
ROUGH CUT 
by Robert Rouveroy C. S. C. 

On the bottom of this page you'll see 
a blurb about me as the "gimmick 
man". It is rather an undignified de
scription of a subject dear to me. 
That is, that no piece of equipment has 
yet reached the market that some 
improvements or refinements can't 
be made upon. Of course, every cam
eraman is absolutely convinced that 
he could design the ultimate camera 
if someone would just hand him a 
million bucks and some spare time. 

As no one has as yet had the fore
sight to supply me with that much 
dough, I've been reduced to making 
small improvements, here and there. 
Some of them have been foolish, I 
admit, but I'm not alone in this. Story 
goes that eight cameramen had a hand 
in designing the Bolex-Pro, each of 
them contributing their pet ideas. In 
many ways this was the best camera 
on the market: it did exactly what 
these eight cameramen wanted it to do. 
Pity, though, that you'd have to built 
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like a cross between Muhanqmad Ali 
and a Sherman tank to carry it around. 

Back in 1971 I had the fortune to 
team up with a remarkable sound-
person. We were both under contract 
to a large TV network at that time, 
and have worked together ever since. 
The big problem at that time was the 
sync-up of film and sound takes, 
coming in from all over the world to 
the poor film editor. Sure, the clap
board has been with us since time im
memorial, but as filmcrews became 

smaller and smaller, who was going 
to clap that board? So, soundpeople 
started to devise alternatives that are 
still with us, like a small lightbulb and 
beep, accompanied by numbers hasti
ly scrawled on with a felt pen, or 
small daily calendars ripped off for 
the numbers. 

It still didn't help much. Editors 
were still getting 80,000 feet of film 
and transferred tape with hardly any 
identification. It got so bad that sync-
up experts made a good living doing 
nothing else but just that. If there 
was a serious time pressure it often 
happened that extra bodies were call
ed in to sync-up through the night at 
inflated rates. It still happens that 
way. 

And here is where the "gimmick 
man" comes in. But in this case it 
was a woman who got the ideas. My 
sound technician had brought from 
Europe a digital clock with just the 
right innards. True, earlier versions 
of mechanical read-outs had been 
constructed by me, but they were 
rather cumbersome and heavy. So, 
one day she dashed off a very clever 
schematic to make the clock operate 
sequentially, and together we con
structed the prototype. It worked fine, 
so we added a few refinements. 

First, a microphone was installed 
in the Arriflex BL, right beside the 
viewfinder (fig. 1). A small transmit
ter with two-tone encoder inside the 
BL was activated by the (unused) 
zoom switch in the BL handle and the 
signal was radiated by an antenna on 
the back, just behind the footage 
counter. 

The signal is received and decoded 
by a receiver in the slateboard (fig. 
4). The zoom switch has two posi
tions: switch-up and I can ask my 
soundperson to please take that shot
gun out of my shot or, switch-down, it 
activates the read-out and beep on the 
(hopefully) switched-on tape. Two 
rapid flicks light up a small bulb in 
the headset (fig. 5) which is very, 
very handy in a crowd. 

This procedure is only followed in 
situations of very high tension, where 
the soundman and cameraman may be 
separated. You see, simultaneously 
the BL gate light fogs a few frames. 

Normally, she operates the num
bering herself (fig. 6) and presses the 
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light switch (fig. 7) t h a t operates the 
board (fig. 8). Now on top of the 
slateboard there are two switches. 
The first one will make all l ights on 
the board inoperat ive. This is very 
handy when we don ' t wan t anyone to 
know we are recording and shooting. 
Sync is es tabl ished through t h e zoom 
switch and film-fogger. I can jus t let 
the camera run in the general direc
tion, while she tucks the Sennheiser 
815 under her arm, also pointed in the 
general direction - we've got some 
pret ty exclusive stuff t h a t way. 

You see, somet imes " g i m m i c k s " 
can be very helpful. We've a t least 
found t h a t we're m u c h beloved by the 
film editor. We have not lost a shot 
yet (knock on wood), and most direc
tors now know they can dispense with 
the shouted order of "Roll camera , 
roll sound, mark it, ac t ion ." We're 
already underway when he gives us the 
nod. 

As I said before, all these ideas 
came from my soundlady, and together 
we buil t the contrapt ion . It worked 
fine for a very long t ime . So one day. 

when I came back from a commercia l 
shoot, I found a second switch in
stalled on top of the s la teboard . Now 
I knew we had figured out all t h e pa ra 
meters and what we wan ted it to do, 
so I hesis ta ted to ask her w h a t o ther 
fantast ic th ing it was supposed to do. 
I d idn ' t exactly wan t to appear d u m b . 
Well, finally I couldn ' t s t a n d it any 
longer and asked her po in t -b lank wha t 
the d a m n switch was for. 

" T h a t ' s ra ther obvious ," she said 
sweetly. " I t ' s jus t so I can switch you 
off!" D 

From the Mail Box 

The following letter was addressed to Ro
bert Rouveroy, author of "Rough Cut": 

In Cinema Canada No. 27, you mentioned 
that Sennheiser 815 microphones could be 
rented for $15 a day. 

I would like to rent one for the purpose 
of recording a group of musicians on tape. 
Would this type of mike be suitable for 
acoustic and amplified instruments as well 
as for voice? I would also like your advice 
on where I can rent this microphone. 

I look forward to hearing from you. 

Krisztina Taylor 

And Rouveroy replies: 
Dear Ms Taylor, 

Thank you for your inquiry regarding the 
Sennheiser 815. As you know, I'm a film 
cameraman and therefore my knowledge re
garding microphone use is definitely not the 
last word. However, I called around to top-
notch soundmen for advice and they seem 
to concur with my views. 

There are no hard and fast rules on what 
mike is best for what purpose. It depends 
on the material being recorded. You did 
not explain the type of music, be it rock 
or pop or classical. I surmise you're talk
ing about a rock group, as you mentioned 
amplified instruments. Then again, where 
are you recording it? Inside or outside? 
What are the acoustics? How large is the 
group? What kind of instruments do they 
play? Are they a very "loud" group, or 
moderate? 

Professional recording in a studio de
crees multi-track tape, and therefore mul
tiple microphones, carefully set up so as not 
to interfere with each other through the use 
of discriminatory electronic networks and 
physical baffles. Amplified instruments are 
directly fed into their own tracks. Some
times only small groups of musicians re
cord their separate tracks. During play
back, other groups or single instruments 

record their own tracks. During the final 
mix, the multitracks are blended to form 
the whole, usually in stereo. Vocalists es
pecially are recorded separately, as their 
voices tend to blend into the general din. 
Very often at a rock concert the music 
you hear comes from a tape, with the whole 
group "faking" lip-sync, because, frankly, 
none of the groups, including the Beatles, 
are%hat good at a live concert. Diana Ross, 
for instance, almost never sings on stage 
if she can help it. She just mouths it. 
Please refer to a Newsweek article, June 
28 issue. 

The 815 is a very sensitive condenser 
microphone. It is a "shotgun" type mike. 
This means that it will accept sound in a 
fairly narrow beam from the front of the 
microphone. However, sound becomes more 
and more directional at a higher pitch. 
You'll find that the 815 is very directional 
at frequencies above 1000 cycles. Lower 
than that, especially below 400 cycles, the 
815 is not directional at all. So therefore 
it depends very much on how far you'll be 
from the musicians, and if they are inside 
or outside. If the group is very loud, there 
is a tendency for the microphone to "col
lapse". As no headphone can keep out di
rect sound during recording, it is very hard 
to ascertain if this happens. 

So, if the group plays inside, with relative
ly low-resonance walls, and if you are 
yourself not with a group of screaming peo
ple, your best bet is any good omni-direc-
tional microphone, such as the Sennheiser 
105 or any of the good AKGs. You'll have 
to be relatively close to the group. Your 
best position would be equally distant from 
all instruments, but favoring the less loud 
section. In a really "dead" studio, it might 
be of advantage to point the mike towards 
the most relecting wall, rather than the 
group. However, during a film mix, it is 
possible to add artificial "ambience" or 
a bit of echo. Many soundmen prefer this 
route, because it gives them more "con
trol" if they have to do with only one mike. 

The Sennheiser 415 is something like a 
half-"shotgun". It might be your best 
microphone all around for music recording 
as its beam acceptance is fairly broad. It 

sounds "richer" in most music recording 
applications. If you make several tests be
fore you do the actual recording, you may 
find you'll get a sound that you can live 
with. The best position is probably twice 
as far from the group as with the 105, de
pending on the size of the group. Again, 
try to favor the weakest sound. 

The 815 is probably best in a very live 
surrounding, such as the Maple Leaf Gar
dens. The distance should be about four 
times the width of the band on stage. This 
ensures that you won't miss the instru
ments on the side. However, the 815 is also 
much better in a outdoor setting, such as 
Ontario Place. Here your distance should 
be about 6 times the width of the group. 
Ambience and echo can be added later. Be 
sure to point the mike away from very 
loud instruments to prevent "collapse". By 
the way, be sure to look at the tape-
recorder and switch the recording to "mu
sic". Never attempt to use the equalizers 
on a Nagra. Do your recording as "flat" 
as possible. During transfer or mix you 
may equalize and enhance as much as you 
wish, but you can't put in what you did not 
get in the first place. As a matter of fact, 
never equalize anyway during the original 
recording, be it music or speech. 

Sorry the answer could not be short. Re
cording is a highly exacting science involv
ing a lot of artistry. If your soundtrack is 
used in an expensive production it might 
be advisable to engage the best soundman 
you can afford. You usually get what you 
pay for. 

Rental microphones are seldom in top-
notch shape. Most sound technicians own 
their gear and would never consider lend
ing or renting them out. All condenser 
microphones are quite fragile and expensive. 
The AKG D900E is more sturdy as a shot
gun and might be better to rent. All rental 
houses in Toronto have an assortment of 
mikes. I'm sorry I cannot recommend one 
above the other. 

Thank you again for your interest in 
"Rough Cut". I hope I've been of service to ' 
you. 

Robert Rouveroy 
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