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FIS SOUND 317
LECTURE 2

I. THE HISTORY OF SOUND IN FILM

1.) THOMAS EDISON CREATED THE FIRST FILM CAMERA IN 1891.  
2.) THE FIRST FILMS DID NOT HAVE SOUND.
3.) SHOW EDISON SILENT SHORTS.  THEY WERE SILENT SINGLE SHOTS WITH NO CAMERA MOVEMENTS.
4.) THE FIRST FILM PROJECTED IN FRONT OF A LIVE AUDIENCE WAS THE LUMIERE BROTHERS’ “WORKERS LEAVING THE FACTORY” (1895).  
5.) MOST SILENT FILMS WERE ACCOMPANIED BY LIVE MUSIC RANGING FROM A PIANO TO A FULL ORCHESTRA.
6.) BUT SOUND AND IMAGE PROVED DIFFICULT TO SYNCHRONIZE DUE TO INADEQUATE AMPLIFIERS AND LOUDSPEAKERS.
7.) WARNER BROS HAD ADDED MUSIC AND SOUND EFFECTS TO SOME OF ITS FILMS IN 1926-27.  
8.) SYNCHRONIZED SOUND IS DATED FROM 1927 WHEN WARNER BROS RELEASED THE JAZZ SINGER.
9.) SHOW EXCERPT FROM THE JAZZ SINGER.
10.) VITAPHONE WAS A SOUND FILM PROCESS USED ON FEATURE FILMS AND NEARLY 1,000 SHORT SUBJECTS PRODUCED BY WARNER BROS. AND ITS SISTER STUDIO FIRST NATIONAL FROM 1926 TO 1930. VITAPHONE WAS THE LAST, BUT MOST SUCCESSFUL, OF THE SOUND-ON-DISC PROCESSES. THE SOUNDTRACK WAS NOT PRINTED ON THE ACTUAL FILM, BUT WAS ISSUED SEPARATELY ON 16 INCH (40 CM) AND, LATER, 12 INCH (30CM) PHONOGRAPH DISCS RECORDED AT 33 1/3 RPM, A SPEED FIRST USED FOR THIS PROCESS. THE DISCS WOULD BE PLAYED ON A TURNTABLE INDIRECTLY COUPLED TO THE PROJECTOR MOTOR WHILE THE FILM WAS BEING PROJECTED. MANY EARLY TALKIES, SUCH AS THE JAZZ SINGER (1927), USED THE VITAPHONE PROCESS.
11.) BY 1929 SOUND HAD BEEN ADOPTED THROUGHOUT THE AMERICAN STUDIOS AND THEATERS WERE QUICKLY BEING CONVERTED.
12.) MANY RESISTED SOUND FILM, FEARING THE STATIC, DIALOGUE RIDDEN SCRIPTS WOULD RUIN THE ARTISTIC QUALITIES OF THE SILENT ERA.
13.) 1928  “STATEMENT ON SOUND” – SERGEI EISENSTEIN WARNED AGAINST THE UNIMAGINATIVE USE OF SOUND.  SIMPLY FILMING CHARACTERS TALKING WOULD DESTROY HIS CONCEPT OF MONTAGE.  HE BELIEVED THAT SOUND SHOULD NOT SIMPLY DUPLICATE THE IMAGE BUT ADD TO IT IN SOME WAY.
14.) FILMMAKERS OF THE MONTAGE MOVEMENT WELCOMED SOUND AS A WAY OF CREATING JUXTAPOSITION.  (ALONE, DESERTER)
15.) EARLY SOUND TECHNOLOGY POSED PROBLEMS.
16.) THE FIRST MIKES WERE OMNIDIRECTIONAL AND PICKED UP ANY NOISE ON SET.
17.) CAMERAS WHICH MADE NOISE HAD TO BE PLACED IN SOUND PROOF BOOTHS.
18.) INITIALLY ALL SOUNDS HAD TO BE RECORDED AT ONCE, THERE WAS NO MIXING OF SOUNDTRACKS.
19.) IF THERE WAS TO BE MUSIC, THE INSTRUMENTS HAD TO PLAY NEAR THE SET.
20.) MULTI-CAMERA SHOOTING WAS WIDELY ADOPTED BECAUSE EACH SCENE HAD TO BE FILMED STRAIGHT THROUGH FOR CONTINUITY/LIP SYNCHRONIZATION.  THUS. MANY EARLY FILMS WERE STATIC AND FULL OF DIALOGUE.  
21.) SHOW THE LIGHTS OF NEW YORK.
22.) FILMMAKERS WERE USED TO FILMING MULTI-CAMERA IN THE SILENT ERA BUT NOW THE BOOTHS POSED PROBLEMS WITH FRAMING.
23.) THE FIRST MIKES WERE INSENSITIVE SO ACTORS WERE TOLD TO TAKE DICTION LESSONS TO SPEAK SLOWLY AND DISTINCTLY.
24.) SHOW SINGING IN THE RAIN.
25.) TECHNICIANS INVENTED PADDED METAL BLIMPS TO SILENCE THE CAMERAS.
26.) BY 1931 IT BECAME POSSIBLE TO RECORD MORE THAN ONE TRACK OF SOUND FOR A SCENE AND TO MIX THEM INTO A FINAL SINGLE TRACK.
27.) NONDIEGETIC MUSIC AND SOUND EFFECTS COULD BE RECORDED AFTER THE SCENE HAD BEEN SHOT.  PRE-RECORDED SOUNDS COULD BE LIP SYNCHED.
28.) MULTIPLE CAMERA ANGLES CEASED.

II.  WHO IS THE SOUND DEPARTMENT? 

1.) THE PRODUCTION SOUND RECORDIST RECORDS THE SOUND ON SET OR LOCATION.  THEY GENERALLY CONTROL THE MIC TECHNIQUE, OPERATE THE AUDIO MIXER, AND THE RECORDER.  THEY ARE IN CHARGE OF THE BOOM OPERATOR.  THEY WORK SOLEY DURING PRE-PRODUCTION AND PRODUCTION.

2.) THE BOOM OPERATOR IS THE USER OF A MICROPHONE BOOM, WHOSE OTHER DUTIES INCLUDE OPERATION OF FISHPOLES, PLANTING OF HIDDEN MICROPHONES ON THE SET, AND PLACEMENT OF RADIO MICS AND THEIR TRANSMITTERSON THE ATORS.  THEY OFTEN HAVE A SOPHISTICATED JOB TO DO IN BALANCING AMONG THE ACTORS TO GET THE BEST RECORDING OF EACH OF THEM.  THEY LEARN THE SCRIPT THROUGH REHEARSAL IN ORDER TO ANTICIPATE MOVES ON THE PART OF THE ACTORS, TO ACCOMMODATE CAMERA MOVES, DIALOG OVERLAPS AND OTHER THINGS.  THEY ALSO ARE RESPONSIBLE FOR AVOIDING BOOM SHADOWS AND GETTING THE MIC IN THE FRAME.

3.) THE SOUND EDITOR OR SOUND DESIGNER’S JOB BEGINS ONCE THE MOVIE HAS BEEN FILMED AND EDITED.  THIS IS KNOWN AS THE  AUDIO POST PRODUCTION PHASE.

4.) THE SOUND EDITOR’S RESPONSIBILITY IS TO PREPARE ALL DIALOGUE, BACKGROUND SOUNDS, SOUND EFFECTS AND MUSIC FOR THE FINAL MIX.

5.) [bookmark: _GoBack]SEE THE WORK OF WALTER MURCH AND BEN BURTT.

6.) ADR RECORDIST:  SOMETIMES THE BACKGROUND NOISE IS SO BAD THAT THE DIALOGUE IS UNUSABLE.  THE ADR RECORDIST MUST OVERSEE ADR OR AUTOMATED DIALOGUE REPLACEMENT, WHERE THE ACTORS ARE BROUGHT INTO A SPECIAL STUDIO WHERE THEY RE-RECORD THE DIALOGUE AND SYNC IT UP WITH PICTURE. ALSO KNOWN AS LOOPING.

7.) FOLEY ARTIST:  OVERSEE THE CREATION OF SOUND EFFECTS IN A SOUND STUDIO WHILE WATCHING PICTURE.  THERE ARE THREE DIFFERENT KINDS OF SOUND EFFECTS INCLUDING BACKGROUND EFFECTS, HARD EFFECTS AND FOLEY EFFECTS.  ONLY DIALOGUE IS RECORDED ON LOCATION.
-BACKGROUND:  ESTABLISH AMBIENCE
-HARD:  GUNSHOTS, PUNCHES AND DOOR SLAMS.
-FOLEY:  THEY CREATE EFFECTS USING UNCONVENTIONAL MEANS.

8.) COMPOSER/MUSIC SUPERVISOR:  COMPOSER COMPOSES MUSIC CUES FOR FILM.  MUSIC SUPERVISOR LICENSES PRE-EXISTING SONGS FOR FILM.

9.) MIXER:  MIXER MIXES ALL FOUR ELEMENTS (DIALOGUE, NARRATION, SFX AND MUSIC) TOGETHER.
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