising.

As you already know the
CAS is anon profit corporation so
any money we earn we donate to
charity. This year at the CAS
Awards Banquet we donated
$1000.00 to the House Ear Insti-
tute and $1000.00 to the Make a
Wish Foundation.

We are looking into the
feasibility of marketing CAS T-
shirts and Hats and maybe CAS
Pins. Any graphic artists out there

with ideas for designs, we would
like to hear from you.

We are looking into ways
that we might recognize the Folly
Mixers, ADR Mixers and the
Boom People at the Awards Ban-
quet, along with the Sound Emmy
winners and The Sound Oscar
nominees.

Thats it for now, I want to
see everyone at this next general
membership meeting!

Thanks for listening to me.
Ed
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Standards and Practices
continued from page 2

Avoid potential problems

This means that, unless the Di-
rector and the Location Manager
are conscious of the background
noise when they are picking loca-
tions, chances are there will be
something overlooked whichcould
make the recorded dialogue unus-
able for anything but guide track
for ADR.

One solution is to have some-
one (whose only job would be to
be aware of potential sound prob-
lems) attend the location scouts or
better yet, help find excellentsound
venues.

When looking for those perfect
locations -- flight paths, freeways,
emergency vehicle routes and bus
lines should be avoided as a rule of
thumb. Buthow many people think
about that when they fall in love
with a particular street corner?

What do you say to the actress
who wants to wear bells on her
shoes and bangles on her arms?
How about the creaking floors on
the set that was built specifically to
make your movie?

Remember, a location may look
great, but does it function in all of
the areas that it must for the pur-
poses of accessibility, safety, effi-
ciency and usable sound?

More than final touches

In Post-Production Sound, the
release date has been locked in, the
running time has been specified,
and all of the decisions that go into
the final release of the film have
been made, in many cases, before
the Re-Recording Mixer has had a
chance to hear the dialogue and
how it sounds when it has been cut
together.

Many overtime hours must be
spentto make thecuts sound seam-
less and transparent. Deadlines,
deadlines and still more deadlines.

These guys have to pull rabbits
out of hats just to combine the
dialogue, all the reels of effects
and a music score, let alone make
it all sound as if this combination
of sounds was conceived and most
of the details worked out by the
original script writer.

To avoid the project sounding
like a rush job, schedule the Re-
Recording Mixer and consult with
him during the shooting of the film
so thathe can geta head start on the
work that must be done.

There’s more to come

The questions that have been
raised in this article are questions
that sound people hear on a daily
basis.

In this column, we plan to ad-
dress these, as well as more techni-
cal queries and problems, inexpli-
cate detail as a way to supply some
answers and solutions that will be
of value to, not only sound person-
nel, but also to anyone who enjoys
the art of making motion pictures.

Letters to the Editor are wel-
come.

I Treasurer's Report
by Fred Ginsburg, C.A.S.

One of this year's major accom-
plishments was to computerize our
book-keeping. All of our account-
ing records are now maintained by
means of Quicken®,

Our books are open to inspec-
tion by any member who so re-
quests.

This year we revised our corpo-
rate non-profit/tax-exempt status,
as well as filed tax returns for the
past five years. Professionally we
are in the hands of Snyder & Rose
(CPAE):

Financially, the Dinner Dance
and charitable donations hit us for
a bigger chunk than budgeted.
Also, our accounting fees and tax
filing fees were very high, since
they covered a five year period.

New member dues are still our
main source of revenue, so en-
courage your peers to join.
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While you’re at it, it would be nice of the machine had an aurgl
overload indicator - a little beep to alert the mixer that overload is
about to occur. A decent mic attenuator and filtering capabilities are
pretty much de rigueur for film work - if the machine doesn’t have
them, you’ll end up using external adaptors to achieve the same
result. The D10 has a -20dB attenuator that works quite nicely and
a“‘miclow cut” switch thatactivatesa 100Hz/10dB per octave high-
pass filter. The filter action seems to start at about 250 Hz and is
down 15dB or so at S0Hz, which places it about midway between
the HP1 and HP?2 filter positions on a Nagra 4.2.

Custom Switch Box
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Then, when transferring the audio from the original tapes, itis
a simple matter to split the audio off to a timecode generator with
jam-sync capabilities.

The generator output is then used to provide timecode exactly
asif it was coming off the tape itself. Because of the speed accuracy
of the DAT, synchronization can be maintained without difficulty.
The generator that I use to jam-sync transfers (an Adams-Smith
Zeta Three) pays no attention to the dialog audio and will re-jam
successfully on a half-second or so of timecode signal.

Timecode
Level Radio Link
- .
Fostex 8700 é( Transmitter
Timecode
Generator k
7 /c
Left channel "
Microphone i - 00:00:00:00
© —  DAT
Right channel Recorder Timecode
Microphone Slate

Figure 1: Setup for Production Recording

TIMECODE AND DAT
paietnats o s e B o)

Toriginally tried the DAT recorder with the traditional clapper
board slate and got quite satisfactory results. In recent years,
however, more and more producers are requiring timecoded audio.
A stereo 1/4" machine with center-track timecode is used in
conjunction with a timecode slate - an electronic version of the
traditional clapper board that displays the running timecode so that
there are a few seconds of timecode information on that can be seen
in the picture at the head of each take.

Development of timecode standards for DAT has been a slow
process, however, and as of this writing there are no portable ma-
chines available with a separate timecode track. It is of course pos-
sible to record timecode on one channel and dialog on the other, but
it seems a pity to lose that second audio track.

My solution to this problem is to record five or ten seconds of
timecode on the audio tracks at the beginning of each take, using a
Fostex 8700 portable timecode generator and a simple custom box
(see Figure 1) to switch between timecode and microphone inputs.

TRANSFER OF DAILIES
“

Acommon practice these days on low-budget featuresis toedit
on video. The original film negative is developed and transferred
to video (where it is electronically changed to a positive image,
rather than going to the expense of producing a positive print). The
video image has a small “window” inserted in an unobtrusive
position which displays both the timecode numbers and a count of
film reel, feet and frames. The film is edited in a (relatively inex-
pensive) off-line video editing suite, and then the ori ginal negative
is cut to match the edited video copy.

In order for the sound to be transferred to video at the same
time as the picture, it must be available on some medium that can
be played on a machine that can be slaved to the film-to-tape trans-
fer machine - typically, 1/4" center-track timecoded magnetic tape.
In order to provide this worktrack audio, I transfer the DAT tapes
to 1/4" stereo tape as shown in Figure 2. Because this sound is used
only for video editing and does not appear in the final picture, I
simply use the same reels of tape over and over again, trimming a
few more dollars off the budget (every little bit helps).
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