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""Dedicated to the Advancement of Sound'’

Cinema Audio Society’s
31st Awards Banquet

he Grand Ballroom of the
T BeverlyHilton Hotel was once

again the scene of the Cinema
Audio Society’s Annual Awards
Banquet, where the winners of the
C.A.S. Outstanding Achievement in
Sound Mixing Award for 1994 were
announced on February 25th.
Walking offwith the top honorsin the
Feature Film Category was “Forrest
Gump.” Television winners were
“NYPD Blue” for Seriesand “Young
Indiana Jones and the Hollywood
Follies” for Movie ofthe Week, Mini-
Series or Special.

Also presented that evening
was the C.A.S. Career Achievement
Award, given this yearto Rerecording
Mixer Les Fresholtz. A touching
tribute was given to Mr. Fresholtz by
Mike Minkler, while newly-elected
C.A.S.President Bob Deschaineread
congratulatory letters from Clint
Eastwood and Richard Donner. The
award itself was presented by Dick
Alexander. The emotional and
enthusiastic response from the
audience was testimony to their deep
respect and admiration for Mr.
Fresholtz.

Plaques were presented to
Oscar Nominees and Emmy Winners
for Sound, each of whom were given

AN AWARD
WINNING NIGHT

CAS members and guests applaud Award Winners

a moment to share their thoughts
with over 300 C.A.S. members and
guests, representing the top mixing
talentin the world. Award presenters
included Ron Judkins, Tom Huth,
Leo Chaloukian and Tex Rudloff.

Master of Ceremonies Bob
Ridgely kept the audience entertained
and particularly amused with his “tone
poem” singing the praises of sound
engineers. As part of the Cinema
Audio Society’s philanthropic
support, outgoing President Ed

Somers presented a donation to the
House Ear Institute, which was
graciously acknowledged by Ms.
Charlie Lahaie. And, on a final
note, President Somers welcomed
incoming President Bob Deschaine, a
familiar and respected figure in the
sound community.

“Pacific Coast Brass”
provided light, jazzy background
music during the evening, then shifted
gears for dancing after the ceremonies.

®_More photos on page 2
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1994 CINEMA AUDIO SOCIETY AWARD WINNERS

The Winner for Outstanding Achievement in Sound Mixing for a Motion Picture in 1994 :

"FORREST GUMP" -

Re-recording Mixers -
Randy Thom, C.A.S.
TomJohnson, C.A.S.
Dennis Sands

Production Mixer -

William B. Kaplan

The Winner for Outstanding Achievement in Sound Mixing for a
Television Movie of the Week, Miniseries or Special in 1994 :

“YOUNG INDIANA JONES AND
THE HOLLYWOOD FOLLIES” -

Re-recording Mixers -
Bob Edwards
Chris Boyes
Gary Summers
Production Mixer -
Rolf Pardula

NYPD BLUE - “SIMONE SAYS” -

Re-recording Mixers -
Robert Appere, C.A.S.
Ken Burton
Production Mixer -
Joe Kenworthy, C.A.S.

Edited by:
Richard Lightstone, C.A.S.
Mark Rozett, C.A.S.
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CAS®, C.A.S.®, Cinema Audio Society®, and "Dedicated to the Advance-
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A CLOSER LOOHK

AN INTERVIEW WITH LES FRESHOLTZ
PART 11

by David M. Weishaar, 3.

n February 25th, at The
Beverly Hilton Hotel's
Grand Ballroom, the

CinemaAudio Society'smembers and
guests were privileged to witness the
presentation of the C.A.S. Career
Achievement
Award to Les
Fresholtz, C.A.S.

Les’s outstanding
career was
highlighted with
wonderful bits and
pieces of
remembrance from
friends and
associates.

Michael Minkler
gave a moving
tribute to Les,
which truly came
from the heart.
Dick Alexander
spoke about

when there is dialogue with heavy
backgrounds, each line that they cut
should have a nice handle onit, so you
can cross fade with the next incoming
track smoothly. And preparation, to
lie out easily so that you can read it

Dona, Les’s
spouse, in his
presentation of the Award. Thiswas
definitely the most moving and
heartfelt part of the evening. Now,
we’ll begin with Part II of our
interview with Les Fresholtz.

DW: Les, do you have a few words
for the sound editor out there.?

LF: Track preparation. For example,

Les Fresholiz, receiving The Career Achievement Award from Dick Alexander

quickly. I think most of them know
that. The editors I work with are
doing a real good job.

DW: What are your words of advice
for the Directors, as far as promoting
better quality production sound
tracks?

LF: First, give the production mixer

a better chance at it. Today, I guess
budgets and schedules dictate out
there. Thaven’t been on a production
as a mixer since “All The Presidents
Men”. That was my last production
job.

DW: Jim Webb also did a wonderful
job on that picture.

LF: Yes, he sure did. Jim did all the
location sound back in Washington
and so on. I did all the sound shot
hereon the stage, as production mixer
and then was also re-
recording mixer on
1t.

DW: So you did
double duty on that
picture?

LF: Yeah, double
duty, but to get back
to that message to
thedirector, whether
it's dictated by the
production company
that does the
schedules, “forget
sound, let’smakethe
shot. We’ll worry
about sound later.”
You know, that kind
of stuff. Ithink the director still hasto
say, “We’ve got to get a sound track,
and a good one, at that.” There are
certain directors I’ve worked with
that were adamant about it. Peter
Bogdanovich, “Paper Moon.” I was
the production mixer on that film, and
he would always ask each time if I
liked the take and if not, we would do
continued on page 4
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AN INTERVIEW WITH LES FRESHOLTZ - PART Il, continued from page 3

it again. He had a respect for quality.
Stanley Kramer was the same way.

DW: So what I'm hearing is that
most of the big name directors, those
that do the quality productions, do
care.

LF: Yes. There are the ones who
really do care that you get them a
good sound track. Now a days you
go to the theater and you’ll hear on
the way out, “Oh wasn’t the scenery
beautiful, nice story, wow did you
hear that sound track?” It’s an audio-
visual experience. They do talk about
the sound too, not just the picture.
Especially today, there are so many
good creative sound minds. Inthere-
recording end of it, so many special
effects and ambiances are being
created that can move a sound all
around the room. By moving from
side to side, front to back, with split
surrounds they can create a lot of
emotion.

DW: Now, what's your message for
the production mixer?

LF: Well now, today I just don’t
know if I'd be qualified to tell them
anything. I know most of them really
try hard. We’ve got some great
production mixers out there. I think
I'd just say, “stick with it out there
and fight for your tracks. Stand upto
em.” Ifthey let ya! (Laughs)

DW: Unfortunately that’s kind of
what it becomes out there - Them
against Us. Fifty against three or
even two. Yet like you said earlier,
it’s all an audio/visual experience. It

seems a little out of balance in
production. I realize physically they
need afew morebodies onthe camera
side, but you’d think there would be
a little more equality in the quality of
the material required. L.e., let’s spend
as much time getting a good clean
track as we do getting a good clean
shot.

LF: We had a sound designer in here
yesterday, and he brought in a
recording they made at the hanger
where they used to store the Spruce
Goose. There is a company that is
planningto shoot all their major scenes
in this giant hanger. It’s loaded with
steel and glass and traffic from a
major blvd., right outside the door.
So anyway, they brought in this test
for me to evaluate. They asked me if
it could be saved or was it safe to
shoot in this hanger. We listened, and
just like you would think, there was
all kinds of reverberating sound. Jets
taking off and landing. Lots of traffic
also. It was terrible. But you know
what, for what ever reason, and I'm
sure finances had something to do
with it, the production company really
wanted to shoot the scenes there.
Well, we gave our evaluation and
they went back to the producers to
tell them what we thought. That was
all we could do. All I know is that it
was going to be a bad place to put a
production mixer in, but we all know
this goes on all the time.

DW: I went to a theater to see
“Jurassic Park” in digital. I
experienced what I consider to be
dangerously high levels (dB’s) of
sound. I wonder, where are we going

with this? It was painfully loud. This
sort of playback level worries me a
bit. What are we re-recording mixers
doing to ourselves on a daily basis?
Since our livelihood requires good
hearing, this should be a concern to
all of us (mixers & sound editors)

LF: It worries alot of people. Weare
going way beyond necessary SPL
(sound pressure level). Most of the
stages intown, and I am sure they are
going to feel the need to do this in
here, are going to have enough
monitor amp power to practically
blow the consoles back. Now they
(producers and directors) are asking
for more and more level, because
they know about these capabilities.

continued on page 5
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AN INTERVIEW WITH LES
FRESHOLTZ - PART 11, cont'd
It’s getting a little dangerous (for us
that is). Also, with the digital release
format you do not have to worry
about optical compression or clash.
Now you can really hurt peoples
hearing. I remember people
complaining at the Academy when
we were running 70mm mag tracks,
that it was too loud. They really
should have meetings on this level
situation, and look at governing this a
little better.

DW: Are we going to have to set
some sort of governor on the level of
the final digital release?

LF: Ibelieve so. Some of the mixers
here just finished a fairly loud show
with Stallone init. It had nothing but
explosions. They would do areel and
then haveto walk out and take enough
of a breather for their hearing to
decompress. Give their ears a rest.
Because they, the clients, were calling
for louder sound. More, more. With
our technology today, and size of our
power amps, we can deliver.

DW: Yes, I guess in the past we had
our technological limitations to keep
us from going overboard.

LF: Yeah, you’d say you had
limitations, it’s going to get squashed
or something like that.

DW: Any last thoughts, Les?

LF: Well yeah, hopefully we will all
do something about this before
someone says to you, “Hey, can you
pull those crickets down a little....”,
and you think, "what crickets?"

C.A.S. TO PUBLISH NEW
SOUND DIRECTORY

The Cinema Audio Society is gearing up again to
publish anew edition of their now famous Sound Directory.
The directory, to be published in the Fall of 1995, will list all
C.A.S. members in good standing at no charge. This can
include their business phone number, credits list, professional
history and other relevant information. Forms to list this
information were sent to all C.A.S. members or may be
obtained from the C.A.S. office by calling (818) 752-8624.
The deadline for return is May 31, 1995. Completed forms
may be mailed or faxed directly to the C.A.S. office.
Information received from last year’s form mailing will also
be utilized unless members choose to update it with this
year’s form.

Sound-related businesses will also be listed and
cross- referenced with their services. This listing will also
be available at no charge. Forms may be obtained from the
C.A.S. Office. Deadline for their return is June 15th, 1995.

Management, Inc.

Elaine M. Karamanos

4632 West Magnolia Blvd. * Burbank, CA 91505
Phone (818) 766-3353 *  Fax (818) 766-0858

Page S




Leading worldwide manufacturer of professional audio recording film and tape supplies.

Analog Audio Film Supplies Analog Audio Tape Supplies
35mm Full Coats 1/4 inch
16mm Full Coats 1/2 inch
17 1/2mm Full Coats 1 inch
35mm Edit Single Stripe 2 inch

MAG-ZON, INC. ST
16134 WYANDOTTE STREET, e
VAN NUYS, CA 91406 R

(800) 659-3345 FAX (818) 989-2103 T

Digital Audio Tapes
DAT 15, 30
DAT 45, 60,
DAT 90, 120
Audio Cassette Pancakes

MAG-ZON, EAST
101-103 B GRAND AVENUE,
PALISADES PARK, NJ 07650

(201) 346-1112 FAX (201) 346-1885
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- Mixing A Different Box of Chocolates -

A FEW NOTES ON "FORREST GUMP"

by Randy Thom

ICAS,

orking in Northern
California, I'm lucky
to be able to wear

several movie-sound hats. I think it
would slowly drive me nuts to be a
rerecording mixer all the time or to
edit or “sound design” all the time.
So I try to alternate between these
different jobs, trying to be facile
enough in each while keeping a kind
ofuseful innocence and naivete at the
same time. Though all movies have
some things in common, it is usually
a big mistake to assume that what
worked on the last one will work on
the next one.

Doing the sound for Forrest
Gump may have been the most
pleasant working experienceI’ve had.
Steve Starkey, the Line Producer of
the film, approached me about
working on it at the Lucasfilm July
4th picnic in ’94. He knew I had
grownup a Louisiana redneck and he
figured I would know what kinds of
sounds to put into this movie about a
southern guy.

On GumpIbeganworking pretty
soon after principal photography
finished. It was being edited in Santa
Barbara, and I went down to help put
together a temp track to be used for
preview screenings. We used some
sounds from the usual libraries, and
recorded things on DAT in the
neighborhood. We edited the temp
dialog, sound effects, and music on

an 8 channel ProTools system we had
set up in the dining room of'the house
in Santa Barbara and did the temp
mixes there as well, actually mixing
inside ProTools. The temp mixes
were mono, which obviously
simplified bussing and monitoring.
The picture was being cut on a KEM,
so we slaved the ProTools setup to a
timecode track running on the
KEM,and used the workprint on the
KEM as our picture during the mixing.

MAKING

My getting involved fairly early
on the project helped me and the
movie because by the time the real
sound editing and mixing began I
knew pretty well what Bob Zemeckis
expected, and I had been able to
influence the editorial process a little
bit by giving them examples of how
sound effects could occasionally
shoulder quite a bit of the storytelling
responsibility.

continued on page 8

MOVIES

High Definition
Surround”

The Case For
Three-Dimensional Holographic

Soundfield Creation
By Brad S. Miller

Widescreen Review « November/December 1993
Reprints Available

mobile fidelity BRAD S MILLER

intemationaj

@ division of MILLER NEVADA LTD . INC

DIGITAL SOUNDFIELD

EXECUTIVE PRODUCER

P.O. Box 8359, Incline Village NV 89452
FAX 702-831-4485 « Phone 702-831-4459

© 1994 Miller Nevada Ltd., Inc

DESIGN SPECIALISTS
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"FORREST GUMP", Continued from page7

A good example of this is the
Vietnam sequence, where there is a
minimum of dialogue and music. I
edited the final sound effects for this
sequence and all of the ambiences for
Gump on ProTools with the great
help of my assistant, Phil Benson.
The success of the battle scene in
Gump has everything to do with the
consistent and compelling point of
view presented there. Assoon as the
first shot is fired all of the American
soldiers hit the deck, and the camera
goes there with them. Virtually every
shot inthe sequence strongly supports
the point of view of either Forrest, or
another soldier nearby, who are
overwhelmed by the Vietnamese
soldiers we never actually see. Since
the camera is crawling around on the
ground it is easy to justify hearing the
bullets whiz by the ears of the
audience. And since we are not
constantly using camera reverses and
jumping around the geography of the
battlefield, it is easy to get a sense of
distance when at first the mortars
explode far away, then gradually
closer and more intense until the
Americans have no choice but to
retreat.

I couldn’t have done anything as
interesting with the sound ifthe visuals
hadn’t been done the way they were.
The same goes for the transitions
between the bus stop where Forrest
tells his story, and the flashbacks to
the action he describes. Bob and
Tom Hanks knew that when Forrest
was telling his story on the bench he
shouldn’t be looking at the people he
was talking to before or after the
flashbacks. The fact that heis looking
straight ahead at nothing in particular

puts himinto the action heis describing
and reinforces the idea that what we
are hearing is usually his point of
view. That opens the door for the
sound of the bench to blend a little bit
into the beginning ofthe story he tells,
and for the sound associated with
those stories to bleed over onto the
bench as well. The most obvious
example is the helicopters flying over
our heads in Vietnam and continuing
their flyby over the city park where
Forrest waits for hisbus. Inmoments
like that it becomes clear how
powerfully picture and sound can
work together. :

Tom Johnson mixed the dialog,
which was edited on mag, as were the
sound effects I hadn’t cut myself.
The music arrived at the mix on mag
and ProTools. Dennis Sands had
recorded the score by Alan Silvestri,
and Steve Starkey and I wanted him
to be the music rerecording mixer
too. There were about fifty pop
songsinthe movie. Tryingtointegrate
those and the score was tricky to say
the least, and Dennis worked miracles.
Gloria Borders was the Supervising
Sound Editor; she also cut the
hurricane effects as well as most of
the effects in the scene where Forrest
first loses his leg braces.

We mixed the film at Skywalker
North, on an SSL 5000 console
equipped with Flying Faders
automation, which is very simple,
powerful and doesn’t require a
professional typist. We premixed for
three weeks and finaled for four
weeks, including the Print Masters
and the M and E. Gump was released
in both Dolby Digital and DTS, with
a Dolby SR analogue LT-RT. We

monitored during most of the mix in
Dolby Digital format. I don’t think it
is wise to release in Dolby "A"
anymore. Any theater that still has
only Dolby "A" equipment probably
doesn’t give a damn about sound
anyway. I would rather the movie
sound great in the best theaters than
sound mediocre in every theater, so
no Dolby "A" or simulated Dolby "A"
for me if I have any say in the matter.

Surrounds were an interesting
issue on Gump. What with Pro Logic
and AC3 there has been a flood of
interest in surrounds, and the tendency
now is sometimes to put lots of stuff
into the surrounds just for the sake of
novelty. Some movies can benefit
fromheavy use of surrounds and some
will suffer fromit. Bob Zemeckis and
I agreed that Gump was in the latter
category, so we used surrounds
sparingly. Most ofthe score was bled
into the surrounds, some ambiences,
a couple of aircraft fly-overs, some
bullet-by’s, and that’s about it. I'm
not against surrounds, but we thought
there was a danger of distracting the
audience from this particular story by
feeding too much material into the
rear of the theater.

Forrest Gump was a dream
project for me. I feel very lucky to
have had the chance to work on it.
Receiving the CAS Award as best
film mix of 1994 was a great honor
for all of us on the sound crew. It was
also a humbling experience, given the
beauty of the sound in the other
nominated movies. 4

Editors Note:- We are very pleased
to have Randy Thom's article and we
welcome any other contributors !
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MOVING PICTURES THAT TALK - Part 4

...their own eyes and ears.

by Mark Ulano,_

“Several years before the gift oftongues descended upon the
silent screen and robbed it of its one golden virtue, a curious
little chirruping was heard from the pictures and was hailed
by super optimists as the beginning of talking films. In a
sense it was. But it was a very long way from real sound films
as we knew them afterwards..”

Cecil M. Hepworth
British Film Pioneer

In my last article we jour-
neyed through turn-of-the-century
France and the flurry of attempts
there to birth the sound film into
existence. These

the way. Their attempts seemed to
rally in waves, always driven by the
absolute confidence of its practitio-
ners that the public would immedi-

intuitive demands placed upon it by
audiences indoctrinated into the real-
ism of their own eyes and ears.

“The greatest improvement in the
moving-picture business. If you
believe I am a good prophet, order a
Synchroscope now, for I tell you
that talking pictures are the coming
craze in all America.”?

Carl Laemmle 1908

Carl Laemmle imported Jules
Greenbaum’s Synchroscope from
Germany in the summer of 1909 and
British film pioneer, Cecil Hepworth
brought out his Vivaphone in 1911.
In fact, no fewer than a dozen other

manufacturers

collective efforts
set the stage for
the next impor-
tant period of fer-
tile activity inthe
development of
the art of film
sound: 1907—
1913.

The film
industry was
quickly evolving
as a business. It
had already come
a long way from
mere novelty and
was truly becom-
ing a storytelling

Fig. 6. The two units, with electric air compressor for Elgephone.

tried to market
competing
systems durin%
this period.

Names like
Cinematophone
(1907), L.P.
Valiquet’s
Photophone
(1908),
Animatophone
(1910) and
Orlando
Kellum’s
Photokinema
filled the trade
journals with
claims of

medium;

storytelling, without a voice. The
desire to link sound and picture was
never far from the surface. Like the
Holy Grail, men kept trying to find

ately embrace the talking film. This
conviction would eventually prove
true; however, the technology, as yet,
was too immature to win over the

perfection in the

art of talking pictures.
Of all the systems brought
into the market between 1907 and

continued on page 10
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MOVING PICTURES THAT TALK - Part 4, continued from page 9

1913, the biggest commercial effects
(preceding the Edison systemof1913)
were made by the Chronophonograph,
the Cameraphone and the Cinephone.

The Chronophonograph
The level of sophistication
achieved by these pioneers was
startling. The following description
by inventor Léon Gaumont of the
Chronophonograph of 1902 clearly
illustrates this capability.

“Several methods of connect-
ing the apparatus were patented by our
organization. One uses two small shunt
dc motors of almost the same power
and supplied by the same current source.
The armatures of these motors contained
the same number of sections, and each
section of one armature was connected
with a corresponding section of the oth-
er armature and in the same order.
Consequently the first armature turned
at the same angular displacement as the
second. The first armature controlled
the phonograph and the second the pro-
Jjector. Synchronization was obtained by
adjusting the speed of unwinding of the
motion picture film to the speed of the
disk recording...Synchronization of
sound and image was perfect, provided
the simple precaution was taken of plac-
ing the first image in the projector pic-
ture gate and at the same time the needle
at the extreme start of the disk. -

Since 1902, Léon Gaumont
had been demonstrating promising
prototypes in France. He showed
himself to be one of the individuals
most committed to the idea that
talking films would succeed. His
persistent efforts to profit from
popular, sound film entertainment
culminated in the commercial

premiere of the Chronophonograph
in 1907 at the London Hippodrome.5
TheMotion Picture Patents Company,
with its vise-grip monopoly on the
American film industry, took the
Chronophonographseriously enough
to license it exclusively for the United
States. Within a year, Gaumont was
supplying film shorts containing
opera, monologues and dramatic
scenes. Despite all this positive
activity, the Chronophonograph soon

amplifier using compressed air based
on Parson’s Auxetaphone. By 1913
hetook another swing at the American
market. Gaumont promised major
improvements in both sync and
volume, but his credibility was
damaged. His prior efforts had not
lived up to the expectations of his
commercial supporters. Furthermore,
the general attitude of the industry
was turning completely against the
idea of sound films. There was

CAMERAPHONE
Ghe

Talking, Singing ¢ Playing Pictures

TO WIDE AWAKE MANAGERS:

Gentlemen:—The contracts already made by this Company for the latest revolution in
public entertainments, THE CAMERAPHONE Performances and productions
cover five prominent theatre circuits (theatres, not store shows). Seventy cities are now
contracted for and protected, a score now in operation, big money-getters, and deliveries are
being rushed day and night. Bookings must be arranged at least five weeks before the time of
delivery desived and only substantial managers are encouraged.

q About June 1st we will move into our new building at 11th Avenue and 43d Street, N. Y.,
where all our departments will be combined under one roof covering over fifty thousand
feet of floor area. Then we can quadruple our output of machines and notable new produc-
tions. Get in touch NOW,

National Cameraphone Company

Telephone, 6540 Madison
Cable Address, CAMAPHONE, N. Y.

1161 Broadway, N. Y.

Ad from the Moving Picture News - May 23, 1908

faded away. It suffered from the same
problemsthat would eventually doom
all the endeavors of this period. They
were too expensive for the exhibitors
to install compared to their return,
and they had inadequate amplification
with less than trustworthy
synchronization.

Léon Gaumont was
determined to succeed. He worked
hard to further optimize
synchronization. He also developed
the Elgephone. This was amechanical

mounting evidence that the whole
idea was a financial black hole for
anéyone who became involved with
it.” Thomas Edison would soon cause
this industry attitude to be set in
concrete. He would also fail. After
all, if “The Wizard” was unable to
succeed with sync sound, wasn’t it
time for the film business to bow to
the superior forces of nature and give
up on talking pictures? Maybe.

continued on page 12
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TWENTIETH CENTURY FOX
SOUND EFFECTS LIBRARY

SOUND IDEAS INTRODUCES ANOTHER MOTION PICTURE SOUND
EXTRAVAGANZA: THE TWENTIETH CENTURY FOX SOUND
EFFECTS LIBRARY. THIS SENSATIONAL 10 CD SET,
COMPLETE WITH CARRYING CASE, HAS BEEN DIGITALLY
REMASTERED AND BOASTS OVER 1,350 EXTRAORDINARY
SOUND EFFECTS REPRESENTING YEARS OF
LEGENDARY MOTION PICTURE HISTORY.

A DYNAMIC CAR CD FEATURING:

THE ORIGINAL BATMOBILE, 1910 MODEL T, VW BuG,
FERRARI, MUSTANG, HOT RODS, AUTO RACING,

CAR SKIDS & CRASHES, CHASE SCENES

ANIMALS, AIR TRAFFIC CONTROL, ARROW FIRED,
BASEBALL & BASKETBALL, BOMBER SQUADRONS,
BATTLE SCENES FROM THE ROMANS TO WWwIlI,
FIGHTER JETS, MONSTER GROWLS,

WESTERN SALOON AND A CATTLE DRIVE

BELLS, BOATS, BODY FALLS, BOINGS, BOXING,
CAMERA, CANNONS, CARNIVAL, CASINO, CATAPULT,
CAVE INTERIOR, COURTROOM AND CROWD REACTION,
CRASHES, CROWDS

CROWDS, DOORS, MAJOR EXPLOSION CATEGORY, FIRE,
FIREBALLS, FLAME THROWER, FOOTBALL PRACTICE,
CLASSIC FIGHT SCENES, BOMBS, ELECTRONIC EFFECTS

GAVEL, GLASS CRACKING, GUNS, Bopy HiTs,
TANK GUNS, HORNS, HORSES, CLASSIC RICOCHET,
MACHINE GUNS, HANDCUFFS, STAGE COACH

HITS, DRAGGING BODY, JAIL DOOR, INDIANS,

KNIFE THROWS, JUKE BOX, JUNGLE, SWITCHBLADE,
AQUALUNG, EKG MACHINE, MORSE CODE,

METAL HITS AND CREAKS

MOTORCYCLE, MUSICAL EFFECTS, RADIO, RECORDS,
SHUTTLE COUNTDOWN, PARACHUTE OPENING,
POLICE RADIO CALLS, ROCK FALLS,

ROLLER COASTER, STORMS

: SIRENS, MILITARY, SUBMARINE, SNOWMOBILE,

CAVALRY, SOLDIERS MARCHING, SQUEAKS, SONAR,
SWORD FIGHT, TORPEDOES

: CLASSIC THUNDER CLAP, TELEGRAPH,

TCF#10:

VINTAGE TELEPHONE, VINTAGE TRAFFIC FROM 1931,
A HUGE TRAIN CRASH

TRAINS, TROLLEYS, ARMY TRUCK, WHISTLES,
UNDERWATER SOUNDS, WESTERN AMBIENCE,
WRECKING BALL

EXCLUSIVELY DISTRIBUTED BY

105 WEST BEAVER CREEK ROAD, SUITE #4
RICHMOND HILL, ONTARIO

CANADA L4B 1C6

TEL: (905) 886-5000 FAX: (905) 886-6800

CDN: 1-800-665-3000
U.S.: 1-800-387-3030

TM & © 1995 TWENTIETH CENTURY FOX FILM CORPORATION. ALL RIGHTS RESERVED.
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Sound Production & Communication Equipment

WE SELL & RENT: All Motorola Walkie Talkies & Accessories ®
All Head Sets » Nagra Recorders S.T.C. « 4-2 « Denecke Slates ¢ All Mics » Wireless ¢ Mixers * 3M Tapes ¢

Sales * Rentals * Service
Now We Are Dealers For

MOTOROLA RADIUS DIVISION

2 WAY RADIOS

Batteries » Stelladat by Sonosax ¢ And More!

We can provide you with the newest, best maintained sound and communication equipment with the best prices in Hollywood.

Call or write: 10755 B Magnolia Boulevard, North Hollywood, CA 91601

(818) 845-6496 « FAX (818) 762-3585

MOVING PICTURES THAT TALK - Part 4, continued from page 10

Norton, Whitman and Fitch:
The Cameraphone
Another major player in this

game was E.E. Norton. He was
formerly the mechanical engineer for
the American Graphophone
Company (known to us by the name
of Columbia Phonograph Company,
a venerable firm currently owned by
the Sony Corporation). Norton
invented the Cameraphone, and with
James A. Whitman and attorney
Francis Fitch founded the
Cameraphone Company. They began
leasing equipment to exhibitors by
the Summer of 1908.”

“Productions were simultaneously
exhibited on a large scale in Chicago,
Pueblo,  Norfolk, Baltimore,
Youngstown, Helena, Oakland etc., to
mixed reviews. These exhibitions were
typically vaudeville style shorts of music
and comedy, with only a few dramatic
scenes being produced (e.g., Rip Van
Winkle). This represented the first
instances in this country where popular
stars of the day appeared on the “silver
screen” (actually a sheet of fine China
silk) singing the songs and telling the
Jokes that made them famous...Among
the authentic luminaries were Eva
Tanguay, Stella Mayhew, and Lew
Fields.”

A contemporary trade
publication, MOVING PICTURE
WORLD, gave the following
description of the Cameraphone in
1908;

“...a combination of the moving picture
and the Graphophone. The two are op-
erated by one man, who controls them by
electricity. The moving picture machine
is operated by a spring motor, as is the
Graphophone, which is concealed be-
hind the screen on which the pictures

appear. The gestures, steps, or sounds
indicated in the pictures are heard, if
there is any sound connected with them,
from the Graphophone behindthe screen,

continued on page 13
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thus giving the effect of speaking, as well
as moving pictures. They are perfectly
synchronized; that is, the movement of
the lips in the pictures coincides with the
words from the Graphophone... The
operator, if he finds the pictures slightly
ahead or behind the Graphophone
record, can control the two so absolute-
ly as to bring them in unison. The Cam-
eraphone Company purchases the pro-
Jjecting machine and the Graphophones

from the companies which make them.

They then combine the two in a way
never before successfully
accomplished...The [Cameraphone]
Company, at its New York gallery, re-
hearses the players and makes the mov-
ing picture exposures and Graphophone
records, thus obtaining the music, nois-
es or sounds which properly accompany
the action.

FOR HIRE

NAGRA-D
$200/dy. (Machine Op included)

STELLADAT
$100/dy. (SF Bay Area Only)

FOR SALE

ER-4S CANALPHONES which
provides sonic accuracy with the
virtual eliimination of background
noise. Ideal for location off-tape

monitoring. "Betterthan the Stax
Lambda Pro-reference." (Long,

Audio, 12/93). "The finest
earphones or headphones I've
ever heard." (Bartlett, High
Performance, 6/94). Only $280
($330 retail). 30 day guarantee.
Forspecs and complete reviews:

Jeffrey Silberman
21 Millay Place
Mill Valley, CA 94941
415-380-8273
ambisonx@well.sf.ca.us

This appears to describe a
live sync sound technology. However,
legal documents from the Edison
archive have beenrecently uncovered
by researcher Doug DeFeis. They
cite Edison’s industrial spy, Frank
Mackey who has left behind a more
technically descriptive testimony:

“...when he saw the actors, they were on

stage being filmed while pantomiming
their scene in silence. This is significant
because it proves that the sequences
were filmedfirstand the recording artists
‘dubbed’ their voices to the images on
the screen. This would later change as
Cameraphone s general manager, Carl
Herbert, admitted that this method had
been a waste of time and money, as far
better results were obtained by filming
the players lip-synching to the previously
recorded cylinder.”

One of the more interesting
aspects of the Cameraphone
technology was the method of
amplification. In 1904, Daniel Higham
reduced to practice his invention of
the mechanical friction amplifier.
Known as the Higham-A-Phone
reproducer (pronounced hi-am), his
design utilized a rosin wheel and
friction shoe with a tensile link to the
reproducing diaphragm resulting in
very loud mechanical amplification.
Columbia immediately snapped up
Higham’s design in 1904. Columbia
used this amplifier in their top-of-the-
line Twentieth Century Graphophone
that was produced from 1905 till 1908.
Cameraphone’s Norton, because of
his Columbia connection, was
intimately knowledgeable with this
design and naturally applied it to

motion picture sound reproduction.
Mr. DeFeis uncovered a full page
advertisement from the Columbia
house organ, THE COLUMBIA
RECORD, fromMay of 1908. The ad
proclaims, “..Columbia Graphophone
has been put to a unique and truly
wonderful use by the Cameraphone
Company...”. Ironically, Daniel
Higham would be working for
Thomas A. Edison on his sync sound
system before the end of 1908.
Edison’s industrial spies infil-
trated the Cameraphone Company’s
studio looking for any way to stop
their productions. They found what
they needed, a patent infringing use
of a Pathé-Fréres camera (Pathé-
Freres being a member of the patent
trust). But as Edison’s people pre-
pared suit, The Cameraphone Com-
pany changed names and reincorpo-
rated in Arizona, temporarily stalling
the Edison action."'
Cameraphone’s problems were not
just technical or legal. The perform-
ers themselves were a major obstacle.
Carl Herbert, General Manager, wrote
in 1909:

“Most prominent vaudeville actors and
actresses make poor records, especially
talking acts. So true is this that ofa score
of high salaried ‘headliners’ so em-
ployed, barely two or three have proved
more than provoking disappoint-

)12
ments.’

The Cinephone
Will Barker’s Cinephone was
first brought here from England in
March of 1909." It was one of the
simplest and cheapest systems

continued on page 14
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available. It too was a lip-sync
playback mechanism. There was no
link between the sound and picture
equipment. Barker placed the
playback gramophone in the corner
of the shot with a speed indicator
clearly in view while the players
mouthed to the playing record. Later,
when the film was shown to an
audience, an identical gramophone,
also with an indicator, was placed on
the stage. The projectionist had a
control dial for the gramophone and
all he had to do was ride herd on
matching the two indicators. With
the aid of a quick starting double
spring projector, he could have the
show in sync during the head leader
and before the first image. The whole

thing depended on the projectionist’s
skill. Cinephone’s other asset was a
corporate tie-in with the Victor
Talking Machine Company (RCA’s
corporate ancestor), thus affording
access to all of Victor’s exclusive
performing talent, the best in the
world. Again it was not enough and
Cinephone was out of business by
1911."

Two Steps Forward and One
Step behind

As foreboding asall this failed
effort might have been, it did not
dissuade the “Mighty Casey” from
stepping up to the plate in the person
of Thomas Alva Edison with his
speaking Kinetophone. Next time we

will witness the power and the glory
striking out in Mudville. But oh what
a glorious failure it was. The Wizard
of Menlo Park was not alone. With
him were a colorful cast of characters
like Amet, Higham and others. As
they all struggled with the obvious
and known technologies, the dark
horse of Lauste’s optical sound-on-
film was taking shape inthe primordial
soup.

1
CAME THE DAWN by Cecil M. Hepworth,
Phoenix House Ltd., 1951, pp. 97

? THE LIFE AND ADVENTURES OF CARL
LAEMMLE by John Drinkwater, G.P. Putnum’s Sons,

1931, pp. 166

continued on page 15
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Our new RoboPole
mic boompoles offer the
affordability and strength of
M metal with the lightweight
comparable to carbon fiber.

For example, our long

# production pole extends to

j fifteen feet, yet weighs only
3 pounds 5 ounces including
internal Canare mic cable.

Rent the new
STELLADAT
timecode DAT
recorder, which
features pull-up
and pull-down
capability. We

also rent the Fostex PD2 timecode; as well as the Sony
TCD-D10Proll and D7 non-timecodes.

Our seven and a half foot ENG model tips the scale at
only two pounds including cable.

RoboPoles have a super wide cable exit port that will
even pass the XLR connector so that the poles can be
easily disassembled without tools for cleaning.

Priced at under $300 for the real long one.
We sell all kinds on neat sound stuff. Check us out.

And, of course, we have plenty of Nagra timecodes,
Denecke slates (the best!), Lectrosonics, mixing
boards, RoboPole boompoles, mics, carts, playback
systems, Comteks, and all that kind of stuff.

Oh yeah, we’ve also got over 1500 walkie-talkies,
headsets, speaker mics, base stations, bag radios,
repeaters, cell phones/FAX’s, and all sorts of toys.

Always the best price and the nicest service!

9247 Dorrington Avenue ¢ Arleta California 91331
Rentals (818) 892-9386 « Sales (818) 894-4034 « FAX (818) 894-2625
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* THE COMING OF SOUND TO THE AMERICAN
CINEMA, by J. Douglas Gomery, unpublished
doctoral thesis, University of Wisconsin-Madison,
1975, pp. 34

* GAUMONT CHRONOCHROME PROCESS
DESCRIBED BY THE INVENTOR by Léon
Gaumont, Journal of the SMPTE, January 1959 Vol.
68 - Reprinted in A TECHNOLOGICAL HISTORY
OF MOTION PICTURES AND TELEVISION,
Compiled by Raymond Fielding, University of
California Press, 1967, pp. 65

* THE COMING OF SOUND by Douglas Gomery in
FILM SOUND: Theory and Practice edited by
Elisabeth Weis and John Belton, Columbia University
Press 1985 pp.6

¢ Ibid. Gaumont

" LIGHTS! CAMERAPHONE! ACTION! by Doug
DeFeis, Antique Phonograph Monthly Vol. XI-No.1
Issue No. 89 pp.3-11 also Ibid. Gomery

¥ Ibid. DeFeis

? Moving Picture World, April 25, 1908, pp.369-370 -

reprinted in THE BIRTH OF THE TALKIES by
Harry M. Geduld, Indiana University Press, 1975
19 Ibid. DeFeis

' Moving Picture World, March 20; 1909, pp. 328,
reprinted in Gomery, pp. 30-31

PIbid. Gomery

"Ibid. Hepworth also Ibid. Gomery ‘2.
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Mixing SPEED
by Maslow & Landaker
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Moving Pictures That Talk
Part 5
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Multi-Track Digital Recording
on Set

. J

COFFEY SOUND
SERVICES

" For the discriminating professional "

JUNE 24th

Saturday
10 am. to 4 p.m.

3479 w. CAHUENGA BLVD.
(between Barham and Lankersheim)

We Have Finished Remodeling !

You are cordially invited to:

The Grand Opening of the new and improved

brew of Coffey Sound! Come by for food,

refreshments, and of course, an expresso bar.

Get a 10% coupon off your next rental. Visit

our remodeled showroom and see the latest

products in our new demo room.Park in our
giant new parking lot.Come meet our personable
staff dedicated to serving you. WE'LL SHOW YOU
HOW MUCH WE APPRECIATE YOUR BUSINESS!!!
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