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Sound Editorial
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This module is split into 6 chapters and will cover the following topics:
· Introduction
· Chapter One: Sound work during picture editorial 
· Chapter Two: Sound editorial turnover
· Chapter Three: Spotting sessions
· Chapter Four: The sound editorial process
· Chapter Five: The sound editorial team
· Chapter Six: Conclusions
Introduction
This module is part of a series on sound within film and TV post-production. In this module, we will delve into sound editorial.
[bookmark: _Chapter_One:_Sound]Chapter One: Sound work during picture editorial
Before moving on, we recommend you watch the Sound Pipeline module to learn about the sound workflow and personnel within TV and film.
After this module, we suggest moving on to Sound Mixing to learn about the final stages of the sound process. 
In the Sound Pipelines module, we discussed how sound editorial preparation should begin in pre-production.
At this stage, the Sound Supervisor and Sound Designer will review the script and collaborate with the Post-Production Supervisor to assess the schedule and budget.
During production, their role is generally limited to resolving on-set issues, though some sound design work may be carried out to help actors visualise specific elements or to assist the director or showrunner in evaluating a picture cut.
The sound editorial work begins during picture offline editorial, undertaken by the offline editorial team. However, the sound editorial team typically becomes involved around the Director’s cut stage, or later, for lower-budget projects.
It’s important to build a strong relationship between offline and sound editorial early. This ensures smoother collaboration and better results later in post-production.
The sound editorial team’s involvement during offline editorial may range from ongoing discussions to active work.
Some sound work is initially carried out alongside picture editing. A Picture Editor or 1st Assistant Editor will create "cutting copy" sound, layering sound elements onto individual tracks in the Editor’s timeline, organised into dialogue, music, and effects. This allows grouped tracks to be exported as guide tracks for the sound team. 
Though created roughly, the guide tracks are essential in conveying the creative team’s vision and intended style for the sound.
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To prepare for sound editorial, the offline editorial team must prepare several key components. This process, known as the turnover, involves essential elements that allow the team to work efficiently. These will include:
· Guide Video
· Guide audio tracks for dialogue, music, and FX. 
· An Advanced Authoring Format (AAF) or Open Media Framework (OMF) export, which includes metadata from all audio tracks within the picture edit.
· The Edit Decision List (EDL) provides a list of all the edits and gives access to all of the microphones used on-set.
· If there had been a previous turnover, then a change list would be included which is a list of picture and audio changes from the previous version. Change lists can be supplied manually as timecodes on email or supplied in an EDL.
· The marked-up script from set and Sound Recordist reports will also be sent over if this is the first turnover.
The offline editorial sequence must be properly named and versioned to ensure accurate tracking throughout the process. The sound team will also need the sound captured on-set, if these have not been delivered already.
Ideally, sound editorial work would begin only after picture lock and the completion of all final VFX, as this is the most cost-effective approach. If the Offline Editor carries on cutting after the sound editorial process begins, then there is a danger of wasting time on work that may need to be redone.
The sound team would typically receive all the sound as it was recorded on-set, which is commonly referred to as the production sound or sound rushes. Once the sound team have received the turnover, they complete the sound conform. This is the process of rebuilding the editing timeline in the sound editing software.
When there is a recut, the sound team needs to assess the scope of the recut to make informed decisions and allocate sufficient time for the work to be re-completed. 
Clear planning and open communication are key to reducing disruptions and streamlining the workflow. 
A detailed change list is vital for communicating updates to the sound editorial team, whether delivered manually via email with timecode adjustments or through an Edit Decision List.
[bookmark: _Chapter_Three:_Spotting]Chapter Three: Spotting sessions
Once sound editorial are officially on board, they will carry out a spotting session. This is where they mark up on the timeline where certain sounds will be required, such as sections of dialogue, specific effects or music cues to begin.
People who will attend the sound spotting session should be
· The Director
· The Picture Editor
· The Lead Producer or Showrunner
· The Supervising Sound Editor 
· And the Sound Designer. 
You may also have other members of the sound department, such as the Supervising Dialogue Editor and someone from the Foley team.
Sound is deeply creative work and requires as much alignment with the creative vision for a project as the picture. 
The spotting sessions are mainly done in person with the sound team, however, secure online platforms are sometimes also used.
[bookmark: _Chapter_Four:_The][bookmark: _Giving_constructive_feedback][bookmark: _Chapter_Four:_Post-production:]Chapter Four: The sound editorial process
The Supervising Sound Editor is the Head of Department who not only manages the team but oversees every aspect of the sound workflow. They are also responsible for managing the sound budget and ensuring the workflow of the sound team is well-organised and efficient. They will be the main point of contact for the Post Supervisor.
In some projects, the Supervising Sound Editor also takes on the role of Sound Designer, though this is not always the case. 
The size of the entire sound team is highly dependent on the scope of a production, as well as the personal preferences of the Supervising Sound Editor. On some productions, the Supervisor might do all the work by themselves. On other projects, the sound team could be as big as 15 crew members or more.
A central aspect of the Sound Editor's work is what’s known as "tracklaying." This refers to the process of organising and placing audio elements onto individual tracks within non-linear editing software. Whether it’s dialogue, music, or sound effects, tracklaying essentially means ‘sound editing.’
Each sound element is placed on its own track, which may result in hundreds or even thousands of tracks in a project. Grouping similar tracks helps the Re-Recording Mixer easily locate and work with specific elements during the mixing stage.
These tracks are configured into sound delivery channel configurations. This may be  5.1, 7.1 and Dolby Atmos. This is simply the number of speakers you are using, the first number being the amount of speakers and the second being the subwoofer which reproduces low frequency sounds. Dolby Atmos will automatically adjust to different amounts of speakers as it provides object-based sound.
Mixing in multichannel allows for a highly immersive audio experience to enhance the storytelling.
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Within sound editorial, there are a number of different types of sound being edited. Let's go through the different elements.
Let’s start with dialogue, specifically at the production sound.
The Dialogue Editor carefully reviews the original production recordings from the set, selecting the best takes from the boom mic, radio mic, or a combination of both. They then tracklay these chosen clips to create the production dialogue track. To avoid unnatural dropouts in the ambient sound around the dialogue, they add what is known as 'fill' behind the clips. This is composed of background noise from the set, and maintains a consistent ambient sound, to ensure the dialogue flows naturally and sounds cohesive.
In the world of dialogue, True sync refers to when the recorded audio perfectly matches the same take as the picture. However, if the selected audio take differs from the selected picture take, the Dialogue Editor will adjust the audio to fit. If this isn’t possible, ADR (Automated Dialogue Replacement) may be required.
ADR is the process of re-recording dialogue to match the picture for film or TV, typically in a quieter, controlled environment like a recording studio. There are three main types of ADR:
Firstly, Technical ADR. This is used to fix issues such as poor recording quality, unclear speech, or interference from extraneous sounds like wind or rain machines.
Secondly, creative ADR which includes adding new lines of dialogue or enhancing the original performance to better support the story.
And finally crowd ADR which involves recording specific crowd sounds to match the picture, as there often isn’t enough time on set to capture these sounds.
Each individual ADR scripted line to record is referred to as a "Cue" which are recorded on a cue sheet. The length of the ADR sessions are typically based on the number of cues, but this can vary depending on how comfortable the Actor is with ADR work. 
An ADR session typically involves the ADR Recordist, the ADR Editor, the Director, and the Actor.
Now we move onto sound design. 
Sound design is a broad term that can refer to all the sound elements in a show or film, it can apply to dialogue, music, sound effects, and ambience. Every sound being deliberately selected or crafted, making the entire audio experience a form of design.
However, the title ‘Sound Designer’ typically refers to a specialist within the sound department, usually a Sound Editor who focuses on sound effects and Foley. Their role is to create or manipulate sounds to craft a unique auditory environment—often called a soundscape or sound world—that enhances the storytelling and atmosphere of the project.
Next, we have sound effects, sometimes included in the Sound Designer’s job they can also be a separate position. Sound FX Editors fill in all the missing sound effects that aren’t captured in the production audio. They will also create new sounds to enhance the action. These are typically specific “hard” or “spot” effects, such as car engines, gunshots, or explosions. This work is crucial, as missing sounds are immediately noticeable to the audience and can disrupt their ability to suspend disbelief.
In addition to spot effects, the atmospheres they create contribute significantly to the creative tension of a scene. The hum of oppressive air conditioning can heighten unease, while the gentle lapping of ocean waves can evoke a carefree, serene mood.
And finally, there is Foley.
Foley is the art of recording everyday sound effects to picture and is used extensively in film and TV. By recreating subtle, everyday sounds, like the creak of a chair, or the crunch of footsteps, Foley makes scenes feel authentic in a way that production sound alone may not. These details not only enhance storytelling and emotional impact but also provide a consistent and high-quality sound bed, making the film easier to dub and distribute internationally.
There are three main types of Foley FX: these are footsteps, moves and spots. Footsteps are recreating the sound of the footsteps someone makes. A Foley artist will replicate the footwear and the surface they’re walking on. Moves include the sounds of movement such as the rustling of clothes and movement of items. Spots are spot effects which are close intimate sounds that need to sync up with the picture.
Foley will be one of the final processes and will ideally be completed after picture lock as it is being recorded exactly to the picture. it can be fiddly to recut and may end up needing to be totally re-recorded and re-fit if a take or shot has changed.
In film, temp Foley may be recorded to help an audience to suspend their disbelief while watching a temp cut. Temp Foley may be either redone or discarded entirely after its purpose has been fulfilled.
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This concludes our session on sound editorial. Our takeaways from this session should be:
· The sound editorial preparation should begin in pre-production.
· Cutting copy sound is created by picture editorial to convey the creative team’s vision for sound editorial.
· There are several components of an efficient turnover from picture to sound editorial, to ensure a smooth transition.
· Recuts and reconforms are time-consuming and labour-intensive and may result in wasted sound work.
· On some productions, the Supervising Sound Editor may do all of the work by themselves but on other projects, the sound design team could be as big as 15 crew members or more. 
· For the Supervising Sound Editor, expertise and leadership skills are paramount to achieving a cohesive and high-quality soundtrack.
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