ADR  

ADR stand for "Automated" or "Automatic" Dialog Replacement.  

Dialog that cannot be salvaged from production tracks must be  
re-recorded in a process called looping or ADR.   

Looping originally involved recording an actor who spoke lines in  
sync to "loops" of the image which were played over and over along  
with matching lengths of recording tape. ADR, though faster, is still  
painstaking work.   

An actor watches the image repeatedly while listening to the original production track on headphones as a guide. The actor then re-performs each line to match the wording and lip movements. Actors vary in their ability to achieve sync and to recapture the emotional tone of their performance.   

Marion Brando likes to loop because he doesn't like to freeze a performance until he knows its final context.  (People have said that one reason he mumbles is to make the production sound unusable so that he can make adjustments in looping.)  

ADR is usually considered a necessary evil but there are moments when looping can be used not just for technical reasons but to add new character or interpretation to a shot. Just by altering a few key words or phrases an actor can change the emotional bent on a scene.  

Ambience 

Ambience pertains to the pervading atmosphere of a place. (Often more of a psychological, rather than technical description)  

Ambience is widely used as a synonym for ambient sound. Ambient sound consists of noises present i the environment.   

In film and video sound production term Ambience usually means the background sound accompanying a scene.   Ambience is used for background sounds. 

(1)  present in the original production recording (a better term for it is presence)
(2) deliberately added in sound effects editing in order to provide an acoustic space around the rest of the dialog and sound effects.

Acoustic properties

Loudness:

The sound we hear results from vibration in the air. The amplitude, or breadth, of vibrations produces our sense of loudness, or volume. Film sound constantly manipulates sound volume. For example, in many films a long shot of a busy street is accompanied by loud traffic noises, but when two people meet and start to speak, the loudness of the noise is characterized as much by the difference in volume as by the substance of the talk.  

Loudness is also related to perceived distance; often the loader the sound, the closer we take it to be. The couple's dialogue, being louder, is sensed as in the acoustic "foreground", while the traffic noise sinks to the background.   

  

Pitch:  

The frequency of sound vibrations governs pitch, or the perceived "highness" or "lowness" of the sound.   

Certain instruments, such as the tuning fork, can produce pure tones, but most sounds, in life and on film, are "complex tones", batches of different frequencies. Nevertheless pitch plays a useful role in picking out distinct sounds in a film sound track. It helps us to distinguish music and speech from other sounds. Pitch also serves to distinguish among objects.   

Low-pitched sounds such as thumps, can evoke hollow objects, while higher-pitched sounds (like of fingernails scratching a blackboard) suggest smoother or harder surfaces and more dense objects.  

Pitch can also serve more specific purpose in a film. When a young boy tries to speak in a man's deep voice and fails (as in How Green was My Valley) the joke is based primarily on pitch.   

When Bernard Hermann obtained the effects of shrill, birdlike shrieking in Hitchcock's Psycho, even many musicians could not recognize the source: violins played at extraordinarily high pitch.  

  

  

Timbre: 

The harmonic components of sound give it a certain "color" or tone quality - what musicians call timbre.   

Timbre is actually a less fundamental acoustic parameter than amplitude or frequency, but it is indispensable in describing the texture or "feel" of a sound. When we call someone's voice nasal or certain musical tone mellow, we are referring to timbre. In everyday life, recognition of familiar sound is largely a matter of various aspects of timbre.  

Filmmakers manipulate timbre continually. Timbre can help articulate portions of the sound track, as when it differentiates musical instruments from another. Timbre also "comes forward" on certain occasions, as in the clichéd use of oleaginous saxophone tones behind seduction scenes.  

As fundamental components of film sound, loudness, pitch and timbre interact to define the overall sonic texture of a film. At the most elementary level, these three acoustic factors enable us to distinguish the various sounds in film. For example these qualities enable us to recognize different characters' voices.  

Citizen Kane offers a wide range of sound manipulations. Echo chambers alter timbre and volume. The plot's shifts between times and places are covered by continuing dissolves to a shot of crowd applauding (a shift in volume, timbre and pitch)  

Edited excerpts from David Bordwell's & Kristin Thompson's "Sound in Cinema" in FILM ART - an introduction 

Audio Visual Contract

The audiovisual relationship is not natural but rather a sort of symbolic pact to which the audio-spectator agrees to forget that sound is coming from loudspeakers and picture from the screen. The audio-spectator considers the elements of sound and image to be participating in one the same entity or world.   

The result of the audio-visual contract is that one perception influences the other and transforms it. So that ...  

  

We never see the same thing when we also hear.   

We don't hear the same thing when we see as well.

 

(Edited excerpt: Michel Chion, Audio-Vision)
“Characteristic” sounds  

A characteristic sound is what a sound should be according to someone's perception of the sound.   

When a natural sound is manipulated to achieve a desired effect, it becomes characteristic.  

To satisfy either personal dictates or production demands sound effects have to....  

*
be recognizable
*
meet audience expectations
When directors are forced to choose between authenticity and dramatic impact, they will usually opt for the latter and use "dramatic license" as an excuse. (If the same dramatic results can be provided by natural sounds, so much the better) 

Characteristics of sound (musical)

Rhythm

Intensity

Pitch

Timbre

Speed

Shape

Organization
Diegetic sound  

Sound whose source is visible on the screen or whose source is implied to be present by the action of the film:  

*
voices of characters 

*
sounds made by objects in the story 

*
music represented as coming from instruments in the story space ( = source music)

Diegetic sound is any sound presented as originated from source within the film's world  

Diegetic sound can be either on screen or off screen depending on whatever its source is within the frame or outside the frame.  

Another term for diegetic sound is actual sound   

Diegesis is a Greek word for "recounted story"  

The film's diegesis is the total world of the story action   

Direct Sound and Reflected Sound
[Sound Perspective]
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 Direct sound issues from the source itself, such as those frequencies coming from an actor’s mouth.  

When a person is close to us, we hear essentially direct sound including low-frequency chest tones. 

As the person moves farther away, we hear more of the reflected sound.  

Unfortunately, "direct sound" is also synonym for the original production sound
Reflected sound is produced by the direct sound bouncing off the walls, floor etc. Reflected sound s much more complex in character than direct sound because the surfaces are at different distances from the source and have widely varying reflective properties.  

Interiors that contains a lot of hard surfaces - glass, stone, metal, etc. - are said to be "live" because of their high reflectivity. Soft or porous materials, like carpeting, draperies and upholstered furniture, are sound deadening. As furniture is moved into an empty room, the acoustics became "dead". 
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Emotional realism 

The same sound can serve both the physical and the emotional meaning. It is possible to superimpose the emotional realism over the physical of the scene. The sound track reflects the mood of the story and the characters’ feelings.  

Peckinpah's Straw Dogs [1] includes gunshots and shattering glass as well. Peckinpah even uses emotional realism to heighten character's primal feelings. At a church social, off-frame sounds express a woman's emotions about to being in the same room as the men who raped her. The shrillness of children's noise making gives the church social a relentless disturbing quality. 
Establishing sound  

Sound that establishes, from the very beginning of a scene, the general character of the surroundings.  

During the late and thirties, Hollywood typically used onscreen establishing sound (for example, traffic sounds accompanying a shot of Times Square), but regularly turned to off-screen establishing sound during the forties (for example, traffic sound accompanying a shot of a bedroom with shades pulled down)  

Establishing sound is usually removed or regularly reduced in volume during dialogue, but may return in the form of reestablishing sound (sometimes but not systematically, accompanied by a reestablishing shot).  

Rick Altman: Sound Theory/Sound Practice  page 250  

Fidelity 

A recorded sounds faithfulness to its original source.

Foley  

A sound effects technique for synchronous effects or live effects.   

The Foley technique are named for Jack Foley, a sound editor at Universal Studios   

  

Foley artists match live sound effects with the action of the picture.   

The sound effects are laid "manually" and not cut in with film. Foley is an excellent means of supplying the subtle sounds that production mikes often miss. The rustling of clothing and a squeak of a saddle when a rider mounts his horse give a scene a touch of realism that is difficult to provide using other effects methods. A steamy sex scene was probably created by a foley artist making dispassionate love to his or her own wrist.    

The good Foley artist must "became" the actor with whom they are synching effects or the sounds will lack the necessary realism to be convincing.   Most successful Foley artists are audiles; they can look at an object and imagine what type of sound it can be made to produce.   

The foley crew will include the artist or "walker," who makes the sound, and a technician or two to record and mix it.   

A foley stage often appears to be storage areas for the studio's unwanted junk. Metal laundry tubes are filled to the brim with metal trays, tin pie plates, empty soda cans, hubcaps, bedpans, knives, forks and broken staple guns. These crash tubes are used for anything from comedy crashes to adding presence (brightness and naturalness) to something as serious as a car crash.   

Embedded in the floor is the heart of any Foley stage - the walking surfaces (for the production of all types of footsteps)   

   

 More about foley...  

*
Q & A about Foley www.filmsound.org/QA/foley.htm
*
The Art of Foley   www.marblehead.net/foley
- a tutorial designed to educate and inspire those interested in the craft of movie sound effects.  

*
Foley in Phantom Menace www.filmsound.org/starwars/phantomfoley.htm
*
Robert L Mott's Sound Effects - Radio, TV, and Film  
Hyper-Real sound   

Many sound recordings for film and television are  over-emphatically stated, over-hyped, and exaggerated compared to sound in real life.   

One reason for this is that there is typically so much competing sound at any given moment that each sound that must be heard has to be rather over-emphatically stated, just to read through the clutter. Heard in isolation, the recordings seem silly, over-hyped, but heard in context, they assume a more natural balance.   

The elements that often best illustrate this effect recorded while watching a picture such as footsteps, and are often exaggerated from how they would be in reality, both in loudness and in intimacy.   

While some of this exaggeration is due to the experience of practitioners finding that average sound playback systems obscure details, a good deal if the exaggerations still is desirable under the best playback conditions, simply because of the competition for other kinds of sound.  

Source: Tom Holminson, Sound for Film and TV page xvi

Listening Modes 
 

REDUCED – Having a real time awareness of sound quality parameters. 

CAUSAL – gathering information and qualifying the space, object or person creating sound.

SEMANTIC – pertaining to spoken language or other code systems that symbolize ideas, actions and things.

REFERENTIAL  - linking sound not only to the source but also to an emotion and/or meaning.

MOS 
  

The term "M O S" is used, on a slate, when a scene is filmed without sync sound (or any sound).  

What MOS originally stood for is still up for discussion.   

   

The "Mit out Sound" legend  

Some of the early directors in Hollywood, whose first language was German, had trouble with the sound with.  So instead of saying, " we are recording this scene "without sound" the words came out "We are recording this scene mitout sound.  Because this word corruption, MOS means "without sound"  

MOS may stand for...  
*
Minus optical signal

*
Minus optical sound

*
Minus optical stripe

*
Muted on screen

*
Mute on sound

*
Mic off stage

*
Music on side

*
Motor only shot

· Motor only sync

Non-diegetic sound 

Sound whose source is neither visible on the screen nor has been implied to be present in the action:  

*
narrator's commentary

*
sound effects which is added for the dramatic effect

*
mood music

Non-diegetic sound is represented as coming from the a source outside story space.  

The distinction between diegetic or non-diegetic sound depends on our understanding of the conventions of film viewing and listening.  We know of that certain sounds are represented as coming from the story world, while others are represented as coming from outside the space of the story events.  A play with diegetic and non-diegetic conventions can be used to create ambiguity (horror), or to surprise the audience (comedy).  

Another term for non-diegetic sound is commentary sound.  

Natural sounds
   

A natural sound is that of an actual source. Natural sounds are unadorned production sounds.  

In film and television, many natural sounds do not meet everyone’s expectations. When this happens, they are either replaced with more suitable sounds or the natural sound is layered (other sounds are added) to make it more desirable.  

  

*
The actual sound item for a  .38 pistol will come off sounding like a "anemic" cap pistol.

*
The  "dramatic ricochet" with gradually decreasing pitch is extensively used in film and TV (instead of all other possible ricochet sounds)

Natural sound was popular in the early days of radio and film.  

Our perception of natural sounds has become so influenced by ideology about sounds that we are often disappointed with reality.   

Production sound   

   Other terms are On-location Sounds and Direct sound   

Sound recorded at the actual location of principal photography, whether on-stage at a movie lot or on-location. It can be difficult to get usable dialogue or other sounds at time of filming, especially on-location.   

Background sound such as honking horns or shouting people or even the noises of the film crew itself can obscure dialogue or otherwise produce an effect that the director does not want in the sound of the film.   

Outdoor locations can be especially difficult due to the very limited control the film-makers have of the environment.   

 

The term Direct sound is often used as the opposite to Reflected sound  

Point-of-audition sound 
Sound identified by its physical characteristic (principally reduced volume and increased reverb) as it might be heard by a character within the film.  

Regularly used both to join spaces whose relationship cannot easily be presented in a single establishing shot, and to promote identification between the audience and carefully selected characters.  

Unlike the point-of-view sequence, which often moves from the viewer to the object or character viewed, the point-of-audition sequence typically begins with a shot of the sound source, introducing point-of-audition sound when we cut to a shot of the auditor  

Rick Altman: Sound Theory/Sound Practice  page 251

Room Tone   

(other terms are Presence and Atmosphere)  

A locations’ "aural fingerprint" - nonspecific sounds on the upper end (somewhere between 2 000 and 8 000 Hz)   

Each room has a distinct presence of subtle sounds created by the movement of air particles in a particular volume. A microphone placed in two different empty rooms will produce different room tone for each.   

  

*
Room tone is recorded during 'production sound recording'

*
Room tone is used to match the production sound track so that it may be intercut with the track and provide a continuous-sounding background.

· Room ton may smooth out edit points and give a feeling of life in a sound-deadened studio. The soundtrack "going dead" would be perceived by the audience not as silence but as a failure of the sound system. 

Scratch mixes/Temp Tracks

   

Most directors don't want to screen a picture for anybody unless it has a complete and full soundtrack—a temp track with temporary sounds, temporary music and dialog to give the audience a preview of what the final, polished soundtrack will be.   

Because of demands for scratch mixes the sound editors are under  

greater time constraints than ever. By the first scratch mix, the  

editors must have cleaned up noticeable sound-image problems and  

supplied the major effects.   

Semi-sync 

A characteristic of sound that is apparently synchronized with onscreen action of secondary importance.  

This technique is often used for the linking of stock sound footage to mobs, parades, battles, or other large-scale scenes where the viewer cannot possible check whether each sound is actually synchronized to an onscreen image.  

It is heavily used by television news to accompany background action still photographs  

Rick Altman: Sound Theory/Sound Practice page 251 

Sound designer

Sound designer is an illusive term with different meaning:  

(1) "Sound designers" are artists who are brought on staff during the planning stages of a film, along with the set and costume designers, and who do their own mixing. The sound designer works with the director to shape an overall, consistent soundtrack that exploits the expressive possibilities of the sound medium.   

The over all sound design is organically related to the narrative and thematic needs of the film, and has integrity not possible if sound is divided among an entire bureaucracy.   

In Jurassic Park, Gary Rydstrom  first designed the sounds of the dinosaurs and then models were built to match those roars.   

Ben Burtt and the sound design of Star Wars   

  

(2) "Sound designer" can also refer to a person brought on to create just one kind of effect.  

Ron Bochar was hired late in the post production of Wolf just to create the effects that accompanied Nicholson turning into a beast  

Sound hermeneutic  
[sound motif ]  

Cinema sound typically asks the question: “WHERE [does this sound come from]?"  

Visually identifying the source of the sound, the image usually responds: “HERE”.  The sound hermeneutic is full question and answer process, as followed by the film spectator/auditor  

Rick Altman: Sound Theory/Sound Practice page 252 

Sound loop 

A continuous loop of recorded sound, designed to prove background sound throughout a scene, often in semi-sync manner  

Rick Altman: Sound Theory/Sound Practice page 252 

Soundscape  

------------------------------------------------------------------------

The characteristic types of sound commonly heard in a given period or location.  

For example, the late nineteenth-century American soundscape was largely limited to unamplified, live sounds, while the soundscape of the mid twenties included radio, electrically recorded disks, and public address, as well as live music, theater, and an increasing number of unmuffled motors.  

In much of the world, today soundscape is characterized by competition among multiple amplified sounds, along with attempts (like the Walkman and acoustic panels) to restore individual aural autonomy in sound micro-atmospheres.  

Rural, maritime, and Third World soundscape of course offer their own particularities, as do early morning and late evening soundscapes.  

Rick Altman: Sound Theory/Sound Practice page 252  

Sound motif 

A sound effect or combination of sound effects that are associated with a particular character, setting, situation or idea through the film.  

The sound motifs condition the audience emotionally for the intervention, arrival, or actions of a particular character. The sound motifs can be very useful in the rough cut, where they help clarify the narrative functions of the characters and provide a sound association for those characters as we move through the story.  

The use of sound motifs can help shape a story that requires many characters and many locations and help unify the film and sustain its narrative and thematic development.  

------------------------------------------------------------------------

Edited excerpt  

Dancyger: Technique of Film and Video Editing  

Robert Bresson's A man Escaped (Un Condamné à mort c'est éscappè) shows how sound motifs function through a film (Functions of Film sound in Film Art p 318 - 326) 

Sound Perspective
Close perspective sound contains a high ratio of direct sound to reflected sound 

Distant perspective sound contains a high ratio of reflected sound to direct sound 

More about Sound Perspective at Queen's Film Studies (Audiomovies in QuickTime)

Supervising Sound Editor 

  

On the average A-picture the first postproduction sound person brought onto the film is the supervising sound editor, who not only directs and coordinates the creative contributions of the postproduction sound staff but also must handle all the related administrative duties like scheduling mixes.  

The tendency is to bring the supervising editor on earlier and earlier. The main reason is the changing demands for sound in early screenings. (Scratch mixes). This practice has engendered the greatest changes in the logistics of postproduction sound in the last two decades.  

Walla 

A sound effect for the murmur of a crowd in the background. 
Walla is often used as subliminal aural communication and  sets a mood or a tone. 

The word walla was created in the old radio days when they needed the sound of a crowd in the background. They found if several people simply repeated "walla, walla, walla, walla"  it sounded like people talking. The audience did not really hear the words, just the buzz of voices. 

Walla group (another term is ADR group)  
Today the walla group uses real words and real conversations. The walla actors come prepared. They have been informed of the period and locale of the film and have researched the local jargon and geography so that the background dialogue will be authentic. The material is mostly improvised. Group walla has to be cut very skillfully like sound effects so that it does not sound artificially placed. The audience should not hear too much when the principal actors pause. The editor weaves the group walla in and out.  

It is usually the ADR supervisor who works with the walla group. At this point of the postproduction schedule the director might need to be on the scoring stage with music or in the cutting room with opticals. 

The sound coming from a radio or loud speaker are mostly written and recorded by the ADR group. This because If in production they use a real radio or TV program then they will have the problem of getting legal clearances and perhaps paying fees. 

There are no group sounds on the production soundtrack. The extras do not say anything - they are mouthing it. 
