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Introduction

Welcome to Final Cut Pro HD For Dummies! The Final Cut Pro digital
video editing program lets you capture raw video and audio (such

as dialogue, sound, and music) on your Macintosh and assemble these ele-
ments into polished productions that are ready for the Internet, a CD-ROM,
a DVD, television, and even the big screen.

Thanks to Final Cut Pro’s impressive features, reasonable price, and manage-
able hardware requirements, it has quickly become a favorite tool among many
professional editors as well as a new breed of independent filmmakers who
are producing their films — from start to finish — right from their desktops.

Just to be clear: You may think that this software, with a name like Final Cut
Pro HD, works only with high-definition (HD) video — that is, video that is
shot on special HD cameras and can be displayed only on fancy HDTV sets
that are just beginning to make their way into mainstream homes. Nothing
could be further from the truth! Final Cut Pro HD can work with all sorts of
video formats, from digital video (DV) shot on inexpensive consumer cam-
eras to high-end HD. But Apple chose to give Final Cut its HD tag to call atten-
tion to the fact that this software is especially adept at working with HD video,
which is a hot commodity these days in many professional circles (for exam-
ple, in high-end documentaries, television shows, and even some feature films).

About This Book
This book is written for two kinds of people. On one hand, it’s for beginners
who have no experience with Final Cut or digital video editing in general, but
it’s also for those who have done digital editing with another program —
maybe Adobe Premiere, Avid Xpress or Media Composer, or even Apple’s
own iMovie — and who just need to know which button to press or which
menu item to choose to get things done.

Regardless of which camp you fall into, I think that you will appreciate
this book for its down-to-earth, nontechy explanations. Final Cut Pro HD
For Dummies shows you what you’re most likely to need without over-
whelming you with every last nuance of each obscure feature. When you
turn to a chapter or a topic heading, I tell you what’s most important to
know about that topic right off the bat, and then I throw in some finer
details to round out your grasp of it. The result? You will be up and
running with Final Cut Pro in as little time as possible.



Of course, Final Cut Pro can look a bit intimidating at first glance — when you
launch the program, you’re faced with lots of different windows and palettes
and extensive menu choices — but don’t let that complicated exterior throw
you. Using Final Cut Pro is like driving a car: Despite all the sophisticated gad-
gets (environmental systems, GPS locators, night vision, and entertainment
centers, for example) that are built into cars these days, all you really need
in order to go anywhere is the gas, brake, and steering wheel. And so it goes
with Final Cut Pro: Despite all its features, you can start editing very quickly
by using just a few simple tools. (Just 20 to 30 minutes with this book should
get you to this point.) After that, you will have some confidence and can add
to your skills at your own pace.

Speaking of adding skills, the following items summarize some of the ground
that I cover here. By the end of this book, you will know how to

� Equip your Macintosh so that it runs Final Cut Pro smoothly.

� Bring in media clips (pieces of video, audio, and still pictures) from
different sources, such as videotape, a microphone, a music CD, or
QuickTime media files. This media is the raw material you use to build
your productions.

� Organize your media clips so that you can find them quickly and easily.

� Arrange your video clips in time so that they tell the story you want
to tell.

� Add multiple audio tracks for dialogue, music, and sound effects.

� Add animated, stylized text for captions, opening titles, and closing
credits.

� Color-correct video to look its best.

� Remove scratches, pops, and other noise from audio.

� Use powerful filters to stylize the look of your video as well as the sound
of your audio.

� “Composite” different video clips to create montages or special effects
(for example, place an actor shot against a blue screen in an entirely
different setting).

� Create a polished, professional-sounding soundtrack for your final
project.

� Record your final movie to videotape or save it as a QuickTime file
(for DVD, CD-ROM, or Internet distribution).

In other words, you can be a movie-making machine in no time!

2 Final Cut Pro HD For Dummies 



3Introduction

How to Use This Book
I don’t expect you to read this book from cover to cover. For starters, you
probably don’t have the time to read 400-plus pages, and even if you did,
you would surely suffer from information overload!

Instead, I recommend this approach: Think about what you want to do with
Final Cut Pro, and then use this book to fill in any know-how you’re missing.
If you’re completely new to digital video editing (or editing in general), you
should read closely from Chapter 1 and keep going until you have your bear-
ings. On the other hand, if you have digital editing experience, you’re likely
to skip around, grabbing whatever you need and then moving on.

The point is, conform this book to your style of learning and your level of
expertise. I wrote it with that kind of flexibility in mind so that you can get
the most out of it with the least amount of effort.

One more thing: I recommend picking up this book occasionally and brows-
ing through it for nothing in particular. You may be surprised at how much
useful info you can pick up just by randomly skimming headings and flipping
through pages!

Foolish Assumptions
I made some (possibly foolish) assumptions about you as I wrote this book.
I assume that you either don’t have video editing experience or that your
experience is with a program other than Final Cut Pro. (Maybe you have done
some editing with other programs, such as Adobe Premiere or Apple’s easy
iMovie.) Either way, you’ll feel right at home here.

I also assume that you’re working with the latest version of Final Cut — the
HD variation. If you have the slightly older version (4.x), you can download
a free update to Final Cut Pro HD by visiting the Apple Final Cut site, at www.
www.apple.com/finalcutpro.

Finally, I assume that you have mastered the basics of using a Mac outfitted
with the OS X operating system. Your expertise should include opening and
saving files in the Mac standard dialog boxes and navigating your hard drive
files with the Mac Finder, for example — pretty straightforward stuff.



How This Book Is Organized
This book is organized to follow the basic workflow you use while editing.
Part I gives you a bird’s-eye view of the entire editing process so that you
understand each step you take to bring your projects over the finish line.
Part II shows you how to import and organize the video and audio media
your projects will use, and Part III shows you how to edit all that media into
the story you want to tell. Part IV shows you how to add to your project all
sorts of polish and pizzazz — such as titles, transitions, custom music, and
special effects — and Part V covers your options for saving your final movie
to either tape or digital video files. Finally, Part VI, the Part of Tens, offers
tips on becoming a better Final Cut editor.

You’ll find bonus chapters for this book at the For Dummies Web site, which
you can reach at www.dummies.com/go/finalcuthd. This bonus material
touches on a collection of Final Cut Pro topics that aren’t required reading
but that can make your editing work much easier in the long run.

The following sections take a closer look at each part of this book.

Part I: First Things First
Part I is a quick introduction to the world of Final Cut Pro and digital video
in general. I explain how Final Cut Pro can help you make movies, commer-
cials, documentaries, and all sorts of other video content, and I briefly cover
what’s new in Final Cut Pro HD. I also take you step by step through the Final
Cut workflow and give you a quick tour of its interface. Next, I help you get up
and running for the first time: I cover hardware requirements, show you how
to connect all your hardware components, advise you on locking in your gen-
eral settings, and show you how to create and manage Final Cut Pro docu-
ment files, called projects. Finally, I explain this brave new world called HD
(high definition), which Final Cut Pro HD is designed to bring to your desk-
top. HD video is the most exciting thing to happen to film and videomaking
since digital editing was invented, and I give you a crash course in everything
you need to know about working in HD (if you ever choose to take the plunge!).

Part II: Importing and Organizing
Your Media
Part II shows you how to capture, import, and organize all the media you
want to use in your Final Cut projects (that is, video, dialogue, music, sound
effects, still pictures, titles, and more). I show you how to capture (some say
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digitize) media from videotape by using a digital video (DV) camera or deck
that you have connected to your Mac. I also show you how to bring media
into Final Cut that’s from sources other than videotape — video or audio
files that are already on your hard drive, songs from a music CD, and graph-
ics from Photoshop, for example.

Finally, I show you how to name, annotate, and organize all these different
media clips in the Final Cut Browser window (the central repository for all
your media) so that you can easily find them when you need them.

Part III: Editing Your Media
Part III is where the rubber meets the road; it shows you how to arrange all
your project media in time so that it tells the story you want to tell. I start
with the basics of editing video and audio — that is, how to move clips to
the Final Cut Timeline and then how to resize those clips, cut them, or move
them in time. I cover lots of ground here, but by the time you finish Chapter 7,
you will be able to edit most meat-and-potatoes projects. Later in Part III, I
round out your new skills and give you finer control over the Timeline —
the heart of your editing universe — and I tackle the more advanced editing
features of Final Cut Pro. You don’t need to know these advanced topics to
accomplish most editing tasks, but they can ultimately give you much more
control over your work.

Part IV: Adding Pizzazz
Knowing how to edit media clips is only half the fun in Final Cut Pro. The soft-
ware offers tons of other tools that let you add polish and pizzazz to your pro-
jects. In Part IV, I show you how to use video transitions — a neat feature that
lets you smoothly blend one video clip into another. I tackle how to use the
new Final Cut Pro LiveType program to create the kind of slick, animated title
effects you see in hip commercials. I cover the program’s audio mixing tools,
which let you quickly set the volume levels for all your audio tracks so that
all your dialogue, sound, and music blend nicely. I explore the new Final Cut
Pro Soundtrack program, showing you how to build a custom soundtrack
from a huge library of prerecorded loops (little pieces of music that can be
repeated — or “looped” — over and over again). I cover the vast array of
Final Cut Pro video filters, which let you stylize and correct off-colors in your
video. Finally, I go over some handy compositing skills so that you can ani-
mate and blend video clips (like the stylish image montages you see at the
beginning of TV news shows).

5Introduction



6 Final Cut Pro HD For Dummies 

Part V: Outputting Your Masterpiece
After you’re finished editing and adding extra pizzazz, you’re ready for Part V,
which focuses on outputting your movie to its final media destination. I have
all your bases covered, showing you how to record your finished masterpiece
to videotape (for tape duplication or broadcast) and how to use the new Final
Cut Compressor program to save your finished movie to a QuickTime digital
file that’s custom-encoded for lots of different digital destinations, from DVDs
and CDs to the Internet.

Part VI: The Part of Tens
What’s a For Dummies book without the Part of Tens? In this part, I offer tips
for managing projects (especially long ones) in Final Cut Pro so that you don’t
get overwhelmed by all the media clips you have to work with. Finally, I serve
up some simple things you can do to become a more capable Final Cut Pro
editor, from honing your creative and technical know-how to upgrading your
current Mac setup.

Remember that you’ll find three bonus chapters on the For Dummies Web
site, at www.dummies.com/go/finalcuthd. These chapters tackle some
Final Cut Pro topics that you don’t necessarily need to master, but that can
make life much easier. For example, I explore the finer details of the Final Cut
Pro rendering engine, which is helpful if your project calls for adding special
effects and filters to your video and audio. I also show you how to customize
the Final Cut interface to your liking (arranging windows, creating custom
button collections, and changing keyboard commands to suit your style).
Finally, I show you how to consolidate your finished projects so that you can
painlessly remove unused media from your hard drives (old media can take
up lots of valuable space!) and save your important media clips.

Icons Used in This Book
The Tip icon provides extra information for a specific purpose. Tips can save
you time and effort, so they’re worth checking out.

Always read text marked with the Warning icon: This icon emphasizes that
dire consequences are ahead for the unwary.
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This icon flags information and techniques that are a bit more techy than
other areas of the book. The information here can be interesting and helpful,
but you don’t need to understand it to use the information in the book.

This icon, a sticky note of sorts, highlights information that’s worth commit-
ting to memory.

Contacting the Author
If you want to get in touch with me — to say hello or offer feedback — feel
free to drop me an e-mail. You can reach me at director@k2films.com.
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Part I
First Things First



In this part . . .

Part I is a quick introduction to the world of Final Cut
Pro and digital video in general. I explain how Final

Cut can help you make movies, commercials, documen-
taries, and all sorts of other video content, and I describe
what’s new in Final Cut Pro 4 and HD. I take you step by
step through the Final Cut workflow and give you a tour
of the Final Cut interface. I discuss hardware and software
requirements and how they affect the quality of the video
you can capture and record again. I show you how to con-
nect all your major hardware components, give you an
overview of the numerous Final Cut settings, and show
you how to manage Final Cut document files (called pro-
jects). Finally, I introduce you to the exciting world of HD
video — chances are, you won’t be editing in HD yourself,
but like many of us, you may find yourself daydreaming
about its possibilities!



Chapter 1

Introducing Final Cut Pro
In This Chapter
� Introducing the concept of editing

� Seeing how Final Cut makes editing easy

� Seeing what’s new in Final Cut Pro 4 and HD

� Understanding the Final Cut workflow

� Getting to know the interface

� Finding help in Final Cut Pro

Imagine for a moment: You’re a big-time director on the set of your latest
movie. You have just called your last “Cut!,” the A-list actors have gone

back to their mansions, and the crew is dismantling the million-dollar sets.
You lean back in your director’s chair, close your eyes, and breathe a deep
sigh of relief, knowing that the film is finally finished. You can, at last, relax.

Yeah, right! In fact, this show is far from over. Although you may have some
amazing footage, the fat lady won’t sing until you have edited it all into a pol-
ished film. Enter Final Cut Pro.

Understanding the Purpose of Editing
Editing video or film is a bit like writing. When you write (or when I write, at
least), you start by putting all your ideas on paper — good or bad — so that
you can see what you’re working with. Then, you arrange the best ideas in a
logical order so that they say what you mean, as clearly and efficiently as
possible.

It works the same way when you’re editing digital video. First, you scrutinize
all the footage you shot on set (usually, a lot). Slowly, you figure out which
shots to keep and which ones to send to the proverbial cutting-room floor.
You may remove a shot for any number of reasons: an actor’s performance,
technical problems, or the fact that you can see a crew member’s foot in the



frame. Next, you arrange your “keeper” shots, one by one, so that they begin
to tell a story, and you bring in your dialogue, music, and sound effects to
make the project complete.

In this book, I call your footage video, whether you originally shot it on film
or videotape. This term keeps things simple because digital footage is gener-
ally treated the same after it’s in Final Cut, regardless of its origins. (In a few
cases, footage originally shot on film has some distinctions, but I note them
when appropriate.)

Exploring the Capabilities
of Final Cut Pro

Final Cut lets you do all this editing work on your Mac. To be a little more spe-
cific, when you’re “behind the wheel” with Final Cut, you can do the following:

� Capture: Capture video or audio media from digital videocameras and
video decks, CDs, microphones, and existing digital files onto your hard
drive. (Let me say it again: Don’t let the name Final Cut Pro HD fool you;
sure, Final Cut works great with HD, or high-definition, video, but it’s still
just as adept with standard def video — the kind of video displayed on
most televisions today, and captured by nearly all video cameras).

� Organize: Organize all your media files so that you can easily find them.
(A project may use hundreds of different files.)

� Edit: Edit your footage, which is almost as easy as cutting and pasting
text in a word processor.

� Add audio: Add audio to your movie — whether it’s dialogue, voice nar-
ration, music, or sound effects — and control the volume for each audio
element.

� Create transitions: Create transitions, such as fades and wipes, between
shots.

� Add text titles: Titles can range from the classic white-text-on-black title
cards to animations with all sorts of pyrotechnics.

� Add effects: Enhance video and audio with tons of effects filters and
color-correction tools.

� Composite: Create impressive visual montages by compositing (combin-
ing) multiple shots into one. This process is similar to the one in the popu-
lar Adobe After Effects program.

� Create a final product: Record your polished masterpiece to videotape
or export it to digital files destined for DVD, CD-ROM, or the Web.
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Appreciating nondestructive editing
One of the great things about Final Cut Pro is that it’s a nondestructive editor,
which means that no matter what you do to your video and audio inside the
program, the original media files on your hard drive are never changed or
erased (okay, almost never; see the following Tip paragraph). Suppose that
you have a bunch of video files on your hard drive, and you bring them into
Final Cut to edit them together. Although it may seem as though you’re cut-
ting this media into different pieces, resizing it, and even deleting it, that’s not
the case. When you’re editing, you’re really just creating and moving a bunch
of digital pointers to the media on your hard drive. The pointers tell Final Cut
what parts of the media you want to play in your final movie (in other words,
play Clip A for three seconds and then play part of Clip C for two seconds, for
example). Thanks to this approach, you can work and experiment, knowing
that you aren’t hurting your precious media.

With Final Cut Pro HD, you can alter or erase your original media files within
the software in only one way, but you really have to go out of your way to
do it, and safeguards prevent accidental goofs. I explain this feature — just
one of the many useful things Media Manager can do for you — in Bonus
Chapter 3, on this book’s companion Web site. (For more on this Web site,
refer to the Introduction.)

Final Cut Pro versus the competition
Plenty of other editing programs are available these days: Adobe Premiere,
Avid Media Composer, Avid Xpress Pro, and SpeedRazor all come to mind.

What makes Final Cut Pro so special? Four things:

� It’s brimming with features: Final Cut Pro not only delivers the big
power features that sound great on the back of the box, but also gets
tons of details right — the little, thoughtful things that help you work
smoothly, in a way that suits your personal style.

� You don’t need a supercomputer or expensive proprietary hardware
to run Final Cut Pro: You can build your editing system around many
fairly modern Mac versions (as long as yours has a G4 processor —
see Chapter 2 for more info) and everyday peripherals, such as capture
cards and FireWire hard drives, for example. Now, with Final Cut Pro HD,
you can even edit high-definition video (usually, the realm of the most
advanced and pricey editing systems) on everyday Macs (see Chapter 3
for more about Final Cut’s HD capabilities).

13Chapter 1: Introducing Final Cut Pro



� At $1,000, Final Cut Pro is affordable: Admittedly, many people wouldn’t
put the terms affordable and $1,000 together, but before Final Cut Pro
came along, you had to pay several thousand dollars for software that
did the same thing. So, relatively speaking, $1,000 is the equivalent of a
blue-light special — with the bonus that you don’t have to fight off angry
hordes of shoppers, because Apple has plenty of copies to go around.

� Final Cut Pro is hugely important to Apple Computer: Final Cut Pro has
sold many new Macs in the past few years, and Apple thinks that it can
sell many more in the years ahead. (For example, major movie studios
and commercial production companies are beginning to switch to Final
Cut Pro instead of sticking with the former standard, Avid.) So Apple is
very serious about continually and aggressively improving this gem.
Here’s a case in point: Final Cut has had four major revisions in about
three years. Now, that’s commitment!

New in Final Cut Pro HD (and the earlier
version 4)
Speaking of improvements to Final Cut, lots of great ones are in the new HD
update as well as in the earlier version 4. (Officially, Final Cut Pro HD is known
as version 4.5.) Some are little tweaks that polish off the editing experience,
and others are big-ticket additions to version 4 and the newer HD update that
make a big, big difference in the kind of work you can do. Here are some of
the program’s more exciting features:

� FireWire HD video editing (new in version HD): Final Cut has been
able to edit HD (high-definition) video since version 3, but only with
expensive, highly specialized hardware, such as HD capture cards and
huge hard disk RAIDs (basically, big collections of hard drives that work
together to quickly read and record the tons of data that HD has, till
now, required). Final Cut Pro HD is the first version of the software that
can edit DVCPRO HD, a new, exciting form of HD video. I explain this
format in detail in Chapter 3. This format delivers, in a nutshell, the
supersharp, high-resolution quality of HD but doesn’t require the use
of expensive equipment (like capture cards and elaborate RAID drives)
to edit on your Mac. In fact, you could edit (with some limitations)
DVCPRO HD video on mere-mortal systems, like a PowerBook or an
iMac, if you want. In other words, Final Cut Pro HD brings HD to the
masses.

� Soundtrack music making (new in version 4): The new, stand-alone
Soundtrack program that’s included with Final Cut lets you compose
custom music for your movies using short, prerecorded musical loops
(drumbeats and tons of other instrumental riffs). No musical experience
required!
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� Hot text effects with LiveType (new in version 4): Final Cut ships with
a new application named LiveType (see Figure 1-1) that lets you animate
text and apply all sorts of special effects: glows, particle effects — you
name it, LiveType has it. LiveType ships with tons of predesigned ani-
mations and styles so that if you’re in a hurry, you can whip up good-
looking titles in minutes. If you invest a little more time, you can also
customize the animations and effects to an amazing degree, creating
type that is truly unique to your project.

� QuickTime video compression (new in version 4): Compressor is
another stand-alone program that makes it easier to encode (that is,
to compress) your Final Cut movies as QuickTime digital files. For
starters, Compressor features a long list of predetermined settings that
you can apply to movies, depending on the delivery medium they’re des-
tined for. (For example, Compressor has settings for encoding movies
for DVDs or for downloading by 56K modems or faster DSL modems on
the Internet.) These predetermined settings take much of the guesswork
out of encoding your video. Also, Compressor has a fantastic batch-
processing mode; it can encode your Final Cut project into lots of differ-
ent formats all at once while you go down the street and get a latté.

� Real-time rendering (new in version 4): Final Cut 3 introduced real-time
previews of transitions (fades, for example), color corrections, and some
other special effects, saving you from having to render those effects
before seeing how they looked. (Rendering is the process by which your
Mac has to calculate how an effect should look before the effect can be
played.) But this feature had some limitations:

• Final Cut 3 could offer these real-time previews for only a handful
of effects.

• You could see those previews only on your Mac’s screen, not on a
TV monitor, which many editors prefer to watch.

• When you were finally ready to record your movie to tape, you still
had to render all the effects the old-fashioned way.

But with Final Cut 4, all that changed: It can give you real-time previews
of any effect imaginable (and combinations of effects, too — even if you’re
editing high-end HD video, care of Final Cut’s HD update). In many cases,
you can also view these effects on a TV and output them to tape without
rendering — it all hinges on how fast your Mac is.

� Customizable interface (new in version 4): Finally, Final Cut now gives
you full control over its interface. Have you ever wished that a certain
function had a keyboard shortcut or a different keyboard shortcut than
the one now assigned to it? Well, that’s no problem — you can now
assign any Final Cut function to a keyboard shortcut of your choosing.
What’s more, the Final Cut main interface windows (like the Canvas,
Viewer, and Timeline) now let you install custom icons that call up just
about any feature in the program, saving you time from hunting for them
on menus.
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Going with the Final Cut (Work) Flow
Final Cut Pro starts to make sense when you understand how you use it from
start to finish. Let me summarize its workflow in four easy steps:

1. Capture and import all the media — that is, video, audio, and still
pictures — that you want to use in your project.

This media can come from a camera, video deck, music CD, DVD-ROM
disc, or other digital file already on your hard drive. The media shows
up in the Final Cut Browser window, where you have easy access to it.
Each piece of media you bring into the Browser, by the way, is called a
clip.

2. Move your media clips to the all-important Final Cut Timeline
window.

You use the Timeline to place, move, and otherwise edit clips so that
they tell the story you want to tell.

3. Add pizzazz in the form of titles, transitions (such as fades, dissolves,
and wipes), custom music, and more advanced special effects, such as
color corrections.

Figure 1-1:
The new
LiveType

application
can do

amazing
things with

text titles.
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4. Record your project to videotape or export it to a QuickTime digital file.

You make QuickTime digital files if you’re aiming for digital distribution,
such as the Internet, CD-ROM, or DVD.

It’s true: Final Cut Pro brims with many windows, dialog boxes, menus, and
check boxes, but all this apparent complexity really boils down to these four
easy steps. Keep that in mind, and you can see that this isn’t rocket science.

Taking a Grand Tour of the Interface
After you have gotten a grasp of the Final Cut Pro workflow, you can expand
your expertise by taking a tour of its interface — namely, its toolbar and its
Browser, Viewer, Canvas, and Timeline windows, as shown in Figure 1-2.
Keeping track of all these elements can seem daunting, but you soon see that
there’s not much to them and that they do in fact work together in an intu-
itive way. Trust me.

Browser window

Timeline window

Viewer window Canvas window

Figure 1-2:
The 

Final Cut
interface.
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By the way, you can arrange the Final Cut Pro windows differently on your
screen from the way they’re arranged in Figure 1-2. To get your screen to look
like my screen shot, choose Window➪Arrange➪Standard from the menu bar
at the top.

The Browser
The Browser is the central storage depot for all the media clips your Final Cut
project uses. Just think of the Browser as a big file cabinet. When you want to
work with a file (that is, a clip of media), you open the cabinet (or the Browser
window) and grab whatever you need.

Although the Browser has lots of features, you really need to know only these
basics: When you import a piece of media into your project (either from your
hard drive or by capturing it from videotape), the media automatically appears
in the Browser as a clip, as shown in Figure 1-3. You can also create, within
the Browser window, bins, which store groups of related media clips and help
you keep your media well organized. (Bins work much like folders on your
hard drive.)

Besides housing clips and bins, the Browser window is the home of any
sequences you create for your movie. A sequence is a collection of clips that
you have edited together in the Final Cut Timeline window. (I get to the
Timeline in a moment.) You can edit your movie into a single sequence or,
for longer-running projects, such as a two-hour feature, you can create each
major scene in its own sequence because shorter sequences are a bit easier
to navigate and work with.

Bin icon

Clip icons

Figure 1-3:
You can

view items
in the

Browser in
Icon view or

in List view
(just like in
your Mac’s

Finder).
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The Viewer
After you have media clips in the Browser, you can use the Viewer window
to watch and listen to them before you move them to the Final Cut Timeline.
To open a clip in the Viewer, just double-click its name or icon in the Browser
window. Notice that the Viewer displays tabs at the top of its window and
that clicking a different tab shows you different things in the Viewer. For
example, the Video tab shows you a clip’s video, and the tab right next to it
shows you a clip’s audio, as a sound waveform. The two other tabs let you
control special effects and motion effects that you can apply to any clip,
although this section stays focused on the basics for now.

Playing with play controls
The Viewer sports an assortment of buttons and other gizmos, but focus for
now on its play controls, as shown in Figure 1-4. You can click the Play button
to play your clip forward (another click pauses your clip) or use the Viewer
Jog and Shuttle controls — also shown in Figure 1-4 — to move forward and
in reverse at different speeds. As a clip plays, you see the Viewer playhead
move across the scrubber bar, frame by frame. You can click anywhere in the
scrubber bar to move the playhead to that point, or click and drag the play-
head anywhere else.

The ins and outs of Ins and Outs
Besides playing clips, you use the Viewer to edit clips in a basic way by set-
ting In and Out points. (In fact, you also use these points in other Final Cut
windows, but they’re “regulars” in the Viewer.) As shown in Figure 1-5, In and

Shuttle

Play/Pause button

Scrubber bar

Jog

Figure 1-4:
The Viewer

lets you
preview

either video
or audio

clips
(shown as

waveforms)
before

bringing
them to the

Timeline.
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Out points let you isolate only the part of a clip you’re interested in before
bringing it to the Timeline. Suppose that you have a great clip, except that
the first four seconds suffer from a shaky camera and the last five seconds
prominently feature the leg of a crew member. Because you don’t want to
bring the entire clip to the Timeline, you can use the Viewer to set an In point
at the clip’s first good frame (right after the camera shake) and an Out point
at the last good frame (before the leg shows up). Then, Final Cut knows to
use only the frames between those points. (I cover the basics of In and Out
points in Chapters 4 and 7.)

The Timeline
The Final Cut Pro Timeline window lets you arrange when your media clips
play in time. To better understand the Timeline, think of it as a sheet of music.
Rather than place musical notes one after another on the page, you place
clips of video and audio, and you tell Final Cut how long to play each one —
for example, show a black screen for two seconds, play video clip A for four
seconds, and then play clip B for three seconds.

So, how does the Timeline work? I talk about its many nuances throughout
this book, but check out Figure 1-6 for the basics. Stretching across the top
of the Timeline is a bar with notches and numbers that looks like a ruler. But
those numbers aren’t measurements of distance — they’re measurements of
time, increasing from left to right (for example, 5 seconds, 10 seconds, and
15 seconds). As you edit, you move your media clips to the Timeline (solid-
colored rectangles represent clips on the Timeline) and position them under
a time value. That’s exactly where, in time, the clips play in your story.

One other feature to note about the Timeline is that it’s divided into rows,
which are called tracks. Tracks make it possible to stack media clips on top
of each other so that they play at the same time. For example, if you want
dialogue clips, music clips, and sound effects clips to all play at the same
time, you place those clips at the same time value on the Timeline, but on
different tracks (you can easily create new tracks yourself).

Anyway, the Timeline features tracks for video clips (the video track is
labeled V1 in Figure 1-6) and tracks for audio clips (labeled A1 and A2 in
the same figure). Some of your media clips come with video and audio
linked together in the same clip, in which case Final Cut Pro shows the

In point Out point

Figure 1-5:
In and Out

points.
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clip in the Timeline video and audio tracks. Other clips carry just video or
audio; for example, you can see in the figure that the video clip labeled FX14
has no corresponding audio along with it.

The Tool palette
After you move media clips to the Timeline, you can edit them — that is,
make them last longer or shorter in time, cut them into smaller pieces, and
rearrange them until they tell your story. Enter the Final Cut Pro Tool palette,
as shown in Figure 1-7, which offers a host of tools that you can select (just
click ’em) and use to edit your clips in all sorts of ways. The tool you find
yourself using the most is the standard Selection tool (the plain arrow at the
top of the palette), which you use to select and move media clips on the
Timeline. To be honest, you can edit an entire movie with this tool alone,
but the palette’s other tools make that work much easier. Some of the handy
ones let you select huge groups of clips at one time, cut clips in two, or
quickly magnify your view of the Timeline so that you can better see what
you’re doing. You get to know all these tools soon enough.

When you see a little black triangle in the upper-right corner of a tool icon,
more tool icons are hidden underneath it. These additional tools are all
related but do slightly different things. Just click and hold down the mouse
button on one of these icons, and the hidden tools pop up for you to choose.

The Canvas
After you have edited your video and audio clips on the Timeline and want to
see (and hear) how they all play together, turn your attention to the Final Cut
Pro Canvas window. The Canvas is where you watch your movie-in-progress
as you have arranged it on the Timeline.

Video track

Audio tracks

Clips on the Timeline Ruler
Figure 1-6:

Clips on the
Timeline,

playing at
0 seconds,
4 seconds,

and 8
seconds
into this

movie-in-
progress.
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As you can see in Figure 1-8, the Canvas looks much like the Viewer. You
do have the same play controls, but the Canvas has some differences. (For
example, you can perform some basic edits on the Canvas rather than on
the Timeline.) For now, all you need to know is that the Canvas lets you play,
move forward, pause, and rewind through your Final Cut Pro movie. Sit back
and enjoy your show!

Play/Pause button

Figure 1-8:
The Canvas

window
plays

the clips
you have

arranged on
the Timeline.

Selection tool

Click and hold over a button
to see more tool icons.

The icon menu expands.

Figure 1-7:
The Tool
palette.
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Chapter 2

Getting Started
In This Chapter
� Choosing the best Mac for Final Cut Pro

� Setting up your hardware

� Running Final Cut Pro for the first time

� Working with projects and sequences

� Adjusting settings and preferences

Before you can get into the fun of capturing and editing your media in
Final Cut Pro, you have to get a few preliminaries out of the way. For

example, you have to figure out what hardware you need to accomplish your
editing goals, if you haven’t already done so. You also have to configure the
various Final Cut Pro settings to work with your particular hardware setup.
(Tons of settings are available, but Final Cut Pro makes them fairly manage-
able.) Finally, you have to kick off a new project, which is where the editing
magic begins.

Hardware Requirements
If you already have your Final Cut Pro system assembled, you may want to skip
to the “Getting Started” section, later in this chapter. But, if you’re still decid-
ing what you need in order to build a workable editing system, or if you have
questions about how you can expand the system you already have, read on.

A fully functional Final Cut Pro system needs the following two things:

� A halfway-decent Mac: For your purposes, a half-decent Mac meets the
following minimum requirements:

• A 350 MHz G4 processor or any G5 (although some features, such
as real-time effects and music composition, don’t work unless you
have a faster machine — for example, a 500 MHz PowerMac or a
667 MHz PowerBook).



• 384MB (megabytes) of RAM.

• A hard drive with between 1GB (gigabyte) and 15GB of free space
for the Final Cut Pro application and all its secondary software
(music loops and fancy type effects, for example).

Your Mac needs to run the OS X operating system (version 10.3.2 or
better; nope — OS 9 doesn’t work). Your system also needs to have a
built-in FireWire port, which lets you connect video devices to your Mac.

� A videocamera or playback deck: You need a camera or deck to play
existing video footage in Final Cut Pro so that the footage can be cap-
tured to your Mac’s hard drive. If you want to record your final projects
to videotape, this equipment is essential, too. The kind of videotape
format you’re working with determines the kind of video tape deck you
use. Many different formats exist (HD, DigiBeta, and DV, for example),
but the majority of Final Cut Pro editors work in the DV format because
it provides excellent (though not perfect) quality and because DV equip-
ment is affordable and easy to set up. You probably use DV as well
(which stands for Digital Video, as you may have guessed), so that’s
what I assume for the rest of this chapter and throughout the entire
book.

These few requirements are all that you need to get started with Final Cut
Pro, but within them you have plenty of different options to consider. For
example, is your ideal Mac a laptop or desktop model, and how should it be
configured so that you can get your work done comfortably? (The Final Cut
Pro system requirements are bare minimums. You probably want a faster
CPU, more RAM, and a bigger, faster hard drive than Final Cut Pro officially
requires.) Also, although all you need is a Mac and a camera or deck for edit-
ing, you may appreciate extra components, such as a DVD burner (to record
your finished movies to DVDs) or a television monitor so that you can watch
your movie in progress on a real TV rather than on the small window on your
Mac.

You need a much more robust Mac if you want to edit HD video. Because HD is
such a professional format, I don’t assume that you’re working with this kind
of media; if you’re considering it (or want to leave the option open), though,
you need a Mac with a processor of at least 1 GHz or faster (two processors
are even better) and 1GB (gigabyte) of RAM.

Selecting and Configuring a Mac
Final Cut Pro demands more hardware firepower than a word processing pro-
gram or Internet browser demands, but you don’t need a top-of-the-line Mac
to run it. In fact, Final Cut Pro runs decently on many Macs made since 2000
(the only requirement is that the Mac has a G4 processor, also known as a
CPU). The following list describes some Mac models you may want to consider,
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and it reviews what you need in terms of RAM, hard drives, monitors, and
more:

� PowerMac: The stylish, upright Apple tower known as the PowerMac is
the crown jewels of the Mac line. It sports the fastest CPU (a dual CPU,
in some cases), the largest hard drive, the highest amount of memory,
and the capability to drive two or more video displays at one time. A
PowerMac also offers expansion card slots that let you add a high-end
video capture card or high-speed hard disk controller (but these extras
aren’t necessary for editing DV video and may be wasted if you work in
the DV world). If your top priority is building a high-performance editing
workstation with lots of room to grow (for example, to tackle HD video),
a PowerMac is the way to go. Even so, you can easily get a great deal
from Final Cut Pro without going for this top-of-the-line Mac.

� PowerBook: The Apple PowerBook has become so good that it can
handle tons of editing work without breaking a sweat. A PowerBook isn’t
as feature-packed as a PowerMac (for example, it has a smaller hard
drive than a desktop machine and no expansion card slots), but don’t
underestimate the benefits of tucking your editing system in a small
shoulder bag and taking it wherever you go! You can also work around
the PowerBook’s limitations: You can boost memory; attach a second,
bigger screen; and add more storage via external FireWire hard drives
(or by replacing a PowerBook’s internal hard drive with a bigger one).
The only thing you can’t upgrade is a PowerBook’s CPU, but this machine
features a fast G4 processor (and maybe even a G5 by the end of 2004),
which is usually fast enough.

� iMac/eMac: You can also build a fine DV editing system around either
the iMac or a budget eMac. These systems also have fast G4 processors,
and although they can’t accept expansion cards or work with two moni-
tors at once, you can easily live without such frills.

� iBook: An iBook has the same portable appeal as a PowerBook, but is typ-
ically much easier to afford. On the other hand, you have some tradeoffs
to make: for starters, an iBook has a smaller screen than a PowerBook
(it displays fewer pixels overall), which means that you see less informa-
tion on-screen at any one time. For example, you see fewer clips in the
Browser or Timeline window on an iBook and have to scroll those win-
dows more often to see all their contents. This limitation isn’t a deal
killer, and I have done plenty of editing on iBook screens and had little
difficulty, but a PowerBook screen is more comfortable nonetheless.
What’s more, you can’t attach external monitors to an iBook (like the 
23-inch Apple Cinema Display flat screen), giving yourself more screen
real estate, which is a nice option that the PowerBook offers. Finally, an
iBook has a G4 CPU that runs considerably slower than a PowerBook
CPU. It’s still fast enough to handle basic editing comfortably, but if you
plan to create lots of effects in your editing, be prepared to wait a little
longer for your iBook to crunch all the numbers that those effects require.
Still, for bargain-basement editing, an iBook is a great little deal.
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CPU speed
The brain of your Mac is its central processing unit (or CPU), and a CPU’s speed
is typically measured in megahertz (MHz) or gigahertz (GHz); 1 GHz is roughly
1,000 MHz. The faster your Mac’s CPU, the faster Final Cut Pro runs, but how
fast is fast enough for your purposes? The answer depends on the kind of
editing work you’re doing.

If you’re primarily doing “cuts-only” editing, in which most of your work is
simply cutting up media clips and arranging them on the Timeline with a cross
fade or other transition, even a G4 CPU running at 400 MHz or 500 MHz can
do the job. (However, I don’t recommend something as slow as the Apple 350
MHz requirement.) Things may certainly feel peppier on a faster machine — a
700 MHz or 800 MHz iMac with a G4, for example — but the difference doesn’t
make or break your productivity.

On the other hand, when you do a variety of effects work in Final Cut Pro (tons
of transitions, color correction, motion graphics, or compositing lots of images,
for example), your Mac’s CPU can make a big difference. All those effects have
to be rendered (calculated), and how fast they’re rendered depends almost
entirely on the brute strength of the CPU. (Very fast Macs, like the new Apple
G5 PowerMac or top-of-the-line G4 PowerBook, render previews of these kinds
of effects in real-time; others may have to take a moment to render them.)
Again, the same thing applies to working with HD video: You want a Mac with
a CPU of at least 1 GHz (dual processors are better); and you would be better
off with the newest G5 processor (which offers many other speed improve-
ments beyond the measured, numerical speed of the CPU itself).

Memory (RAM)
I recommend that your Mac have at least 512MB of RAM to run Final Cut Pro
well. (RAM stands for random-access memory, and it’s also simply referred
to as memory.) Technically, the software can run with only 384MB of RAM,
but then you can’t use the Final Cut Pro real-time rendering features or its
cool Soundtrack application (which lets you score music to your picture).
Also, with only 384MB of RAM, your Mac’s OS X operating system frequently
uses your hard drive to temporarily store data that would normally be placed
in RAM (this is called virtual memory). While OS X writes this data to your hard
drive, Final Cut Pro pauses for a moment, and this pause can get annoying.

When you run Final Cut Pro with 512MB of RAM, you see few, if any, of these
pauses, and you also have enough room to keep a few other applications
open at the same time (for example, e-mail and Web-browsing software).
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If you want to run Final Cut Pro with other memory-hungry applications
open at the same time (typically, photo or effects programs, such as Adobe
Photoshop and After Effects), you need to stock your Mac with 768MB or
even 1GB of RAM. These big “apps” demand lots of memory themselves,
and if they’re running at the same time as Final Cut Pro, you may start to
see those annoying pauses again.

Disk storage for DV video
DV video can eat up a ton of hard drive space. You need about 13GB of space
for every hour of stored DV video. Unless you’re doing short commercials,
music videos, or home movies, you probably need to add more drive space
than an internal hard drive offers. Fortunately, one of the nice things about
working with DV video is that you can use affordable hard drives to store it.
(Working with video in other formats, such as uncompressed video captured
from a DigiBeta or HD tape, demands very fast and expensive drives.) Your
options come in the following two basic flavors:

� An internal ATA drive: This drive can replace your main system drive
(if you’re using an iMac or Mac laptop) or be added to the main system
drive (in the case of a PowerMac, which can accommodate extra drives
in addition to your main system drive. Note: The new PowerMac G5 uses
a Serial ATA drive, whereas other Macs use Ultra-ATA drives. You can
find cheap drives through many mail-order businesses.

� An external FireWire drive: This drive plugs into your Mac’s FireWire
port. Most Macs made since 2000 have them. (If yours doesn’t, you can
usually buy an add-on card that adds this port.)

A drive’s rotational speed, measured in revolutions per minute (rpm), can
affect how smoothly Final Cut Pro captures and plays back video; in other
words, a slow drive may not be fast enough to capture video in real-time with-
out missing frames (a big no-no) or to play all the frames in a clip smoothly.
A drive that’s rated at 4200 rpm is pretty slow (these drives are standard in
Mac laptops), and a couple of years ago, I would have said to avoid them at
all costs. Still, newer 4200-rpm models have improved and are adequate,
though not great, for video work. You may still encounter dropped frames
occasionally, especially when Final Cut Pro tries to play back real-time ren-
derings of video effects.

To be safe, I recommend using drives that run at least at 5400 rpm; 7200 rpm
is ideal, but if you’re buying an internal drive for a laptop or one for a small,
portable FireWire case, 5400 rpm is a pretty safe bet as well.
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If your Mac has a FireWire 800 port (a next-generation version of the original
FireWire port, which Apple now calls FireWire 400), you can get FireWire
drives that transfer data to and from your Mac twice as fast as original
FireWire drives. I talk more about FireWire 800 issues in a moment.

When you’re in the thick of editing, you can often give your hard drive quite a
workout by saving and deleting media files. This data is written on a spinning
magnetic disk inside your hard drive, and over time the disk’s surface starts
to resemble a patchwork of areas that contain data and nondata areas. At this
point, your drive is said to be fragmented. The result of this fragmentation is
that when your hard drive reads or writes data, it has to work harder to find
data or to find room to store data. This searching slows drive performance
significantly and can lead to missing frames when recording or reading data.
To counter this tendency, you can defragment your drive by using software
such as Norton Utilities, which is available from retail stores or online at
www.symantec.com.

The official documentation for Final Cut Pro recommends not capturing your
audio and, particularly, video to the hard drive where you installed the operat-
ing system and software applications (also known as your boot drive). That
means having two hard drives to work with — one for your operating system,
applications, and documents and the other for your captured media files.
Otherwise, using only one hard drive can fragment the drive more quickly
and lead to other minor headaches, so you may want to factor this advice in
while you decide how much hard drive space you need. On the other hand,
I have created plenty of DV video projects while capturing video to my main
system drive (the boot drive) and had no problems. So, you may want to take
Apple’s advice with a grain of salt.

Monitors and LCDs
When you’re running Final Cut Pro, the most important factor regarding a
monitor or LCD screen is not its physical size, but, rather, its pixel resolution.
This isn’t to say that a physically bigger screen isn’t easier on your eyes (it
is), but the display’s resolution determines how much information you can
see on-screen at the same time (the more pixels, the better). For example, the
resolution determines how many media clips you can see on the Timeline or
in the Browser without scrolling.

The lowest screen resolution that works with Final Cut Pro is 1024 × 768 pixels,
which is what you get with most 15-inch monitors (like those found on many
iMacs) and the LCD screens on iBooks. Although this resolution isn’t exactly
spacious, it’s workable, especially if you learn to use the Final Cut Pro key-
board commands to quickly call up overlapping windows or to zoom in and
out of the Timeline.
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Any screen resolution higher than 1024 × 768 is gravy. I recommend a 19- or
20-inch monitor running at 1280 × 1024 resolution or one of the Apple Cinema
Display LCD screens, which run wide-screen as high as 1920 × 1200 resolution
(and will duly impress family, friends, and neighbors). But some editors prefer
to use two monitors at the same time. (One monitor usually displays the Final
Cut Pro Timeline, Viewer, and Canvas windows while the other monitor hosts
the Browser and secondary windows, such as the Tool Bench, Favorites, or
Effects.) To use two monitors, you need to install two video cards in your
Macintosh or use a video card that offers output for two simultaneous dis-
plays (some PowerMacs ship with these 2-for-1 cards installed). A PowerBook
also lets you attach a second display to use in addition to its LCD screen.

Not all monitors and LCD screens are created equal! Different models from
different manufacturers vary in sharpness and brightness, which can make
a difference when you’re staring at the small text in Final Cut Pro all day long.
The Apple Cinema Display has a good reputation, but it can be a bit more
expensive than other models, so if you’re considering a non-Apple brand,
you may want to use an online search engine, such as Google, to find reviews
and feedback on the model you’re considering.

Doing DV? You need a FireWire port
If your Mac meets the other Final Cut specifications, make sure that it has
a FireWire port. The FireWire interface is used to hook your Mac to a DV
camera or deck so that you can capture video and audio from DV tape or
record your finished movies to tape. You can also use a FireWire port to
hook up fast and affordable hard drives for storing DV video, so it’s very
important!

All new Macs feature one or two FireWire ports (you can easily get by with
one port because FireWire devices can daisy-chain from one to another into
your Mac’s single port), and many models have featured FireWire since 1999
or 2000.

Apple is now including a next-generation FireWire port, called FireWire 800,
in some of its machines (in addition to a standard FireWire 400 port). This
new FireWire port can transfer data between your Mac and other devices
(like new FireWire 800 hard drives) two times faster than the original FireWire
standard (now called FireWire 400). That’s great news, but FireWire 800 isn’t
essential for editing DV video in Final Cut Pro. FireWire 800 is helpful for drives
designed to handle uncompressed video (good news for high-end professional
work), but the Mac’s original FireWire 400 port is fast enough for hard drives
that capture and play back DV video. And, DV camera makers are also likely
to stay with the FireWire 400 interface because it suits their needs as well.

29Chapter 2: Getting Started



DV videocameras and playback decks
Just for the record: You don’t have to connect a DV camera or deck to your
Mac to run Final Cut Pro. I just assume that you need one to capture video for
your project and later record it to tape. If this isn’t the case (for example, if
someone else has given you an external FireWire drive with digital video files
already on it), you’re free to load Final Cut Pro without any DV equipment
attached.

The easiest way to capture video into Final Cut Pro (and to record it to tape)
is to simply use any DV videocamera as a playback or recording deck, because
these cameras have all that functionality built in. The second option is to buy
a dedicated DV deck, which works just like a VHS VCR, except that it uses the
same DV tapes that DV cameras do. (If you’re taking this route, check out the
Sony offerings.)

Why go for a dedicated deck if your camera can fill that role anyway? Well,
your camera isn’t built to the same industrial-strength standards as a dedi-
cated deck is, so if you’re going to play, capture, and record hundreds of
hours of footage, you may wear out the camera (that’s why I always buy
those extended warranties for my DV cameras). Also, if you work with other
people, you never know whether someone may be using your camera out in
the field when you need it to pinch-hit as a deck. On the other hand, DV decks
can be pretty pricey, and most people find that using their DV camera as a
deck is just fine.

Either way, getting a DV camera or deck working with your Mac is quick 
and painless. All you need is a single FireWire cable (typically, a 6-pin to 
4-pin connector, which costs about $15 at computer or electronics stores) 
to hook the camera or deck to your Mac’s FireWire port. Final Cut Pro senses
that the camera or deck is connected and knows how to control it without
further ado.

Final Cut Pro may not work perfectly with every model and brand of DV
equipment. For example, a particular camera may not always respond pre-
cisely when Final Cut Pro tries to control its rewind and fast-forward func-
tions. Although these kind of annoyances are rare, you can sidestep them by
making sure that your DV camera or deck is fully supported by Final Cut Pro.
Apple keeps a list of such supported equipment online, at www.apple.com/
finalcutpro/qualification.html.

Other optional hardware
Although your Final Cut Pro system doesn’t require the following goodies,
you may want to add them, depending on your needs and tastes:
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� Television monitor: Adding a television to your Final Cut Pro setup is
a good idea if you’re creating movies to be seen on a TV rather than on
a computer display. You can see your media clips and edited movies
on TV as you work, be able to do more accurate color correction, and
notice subtle problems in your video that are tougher to spot in the
small video window on your Mac. Any TV with either RCA (also known
as composite) or S-Video input jacks works fine. To find out how to set
up your TV with Final Cut Pro, see the section “Connecting and prepar-
ing all your hardware,” later in this chapter.

� DVD burner and authoring software: One of the coolest aspects of digi-
tal media is that you can record your movies to DVDs and then play them
in most consumer DVD players. If this news floats your boat (and how
could it not?), you need a DVD-R drive. If you have a newish Mac, you
may already have one of these drives built in (Apple calls its DVD-R
drive a SuperDrive and includes it with many newer machines), along
with the free iDVD software to author your DVDs with fancy menus and
other features.

If your Mac doesn’t come equipped with a DVD-R drive, you can get an
add-on drive from companies such as LaCie or FireWire Direct, but you
have to use the bundled DVD authoring software that comes with those
drives (which is not as good as iDVD) or splurge for Apple’s top-of-the-
line DVD Studio Pro, which now costs $499.

� Keychain memory or CD-R(W): To be safe, back up your Final Cut Pro
project files (not your media files — just the project files that describe
what to do with those files) somewhere other than on your hard drive.
You can burn projects to a CD if you have a CD-RW drive (most Macs
do), but another convenient option is to buy some keychain memory,
which is basically a memory chip attached to a FireWire or USB connec-
tor (it can fit in your pocket or on a keychain). Just plug the memory
into your Mac’s port, copy files to it, and store the chip in a safe place.

� Final Cut Pro keyboard: Post-Op sells a keyboard with Final Cut Pro
functions printed directly on its respective keys (obviously, in small
print). Some editors like working with this keyboard because it spares
them from having to memorize many of the Final Cut Pro keyboard
shortcuts. (Although Final Cut ships with little stickers you can put on
your keys yourself — a much cheaper, though not as pretty, alternative.) 

� Turbocharged mouse: You can buy a multibutton mouse (some with a
built-in jog shuttle, trackball, or flywheel) and program those extra but-
tons to perform Final Cut Pro operations with a simple click. Using these
handy devices can save lots of time when you’re editing.

� Speakers or headphones: The built-in speakers on your Mac aren’t good
enough to play all the nuances in high-quality audio (or highlight any
problems that should be corrected). To upgrade your audio, you have
a few options. If you’re hooking up a TV to your Mac, choose a TV with
stereo speakers. Otherwise, connect a pair of speakers to your Mac or
invest in a high-quality pair of headphones.
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Getting Started
After you have installed the Final Cut Pro software on your hard drive, you
need to take a few steps to configure Final Cut Pro to work with your hard-
ware and the video format you plan to use.

Because the majority of Final Cut Pro editors work in the DV realm, I focus
on setting up your system to work with DV equipment and DV video. If your
Final Cut Pro system is based on another format (for example, if you’re using
a third-party capture card hooked to an analog Beta SP deck), check out that
capture card’s documentation for steps to connect everything and to estab-
lish working settings for Final Cut Pro.

Connecting and preparing 
all your hardware
Before loading Final Cut Pro, you need to connect and prep all your hard-
ware. Note: The following steps work whether you’re using a DV camera or
DV playback deck, but I assume that you’re using a DV camera:

1. Connect your DV camera to the FireWire port on your Mac, using a
FireWire cable (most likely, a 6-pin to 4-pin variety).

The Mac may have more than one FireWire 400 port, but either works
fine. (Use a FireWire 400 port, even if your Mac also has FireWire 800.)

2. Turn your camera on, and make sure that it’s in Play mode.

Your camera can either record or play back video. You want it to be in
playback mode, so look for a switch or dial on the camera that says VCR,
VTR, or Play, and make sure that the switch is enabled.

3. Connect and turn on your FireWire hard drive, if you have one.

If you want to use an external FireWire hard drive with Final Cut Pro,
turn it on as well, and make sure that it’s hooked to a FireWire port on
your Mac. If your Mac has only one FireWire port (which the DV camera
requires), connect your disk drive to that single port and then connect
the camera to the drive’s second available FireWire port. (Most disk
drives feature two FireWire ports so that you can link multiple FireWire
devices in a chain.)

You may also want to add a television to your setup so that you can watch
your Final Cut Pro video on a TV screen rather than on the smaller window
on your Mac. How you achieve this depends on your DV camera and your TV,
so I can’t give you step-by-step instructions. However, some general guidance
is as follows:
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1. Identify the camera’s Video/Audio Out connector.

Most DV cameras have a Video/Audio Out connector, which sends the
video and audio signal in your camera to an attached device (like a TV).
Depending on the brand and model of the camera, this connector con-
sists of a single connector or three connectors (one for video and two
for stereo audio, like your stereo system offers).

2. Identify the TV’s Video/Audio In connector.

Most TVs have Video/Audio In connectors — usually, on the rear of the
TV — that can receive a video or audio signal from an attached device
(like a VCR or videocamera). On TVs, you usually find three connectors
for each kind of device you can attach (one connector for video and two
for stereo audio).

3. Use cables to connect the Video/Audio Out connector on your camera
to the Video/Audio In connector on your TV.

The type of cables you use depends on the kind of connectors your
camera and TV have. The most common cables are called RCA (also
known as composite) cables. Many DV cameras include the necessary
cables to connect a TV and your DV camera, or you can buy these
cables at an electronics store.

You don’t have to connect your DV camera directly to a TV. Instead,
if you already have a VHS VCR (which is probably already hooked up
to your TV), you can connect your camera to the VCR so that the video
or audio signal goes through the VCR to the TV. Another benefit of this
setup is that you can record your Final Cut Pro movies to your VHS VCR.
(See Chapter 17 for more details.) If you opt for this setup, look on your
VCR for the Video/Audio In and Out connectors, and connect the VCR
to your camera.

4. Switch your TV to Video mode.

Try this last step after you have launched Final Cut Pro and can display
some video in either the Viewer or Canvas window. To see Final Cut Pro
video on your TV, you need to switch your TV to one of its video chan-
nels (which show signals coming from the TV’s Video In jacks rather
than from its antenna or cable connection). How you do this depends
on your television setup (and whether you have connected the TV to a
VCR, cable box, or some other device). Look on your TV or remote con-
trol for a button that says TV/Video, and press that button. If you see a
video clip displayed in the Viewer or Canvas windows, you’re in busi-
ness. If not, try pressing the button repeatedly, or press your Channel
Up and Down buttons after pressing Video. If this strategy doesn’t work,
check out your TV manual to see how to switch to the TV’s video input
channels. Also, make sure that you have your DV camera and TV con-
nected properly.

33Chapter 2: Getting Started



If your TV doesn’t display video after you load Final Cut, try choosing View➪
External Video➪All Frames, and make sure that the All Frames option is
checked. If it is, and you still get no video, try choosing View➪Refresh A/V
Devices. Still nothing? Finally, try View➪Video Playback, and make sure the
option “Apple FireWire NTSC” is selected. If none of these options works,
make sure that your camera is connected properly to your TV and Mac.

Launching Final Cut Pro
With your hardware ready and raring to go, use the Mac’s Finder to find
the Final Cut Pro HD application on your hard drive (it should be in the
Applications folder) and double-click the Final Cut Pro HD application icon.
Final Cut Pro begins to load all sorts of files and modules, but if you’re run-
ning it for the first time, the software prompts you for a few important
settings.

The quickest way to load Final Cut is to add its icon to your Mac’s Dock (as
shown in Figure 2-1), which lets you launch the software by simply clicking
its icon in the Dock. From the Mac’s Finder, just drag the Final Cut Pro HD
application icon from its window to the Dock to add it there. (Don’t worry:
You’re not moving or affecting the original application file on your hard
drive.) If you ever want to remove Final Cut from the Dock, just drag its
icon outside the Dock again and the icon disappears.

Figure 2-1:
The Final

Cut Pro HD
icon added
to the OS X

Dock.
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Choosing an initial setup
When Final Cut Pro loads for the first time, it opens a Choose Setup dialog
box, as shown in Figure 2-2, which prompts you for two important settings:
Easy Setup and Primary Scratch Disk. The following sections explain what
each setting means to you. (Remember: These settings aren’t carved in 
stone — you can easily change them later.)

Easy Setup
An Easy Setup is a collection of settings that Final Cut Pro applies to your
movies, based on the media format you want to work with and the kind of
hardware you have. You can tweak settings individually (I show you how,
later in this chapter), but, for now, start by choosing one of the following
four common Easy Setups from the Setup For pop-up menu:

� DV-NTSC: Use this setting if you want to capture and edit video in the
DV format, using video equipment (that is, camera, deck, and television)
based on the NTSC television signal. If you’re working with equipment
bought in North America, this is your option.

� DV-PAL: Use this setting to capture and edit video in the DV format,
using equipment based on the PAL TV signal (a European format).

� DVCPRO HD: Use one of these Easy Setups if your project will use media
in the DVCPRO HD format. As you can see, DVCPRO HD comes in differ-
ent flavors, so make sure to pick the one that matches your particular
requirements. See Chapter 3 for more about DVCPRO HD.

� OfflineRT-NTSC: This option still uses a DV camera or deck (NTSC-
compatible) to capture video on a DV tape, but Final Cut Pro further
compresses the video by using Photo JPEG technology. The result is that
your compressed media takes only one-tenth the disk space of standard
DV video (making the most of cramped hard drives, particularly on lap-
tops). Although the Photo JPEG image quality doesn’t match that of DV
(because of more compression artifacts and less frame resolution), it’s

Figure 2-2:
The Choose

Setup
dialog box.
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often good enough for rough-editing purposes. When you’re ready to
record your final project to tape or disk, you want to use the higher-
quality DV format, of course. That’s no problem: Just switch the Final
Cut Pro Easy Setup back to DV-NTSC, recapture only the media that your
movie uses (Final Cut Pro knows exactly where to find that media on
your DV source tapes), and then record your finished movie with the
better-looking DV footage. You can find out more about using Offline RT
in Bonus Chapter 3 on the For Dummies Web site (see this book’s
Introduction for the site’s URL address).

� OfflineRT-PAL: This option is just like OfflineRT-NTSC, except that it’s
for European equipment based on the PAL TV signal.

If you don’t know which of the many Final Cut Pro setups to choose, the two
can’t-go-wrong defaults are DV-NTSC (if you’re working with NTSC gear) and
DV-PAL.

If you’re using a different media format than DV (for example, DVCPRO HD
or uncompressed standard-definition video being captured from a high-end
deck), or if you have some special requirements for your DV footage (perhaps
a film-like frame rate of 24 frames per second), you should use a different
Easy Setup. In the Easy Setup dialog box, select the Show All check box, and
you see many more options in the Setup For pop-up menu. If you still don’t
find an Easy Setup that’s appropriate for your work, you have to manually
tweak some settings. See the section “Adjusting Your Project and Sequence
Settings,” later in this chapter, and consult the manual for any special hard-
ware you’re using for hints on the settings you need.

After you choose an initial setup for Final Cut Pro, you probably never need
to tweak those settings again, as long as your hardware setup and video and
audio requirements don’t change. But, if they do, you can easily change the
settings again by choosing Final Cut Pro HD➪Easy Setup and choosing a new
option from the Setup For pop-up menu. Remember that changing the Easy
Setup doesn’t affect settings for movies (that is, Timeline sequences) that
you have already created — only new movies.

Primary scratch disk
The scratch disk is the hard drive where Final Cut Pro saves all your captured
video and audio (and other files, such as rendered media). If your Mac has
only one hard drive (that is, your internal system drive), that drive is auto-
matically your scratch disk. But, if you have multiple drives, you can specify
which one serves as your scratch disk by choosing it from the Primary
Scratch Disk pop-up menu.

You can change your scratch disk at any time by choosing Final Cut Pro HD➪
System Settings and using the Scratch Disks tab. (See Chapter 4 for more
information about setting a new scratch disk.)
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When you’re finished making your choices in the Choose Setup dialog box,
click OK. Final Cut Pro opens a new project for you, and you’re ready to get
down to business.

If you don’t have your video deck or camera hooked up as Final Cut Pro loads,
you see a dialog box indicating that Final Cut Pro can’t find the device. This
isn’t a big deal: If you want the device to be used at this time, just make sure
that it’s properly set up and click the Check Again button. But you don’t need
this equipment to edit video, so if you don’t care whether it’s turned on, just
click the Continue button.

Working with Projects and Sequences
After you have established your initial setup, Final Cut Pro automatically cre-
ates a new, untitled project, which in turn includes a new, untitled Timeline
sequence, as shown in Figure 2-3. In other words, you’re ready to roll! Before
you move forward, though, I cover a few things about projects and how to
manage them.

A project is a Final Cut Pro document file — like a Word or Photoshop docu-
ment file that you create in those applications — that you can create, save,
close, and open again, like any other document on your hard drive. A typical
Final Cut Pro project contains the following two elements, which are unique
to it:

� Any media clips (video, audio, and still pictures) that you capture or
import into it

� One or more Timeline sequences, which are collections of the project’s
media clips that you have edited in the Final Cut Pro Timeline window

Figure 2-3:
An untitled

project and
sequence

in the
Browser.
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Generally, you create a new project for each movie or other unique, stand-
alone program you’re working on. For example, if you’re a big-time Hollywood
editor, you would have a project for each of the films on your plate. And,
within those projects, you would create multiple Timeline sequences to
break each movie’s edited clips into smaller, more manageable pieces. For
example, you may create a Timeline sequence for each major scene in a film.

Final Cut Pro lets you have multiple projects open at the same time. Each
open project is represented in the Browser by a tab, and these tabs are
displayed at the top of the Browser window. As you can see in Figure 2-3,
each tab lists the name of each open project (or says Untitled Project, if
you haven’t saved the project yet).

It’s a good idea to save a project immediately after you create it. It’s best to
get used to this now. It will save you a lot of headaches later.

Saving and autosaving projects
To save an untitled project (like the one that Final Cut Pro automatically
whips up for you when you first launch the software), follow these steps:

1. Choose File➪Save Project As from the main menu.

2. In the Save dialog box (as shown in Figure 2-4), type the new project
name in the Save As text box.

Where pop-up menu Horizontal scrollbar

Figure 2-4:
The Save

dialog box.
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3. Select the folder to which you want to save your project.

Click the folders in the file selector box to see their contents. Use the
horizontal scrollbar to move your view of the folders back and forth, or
click the Where pop-up menu to see the current folder hierarchy that’s
selected.

4. Click the Save button.

After you save a project, its new name appears on its tab at the top of
the Browser window.

When you save a project, you automatically save all the sequences that are
a part of that project. You can’t save individual sequences — just projects.

After you have chosen File➪Save Project As to save your project the first time
(giving it its name), you can save the project by choosing File➪Save Project
or pressing the familiar Ô+S. This action saves the project using the name
you have already given it. If you want to save the project using a different
name, again choose File➪Save Project As.

Setting up the Autosave feature
Final Cut Pro also includes a nice Autosave feature that automatically makes
a backup copy of your project, at time intervals you choose.

Imagine that you have worked on a project for an hour and Final Cut Pro
suddenly crashes before you save your work manually (it has been known
to happen). But, if the Autosave feature is enabled, much of your work
may still be intact. You just have to load up the last version that Final Cut
autosaved.

To make sure that the Autosave feature is turned on, choose Final Cut Pro HD➪
User Preferences. Look for the Autosave Vault settings on the General tab (as
shown in Figure 2-5), and make any adjustments you want. You can set how
often Final Cut Pro autosaves your open projects, how many versions of an
autosaved project are kept on your hard drive, and how many projects get
the autosave treatment.

Final Cut Pro keeps your autosaved backups in a folder named Autosave
Vault, which you can find in the Final Cut Pro Documents folder, in your
Home folder’s Documents folder. Within the Autosave Vault folder are
subfolders for each of your projects, and within these subfolders are your
backup files, in case you want to load one manually (or delete old ones that
are taking up space). These backups use the same name as your original pro-
ject (long filenames get shortened a bit), but they append the date and time
of the autosave at the end of the filename. By default, Final Cut Pro keeps as
many as 40 successive backups per project. Again, you can tweak this value
via User Preferences.
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Managing projects
If you have experience in using other applications in the OS X operating
system, managing projects in Final Cut Pro is pretty standard stuff. Here’s
a quick rundown of the fundamentals:

� Create a new project: To create a new project from scratch, choose —
you guessed it! — File➪New Project. Final Cut Pro opens an untitled pro-
ject tab in the Browser window and makes it your active project. I rec-
ommend naming and saving the project right away.

� Open a project: To open a project, use the following options:

• Final Cut Pro remembers the last several projects you opened. You
can quickly open any of them by choosing File➪Open Recent and
selecting the project’s name from the submenu.

• You can open any Final Cut Pro project by choosing File➪Open.
In the Choose a File dialog box (see Figure 2-6), browse your hard
drive (click folders to see their contents, and use the horizontal
scroll bar to move backward and forward through open folders)
and double-click the project name when you see it. Final Cut Pro
opens the project as a new tab in the Browser and makes it active.

• You can also open a project from the Mac’s Finder by double-
clicking its icon.

� Close a project: To close a project you’re no longer working on, make
the project active in the Browser window (click its tab at the top of the
window) and choose File➪Close Project. Before closing the project, Final
Cut asks whether you want to save the current version, in case you have
made any changes since the last save.

Figure 2-5:
The

Autosave
Vault on the
General tab
in the User

Preferences
dialog box.
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� Restoring a project: If you want to load an autosaved version of the cur-
rent project, choose File➪Restore Project and select the autosave ver-
sion you want by its date and time from the pop-up menu that appears.
Final Cut loads up that autosave version as a new project, using its long,
unwieldy autosave filename. If you want to continue working with this
project, you may want to use the Save As command to give the project a
more manageable name.

� Reverting a project: Choose File➪Revert Project to load up the last ver-
sion of a project that you manually saved (not the last autosave version).
This feature is handy if you have made changes to a project, but decide
that you want to go back to the way you had it when you last saved.

Again, you can have multiple projects open at the same time. To work with an
open project, just click its tab at the top of the Browser to make it active. You
see all the project’s clips, bins, and sequences listed in the Browser window,
as shown in Figure 2-7. (Note: The Effects tab is always a part of the Browser,
and doesn’t represent an open project.)

When you exit Final Cut Pro with open projects (that is, without closing
them first), Final Cut Pro automatically opens those same projects the next
time you launch the program. This feature is handy when you’re working
on the same project, day in and day out, but it can be downright annoying
when you’re finished with a project and it keeps opening each time you
launch the Final Cut software. To put an end to this vicious cycle, you have
two choices. Choice #1: just close a project you’re finished with before clos-
ing Final Cut Pro. After you close the project, it doesn’t come back until you
open it again. And choice #2: you can turn this entire feature off by choosing
Final Cut Pro HD➪User Preferences and deselecting the option “Open last
project on application launch”.

Figure 2-6:
The Choose

a File
dialog box.
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Adjusting Your Project and
Sequence Settings

After you choose an initial setup for Final Cut Pro (as you did when you first
loaded the program — see the section “Choosing an initial setup,” earlier in
this chapter), you probably never need to tweak that setup again, as long as
your hardware setup and video and audio format don’t change (and if you
don’t feel the need to tweak settings, you can skip this section because it’s
not necessary for getting you started). But, if these things change, the Final
Cut Pro settings allow you to quickly make any adjustments you need.

Final Cut Pro offers the following items that you can change:

� A setting: A setting controls a specific feature — for example, the frame
rate of a sequence, the quality of the audio that the sequence uses
(32 kHz or 48 kHz, for example), or the frame size for the sequence’s
video (640 × 480 pixels or 720 × 480 pixels, for example).

� A preset: A preset is a group of related settings that you can apply quickly
and easily, time and time again. Final Cut Pro has four families, or kinds,
of presets. You can create your own presets within each family or choose
from a long list of presets that Apple has already assembled for you. (For
more about changing a preset, see the section “Creating new presets,”
later in this chapter.) The four preset families you can work with are as
follows:

Figure 2-7:
The

Browser
shows

three open
projects.

Click a
project tab

to make the
project
active.
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• Sequence preset: The settings that are contained by a Sequence
preset apply to any new sequences you create in your project.
(In other words, when you create a new sequence, it conforms to
the settings defined in the Final Cut Pro current Sequence preset.)
Settings include frame resolution (such as 720 × 480 pixels), frame
rate and audio quality, video field dominance, and more.

• Capture preset: This group of settings defines how your video is
captured (resolution, frame rate, and compression used, for exam-
ple). For example, if you’re capturing uncompressed video from a
high-end DigiBeta deck, Final Cut Pro uses a different Capture
preset than if you’re capturing DV video from a DV camera.

• Device Control preset: These settings define how your video deck
or camera is controlled (which protocol is used to control the hard-
ware or how much preroll and postroll are used, for example). If
you’re not using some exotic video hardware, you don’t have to
worry about this one. If you are, you should consult the exotic
hardware’s manual for information on these settings.

• Video/Audio Playback: These settings define whether Final Cut
Pro sends video and audio to an external TV or other gear that you
have hooked up to your system. (Note: Final Cut Pro doesn’t tech-
nically call them presets, but they work just the same.)

� An Easy Setup: The last level of settings is the (presumably) familiar Easy
Setup, which is just a collection of the four preset families (sequence,
capture, device control, and video and audio playback). By choosing an
Easy Setup, you don’t have to worry about choosing individual presets.
As I discuss earlier, Final Cut Pro makes four Easy Setups available to
you right away, each featuring slightly different presets. (For example,
the sequence preset used by the DV-PAL Easy Setup calls for a video
frame size of 720 × 576 pixels, whereas the sequence preset used by
the DV-NTSC Easy Setup uses a frame size of 720 × 480 pixels.)

You can change the Final Cut Pro individual presets, or you can choose a
different Easy Setup (which, in turn, includes different presets). When you
change either a preset or an Easy Setup, any projects or sequences you
create from that point on use the settings defined by your new choice.
However, any existing projects or sequences keep their original settings.

Later, as you become comfortable with Final Cut Pro, you may want to change
the settings for an existing sequence. In this case, you don’t want to change
your Sequence preset because doing so affects only new sequences you create.
Instead, just open the existing sequence in the Timeline window and then
choose Sequence➪Settings. From the Settings dialog box, you can adjust
any sequence settings you want (they’re the same settings you find in the
Sequence preset). When you click OK, Final Cut Pro applies your changes
to only the current active sequence on the Timeline.
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Choosing a different Easy Setup
If all you want to do is change your Easy Setup, that’s easy. Just choose
Final Cut Pro➪Easy Setup and choose a new option from the dialog box’s
pop-up menu. Select the Show All check box to see all the Easy Setups
available to you.

Changing the Easy Setup doesn’t affect settings for sequences you have
already created — only new ones.

Choosing a different preset
If you can’t find a premade Easy Setup that offers the exact settings you need,
you can change one or more of the presets that Final Cut Pro is now using. You
can choose from a variety of different presets for each of the preset families I
discuss (in addition to any new presets you create). I show you how to create
new presets in the next section.

To choose another existing preset, follow these steps:

1. Choose Final Cut Pro HD➪Audio/Video Settings from the main menu.

2. In the Audio/Video Settings dialog box (as shown in Figure 2-8), make
sure that the Summary tab is selected.

The Summary tab contains several pop-up menus — one for each type
of preset family (sequence, capture, and device control) — as well as
menus for video and audio output. Below each pop-up menu is a descrip-
tion of the selected preset.

3. Use the pop-up menus to choose a new preset.

4. Click OK to accept the new preset.

Creating new presets
You can also create new presets with different settings that you customize by
following these steps:

1. Choose Final Cut Pro HD➪Audio/Video Settings.

2. In the Audio/Video Settings box, click the tab for the kind of preset
you want to create.

In this example, click the Sequence Presets tab.
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3. In that tab’s Presets box, click an existing preset that you want to base
your new preset on.

Figure 2-9 shows all the presets on the Sequence tab.

Figure 2-9:
The

Sequence
Presets tab.

Figure 2-8:
The

Summary
tab in the

Audio/Video
Settings

dialog box.
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When you click an existing preset, Final Cut Pro lists all its settings in
the Summary box on the right side of the dialog box. This arrangement
helps you see which preset is most like the preset you’re about to create,
so you have less tweaking to do.

4. Click the Duplicate button.

Final Cut Pro opens the Sequence Preset Editor dialog box, as shown in
Figure 2-10.

5. In the dialog box, type a new name for your custom preset in the
Name field and adjust the settings as needed. Then click OK.

6. In the tab’s Presets box (refer to Figure 2-9), click to the left of your
new preset’s name to select it.

That’s it! You’re done.

Figure 2-10:
The

Sequence
Preset
Editor

dialog box.
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Chapter 3

All About HD (High Definition)
In This Chapter
� Defining HD

� How Final Cut Pro works with HD

� The many flavors of HD

� Affordable HD cameras

� DVCPRO HD compression

So, you want to know what the big fuss is about HD? Well, you’ve come
to the right place because this chapter gives you a broad overview of

this exciting new technology and how Final Cut Pro HD works with it.

Of course, the chances are that if you’re reading a For Dummies book, you
don’t work much with HD, if at all; it’s a professional video format used to
shoot broadcast television content, and even theatrical movies, and it still
requires some expensive, heavy-duty gear to tackle properly. HD is clearly
the wave of the future: More and more HD-compatible television sets are
sold into homes; the price of the gear required in order to make and work
with HD content — HD cameras, HD videocassette decks, and computer edit-
ing systems capable of editing HD — is steadily dropping, and the format is
becoming more accessible.

It may take a few years, but one day HD will be something that all video and
filmmakers will be working with, so you should know what kind of exciting
developments are on the horizon.

Having said that, I should note that this chapter deals with some issues that
may be a bit technical for beginning video editors. If you fall into this camp,
you may want to return to this chapter later on, after you’ve gotten your feet
wet working with DV video and the basic Final Cut features.



What Is HD?
For starters, HD stands for high definition, and it’s a video format (or a collec-
tion of related formats — more on that in a moment) that offers two major
improvements over the everyday, old-school NTSC video (also known as 
standard-definition video) that has been the standard for decades:

� Improved image quality

� Wide-screen aspect ratio

You can find more information on these topics in this section.

Supersharp image quality
HD video looks much sharper (that means better) than standard-definition
NTSC video. “Standard-def” video has an effective resolution of only 720 hori-
zontal pixels by 486 vertical pixels, but the best HD format has a resolution
of 1920 x 1080 pixels! Many more pixels make up an HD image, and the result
is that those HD images look much sharper and more detailed than you’re
accustomed to (in the same way that still pictures from a 5-megapixel digital
camera look sharper than pictures from an old 1-megapixel camera!).

If you already have an HD TV set at home, you know firsthand how good HD
television can look. If not, mosey on down to your local consumer electronics
store and visit its HD TV section (you can’t miss it). The HD TVs are likely to
be playing demo videos showing off the beauty of HD — often, nature shows
or perhaps sports events — and you can clearly see HD’s superior quality.
One of the best demonstrations I’ve seen is an HD shot of a flower — when
you can see the individual, near-microscopic hairs on the flower’s stem, you
know that you’re not in Kansas any more.

These sharp, crisp images make HD video a pleasure to watch on a television
set in your home (as long as you have an HD-compatible set, of course), but
they also make HD feasible for projecting on huge theatrical film screens. If
you’re into indie films, you’ve probably come across a film or two that were
shot with standard-definition videocameras — for instance, Steven Soderberg’s
Full Frontal, or 28 Days Later, the zombie flick by Danny Boyle. When the rela-
tively low-resolution images from these cameras (again, roughly 720 × 486
pixels, or even 720 × 576 pixels, if the video was shot in the slightly higher-
resolution European PAL format) are blown up on a huge movie screen, you
can see jagged edges in the images, and the images have a slightly dull and
blurry quality (as though you tried to print a poster-size image from a still
picture taken by a 1-megapixel digital camera). The bigger the image is pro-
jected, the easier it is to see the imperfections in its image quality.
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But, because HD video has so much more detail (remember — as much as
1920 x 1080 pixels), its images hold up much better when projected on the
big screen. In fact, these days, many theatrical movies are shooting in HD;
for instance, the George Lucas film Star Wars: Episode II — Attack of the
Clones and the Robert Rodriguez films Spy Kids and Once Upon a Time
in Mexico come to mind.

Of course, if you’ve seen these movies, you may have noticed something a little
different about their “look”; some people notice a difference and prefer it less
to movies shot on conventional 35mm film, and other people don’t even notice
the difference. I confess that theatrical movies shot on 35mm film still look
a little sharper and slightly more real than those shot on HD. The difference
is often hard to spot, and it’s certainly not enough to prevent me from enjoy-
ing the overall movie experience (whereas theatrical films shot on standard-
definition video clearly have a low-resolution video look and can be jarring).

Thanks to its high image quality, HD video can work for shooting made-
for-TV content, like news and sports broadcasts, documentaries, dramas,
and sitcoms, and it can also handle films that are meant to play at your local
multiplex!

Wide-screen aspect ratio
The second great thing about HD video is that it has a wide-screen aspect
ratio (16 units wide by 9 units tall), whereas standard-definition NTSC video
has a more squarish ratio (4 units wide by 3 units tall). The result is that HD
video feels more “movielike,” and many people seem to prefer its wider pre-
sentation — for films, certainly, and even for news broadcasts and TV shows
like The Sopranos. I know I do!

The many flavors of HD
You should think of HD as an overall family of related but different formats.
Three different factors make up each format:

� Pixel resolution of the HD video image

� The frame rate used to record and play the HD video (rates such as
24 frames per second or 60 frames per second)

� Whether each frame is captured as a “progressive” frame or an “inter-
laced” one (I’ll explain these terms a bit later in this section).
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There are many different HD formats that combine these three factors in dif-
ferent ways, and some HD equipment can work with all these formats, and
others can’t. Here’s a rundown of the three major HD formats you’re likely
to encounter:

� 720p: This HD format features an image resolution of 1280 x 720 pixels
and plays video at a rate of 60 frames per second. Thanks to this reso-
lution, 720p offers a considerable increase in sharpness over standard-
definition NTSC video, but not as much as HD’s higher-end formats do.
Why is this lesser format useful? Some HD cameras and other equip-
ment support only 720p because it requires less expensive or advanced
hardware to process, yet still offers significant benefits over NTSC video.
For instance, many HD broadcasts over cable television use this format
because it requires less information to be passed over cable connec-
tions or satellite links than higher-resolution formats, and it still makes
customers say, “Ahhhh.” Another feature of the 720p format is that it
uses a progressive scan technology (that’s where the p comes from),
in which each frame of captured video contains a full frame’s worth
of image information and isn’t split into two different fields. (See my
description of 1080i, in the next bulleted paragraph, for more infor-
mation about fields.)

� 1080i: This HD format features a supersharp image resolution of 1920 x
1080 pixels, which is as good as it gets for picture resolution. The i in
this format’s name stands for interlaced. Rather than capture 30 full,
progressive frames of imagery per second (as the 720p format does),
it captures 60 fields per second, where each field contains only half the
visual information of a single frame (one field has even-numbered rows
of pixels, and the other field has odd-numbered rows of pixels, so that
during playback, they can interlace). But, because fields are played
superfast — each one lasts 1⁄60 of a second — your eye doesn’t really
notice that each field isn’t quite as detailed as a full frame would nor-
mally be. NTSC video uses a similar interlaced technology, and although
video purists argue that progressive frames are preferable to interlaced
images, the higher resolution of the 1080i format more than makes up
for its interlaced quality.

� 1080 24p: This format, the “bee’s knees” of the HD world, features a
1920 x 1080 pixel resolution, and its video plays at a rate of 24 frames
per second rather than at the 30 frames per second of 720p and 1080i.
Twenty-four frames per second, of course, is the same frame rate used
to shoot and project theatrical movies (many people think that this
frame rate looks more “lifelike” and realistic), and that’s why 1080 24p
is the format of choice for Hollywood filmmakers who choose to shoot
on HD rather than on film (the latest George Lucas Star Wars film was
shot in the 1080 24p format). Also, the p in 24p tells you that it’s a pro-
gressive scan format, so it has no interlaced frames — just pure image
bliss.
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How Final Cut Works with HD
Final Cut Pro HD offers the most painless and inexpensive way to edit high-
quality HD projects. In essence, Final Cut Pro HD makes working with HD as
flexible and convenient as working with standard-definition DV video, and
that’s a huge accomplishment, considering how unwieldy HD video has been
to work with.

The way things were
To appreciate Final Cut Pro HD, you should understand how earlier versions
of Final Cut worked with HD video (the difference is the same as the difference
between night and day). Final Cut has been HD-compatible since Version 3, but
that compatibility required you to have some serious hardware. For instance,
back then, your Mac needed a third-party capture card (which cost between
$2,000 and $4,000) that could connect to HD videotape decks, capture digital
video from HD tapes, and then play that HD video smoothly in Final Cut.
To store all the digital video, you also needed a RAID (Redundant Array of
Independent Disks), which is a collection of very large, very fast hard drives
that work as though they’re a single huge hard drive. A typical HD-friendly
RAID has 31⁄2 terabytes of storage (a terabyte equals roughly 1,000 gigabytes)
and costs about $11,000. And, because HD video could consume as much as
9.6 gigabytes per minute, even a big RAID could comfortably store only about
five hours of video!

What’s more, a true HD system wouldn’t be complete without an HD preview
monitor — a high-end HD television that’s matched to professional standards
and lets you see the footage you’re editing just as your audience would on an
HD set. These types of preview monitors can cost around $20,000!

Finally, even with all this expensive gear, Final Cut could not create real-time
previews of many (if any) of the effects you may apply to your HD video. If
you wanted to do lots of fancy transitions or montages of moving imagery
or color-correction effects, you would have to painstakingly render them
to see how they would look, make changes, re-render, make more changes, 
re-render, and so on.

In other words, using earlier versions of Final Cut Pro to edit HD was an expen-
sive and potentially tedious proposition!

Final Cut Pro HD makes HD easy
Final Cut Pro HD has changed everything about working in HD — as long
as you’re willing to work with the new HD format, DVCPRO HD, developed
by Panasonic. DVCPRO HD is basically regular HD video that has been
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compressed (like a JPEG picture is compressed, or, more accurately, like DV
video is compressed — see Chapter 18 for more information about the basics
of compression). That compression is the key: It means that HD video requires
much less data to describe than uncompressed HD — for instance, the com-
pressed HD needs only as much as 840 megabytes per minute rather than
uncompressed HD, at as much as 9.6 gigabytes per minute — but the com-
pression doesn’t appreciably affect the quality of the HD imagery. In other
words, you still enjoy super-crisp-looking HD video!

Because DVCPRO HD doesn’t require as much data as uncompressed HD, it’s
easy to manage and offers a number of benefits when you’re editing, such as
the ones described in this list:

� It uses non-RAID disk drives: Because a smaller amount of data is
describing DVCPRO HD video, you don’t need to have a RAID hard drive
to store the data or play it smoothly. You still need a fast hard drive to
work with DVCPRO HD, though — for instance, a 7200 RPM Serial ATA
drive that works with Apple G5 desktop computers — but that’s a far
cry from a RAID, which can run several thousands of dollars. If you want
your Mac to store lots of HD video, or if you plan to work on projects
that merge lots of different HD video clips so that they have to play at
one time (as with a montage or picture-in-picture tricks), a RAID may
still be handy, but not necessary.

� You see real-time previews of effects: Because DVCPRO HD video
requires less data, thanks to its compression, Final Cut Pro can gener-
ate real-time previews of effects such as transitions, color corrections,
picture-in-picture effects, and other image manipulations. When Final
Cut is running on a fast Mac, like a dual CPU G5 PowerMac, it can offer
the same level of real-time effects as though it were working with DV
video!

� No HD capture card is required: DVCPRO HD video also lets you skip
buying an expensive capture card to capture HD video. You can use a
simple FireWire cable to connect a DVCPRO HD videotape deck to your
Mac (the same kind of FireWire cable you use to connect your DV
camera), and that’s all you need!

Thanks to this smaller size, you can use a much more standard Mac, with
non-RAID drives, to work with HD and enjoy real-time previews of effects!

Here’s a bonus: Final Cut Pro HD lets you use an Apple Cinema Display as
an HD preview monitor so that you can watch your HD edits on a true HD
screen, and not on the small Final Cut Viewer and Canvas windows. Sure, a
23-inch Cinema Display isn’t exactly cheap ($1,999 at the time this book was
written), but it’s much cheaper than buying a professional HD preview moni-
tor, and it gives you much of the same functionality (professionals will still
want to use a conventional HD preview monitor for doing ultraprecise color
correction, but many projects can live without it, and even if you can’t, you
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can always take your project to a top-tier color-correction specialist right
before you’re finished). If you want to use a Cinema Display as a preview dis-
play for HD, choose View➪Video Playback➪Digital Desktop Cinema Preview.

DVCPRO HD has one “gotcha”: It doesn’t support the 1080 24p flavor of HD.
DVCPRO HD can work in both 720p or 1080i, but if you want 1080 24p (for
instance, if you ever want to make a movie that could be theatrically distrib-
uted, which the 24p format is best qualified for), you have to bring it into
Final Cut as uncompressed HD video. You need an HD capture card and fast
RAID drives to work with it, and you don’t enjoy real-time previews of many
effects. On the bright side, Final Cut does support a 24 frames-per-second
version of the 720p HD format, so you can use this as a fallback option if
24 frames-per-second playback is very important to you (though you won’t
get the supercrisp picture resolution of the 1080i 24p format).

Creating DVCPRO HD Video
Panasonic has created a new line of hardware specifically designed to work
with video in DVCPRO HD. For instance, the Panasonic VariCam HD Cinema
videocamera records DVCPRO HD video directly to special tapes (just as a
consumer DV camera records DV video to DV tapes). Likewise, the Panasonic
AJ-HD1200A videocassette deck plays and records tapes in the DVCPRO HD
format.

Because DVCPRO HD is basically a compression codec (just as DV is a codec
used for making standard-definition NTSC video more manageable — see
Chapter 18 for more information about codecs), your Mac can encode raw
video into the codec. For instance, if you’re animating sequences for an HD
movie (for instance, a title sequence in LiveType or AfterEffects), you could
compress them by using DVCPRO HD compression so that they can easily be
edited in Final Cut Pro HD.

Affordable HD Cameras — the Good
and the Bad News

There are many different HD cameras available from manufacturers like
Panasonic and Sony, but with price tags ranging from about $50,000 on up
(in some cases, wayyyy up), they’re not exactly affordable for many digital
filmmakers. Of course, you could always rent a high-end HD camera on a per-
project basis, which is what many independent filmmakers end up doing, but
a new breed of HD camera is making its way onto the market, and it’s much
more affordable.
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These models are called HDV cameras (think “High Definition Video”), and
they offer some good news and some bad news for indie filmmakers who
want to get into the HD world for as little money as possible.
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More HD basics
Here are some other helpful tidbits about the
world of HD video. None of this information
is directly related to using Final Cut Pro and
HD together, but the information may help you
understand the broader issues of HD:

HD TV sets: Just to be clear, to enjoy HD
video, you (or your audience) need to have an
HD-compatible TV set. If your TV is a few years
old, chances are that it’s not HD compatible.
Likewise, if you paid only a few hundred dollars
for your set, it’s not likely to be HD compatible
because HD still generally costs an arm and a
leg (although, a little later, you may be able to
get away with paying only an arm or a leg, and
not both). By the way, even if a TV is HD com-
patible, it may be able to display video only in
HD’s lower-end 1280 x 720 image format (see my
explanation of the 720p format in the section
“The many flavors of HD,” earlier in this chap-
ter). This limitation isn’t generally a drawback
because HD TV broadcasts use this lower-end
resolution, but it may become an issue if HD
becomes more popular and some broadcasters
or DVD publishers start to take advantage of
everything that HD has to offer.

HD TV broadcasts: Even if you have an HD set,
you can’t enjoy HD video unless the set is
receiving true HD broadcast signals. The vast
majority of TV stations in the United States still
broadcast their content as NTSC signals (in
standard definition), and although you can
watch these shows on an HD set, they don’t
look any better than they do on an everyday
cheap television set. Fortunately, more and
more broadcasters are offering their content in
HD as well: NBC News, ESPN sports events, the
Discovery Channel’s nature shows, and some

select HBO and Showtime channels, to name a
few. (Obviously, most of these stations and
events require you to subscribe to a cable or
satellite TV service.) The pickings are still a little
slim, although more options are on the way.

HD and DVDs: If you love the idea of watching
your favorite DVDs on an HD set, remember
that there’s a catch: Although your DVDs play
in all their wide-screen glory, they don’t take
full advantage of HD’s supersharp image qual-
ity. That’s because DVDs still contain NTSC
(standard-definition) video, and although cer-
tain technologies built into modern DVD players
can make the NTSC imagery look respectably
crisp, the results still don’t compare to what true
HD video can offer. If you really want to watch
your movies at their best, you have two options:
You can buy an HD VCR (check www.google.
com), and then find a few big-ticket movies that
are available on HD videotape (although most
movies are never released in this format). As for
the second option, you can save your pennies
and wait for the new kind of HD-DVD player
that’s heading our way in the next couple of
years. Based on a technology named BluRay,
which can store as much as 26 gigabytes of
data on a DVD (rather than the customary
9 gigabytes), these disks have enough space to
offer movies in full HD quality. Of course, the
technology won’t be available to consumers
until at least 2005. And, the first BluRay DVD
players will be quite expensive. And, a compet-
ing format to BluRay (similar to Beta versus
VHS) is likely, which means that your early-
adopter equipment may be made obsolete after
a winning format emerges. That’s the price you
pay for your love of movies, eh?



First, the good news: These cameras — such as the JVC GR-HD1 or upcoming
HDV cameras from Sony — cost as little as $2,100 and as high as $5,000, so
they’re quite affordable (relatively speaking!). And they can shoot video in
the 720p HD format, and in some cases, even higher resolutions.

The bad news, however, is that video shot in the HDV format is highly com-
pressed, using an MPEG-2 compression technology similar to the compression
used for DVDs (see Chapter 18 for more about compression). This compres-
sion technology lets HDV cameras manage all that HD data pretty easily, and
record it to regular DV tapes (like the tapes you use for recording standard-
definition video from your camcorder today). At the same time, this extreme
compression produces an image that is not well-suited for color correction
and compositing with other video, so it may not be suitable for your particu-
lar projects. Plus, HDV video’s unique compression scheme is incompatible
with Apple’s QuickTime video format, so the video you shoot on an HDV
camera can’t natively be edited or even played in Final Cut Pro! Instead, you’ll
have to buy third-party software like the Indie HD Toolkit from Heuris Logic
($199 and up) that lets you convert HDV video into a QuickTime-compatible
format, which Final Cut can work with. But this conversion process can lose
some of HDV’s quality, and it adds a time-consuming step to your editing
workflow.

So that’s the skinny on HDV cameras and the video they shoot. HDV puts
high-definition video in the hands of many, but not without some tradeoffs.
It’s up to you to decide if those tradeoffs are worth HDV’s low price.
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Importing and

Organizing
Your Media



In this part . . .

Part II explains how to capture, import, and organize
all the media in your Final Cut projects (video, dia-

logue, music, sound effects, and still pictures, for exam-
ple). I show you how to capture media from DV videotape
and how to bring media into Final Cut from other sources,
such as video or audio files already on your hard drive,
songs from a music CD, or graphics from Photoshop.

Finally, I explain how to name, annotate, and organize all
these different media clips in the Final Cut Browser window
so that you can easily find ’em when you need ’em.



Chapter 4

Capturing Media from Tape
In This Chapter
� Setting up a camera or deck

� Understanding timecodes

� Capturing clips in the Log and Capture window

� Letting Final Cut Pro find scenes for you

� Saving captured clips

� Batch-capturing clips

F inal Cut Pro can bring in media from a variety of sources (music CDs,
still pictures from a camera, and QuickTime movies that are already on

a hard drive), but you probably get most of a project’s content by capturing
video from MiniDV tapes (from now on, just DV) by using a digital video (DV)
camera or DV playback deck that’s attached to a Mac.

Capturing video requires you to think about a few issues: how to capture the
video (Final Cut Pro gives you a few different options), where to store video
on your hard drive when it’s captured, and how to properly name and describe
video clips so that you can easily manage them later on. (This issue is impor-
tant when you add more media to projects!)

Final Cut Pro generally works well with all DV cameras and decks, but you
may run into occasional glitches with a couple of models. I suggest that you
visit www.apple.com/finalcutpro/qualification.html and look up the
list of DV devices that are qualified by Apple to work with Final Cut Pro. To be
sure that your Mac and DV camera or deck work harmoniously, use a device
that’s listed on that site. However, if you don’t use a device listed there, it’s
probably not the end of the world — the device should still function well in
most cases.



Connecting a DV Camera or Deck
Before you can capture video from a DV camera or deck, you need to connect
it to the Mac by using a FireWire cable. FireWire, also known as IEEE 1394, is
an Apple-invented technology that lets you quickly move lots of data (which
DV video and audio require) through a thin cable. Most DV cameras and decks
have a built-in FireWire port. A common FireWire cable has a 4-pin connector
on one end (for the camera or deck) and a 6-pin connector on the other end
(for the computer). To get all your gear ready for capture, follow these steps:

1. Use a FireWire cable to connect a DV camera to the Mac (or deck, but I
assume from now on that you have a camera).

Mac laptops typically have only one FireWire port. If you’re using an
external FireWire hard drive with a Mac that is already using the single
FireWire port, how do you connect the camera to the Mac? Well, most
FireWire hard drives have two FireWire ports on them, so just connect
the camera to the open FireWire port on the external hard drive. The
camera then works with the Mac through the FireWire hard drive.

2. Turn the camera on, if you haven’t already done so.

3. Insert a DV tape.

4. Make sure that you have switched the camera to the VTR setting (on
some models, it’s called VCR or Playback).

This setting lets the camera play DV tape, like a VCR plays a tape, rather
than record images seen through the camera.

5. Launch the Final Cut Pro HD application.

If your DV device is properly connected, the application should start
without any problems. However, if a device isn’t connected or isn’t rec-
ognized as valid, Final Cut Pro asks whether you want to check again
for a device or proceed without it.

6. Choose File➪Log and Capture in Final Cut Pro (or press Ô+8).

This command brings up the Final Cut Pro Log and Capture window,
which I describe in a moment. In the lower-left portion of the window,
check the VTR status area to make sure that you have good communi-
cation with the device, as follows:

• When you see the message VTR OK in the status area, all is well,
and you’re ready to proceed.

• When you see the message No Communication in the status area,
the camera is either turned off or not connected to your Mac via
a FireWire cable. Another possibility for this message is that you
have a piece of faulty equipment, such as a bad cable or FireWire
port.
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Understanding Timecode
A timecode is a series of sequential numbers that describes your exact loca-
tion in a piece of video. As an editor, you can’t escape timecodes, which tell
you where you’re located in a clip, how long a shot lasts, and where to start
or stop recording.

Timecodes are made up of four sets of double-digit numbers that are separated
by colons and semicolons (like 00:12:23;07). From left to right, the numbers
indicate hours, minutes, seconds, and finally, frames. Frames are always last
(after the semicolon), and there are 30 frames in a second, so frames act as a
measurement of time as well. If you were speaking in timecode, you could say
“The shot that I want to capture on my DV tape starts at 00:05:10;04,” which
means that the shot starts at 5 minutes, 10 seconds, and 4 frames into your
tape.

You see timecode values all over Final Cut Pro. For instance, the Viewer win-
dow uses a timecode to note the duration of a shot. On the Timeline, you
can see timecode values displayed across the Timeline ruler, and the Canvas
window reports the entire length of your movie as timecode. Additionally, the
Final Cut Pro Log and Capture window displays the timecode that it reads off
your DV tapes (each frame of video that’s recorded to DV tape has a time-
code stamp), and when you set In and Out points to mark video for captur-
ing, Final Cut Pro records these marks as timecode values, too.

Capturing in the Log and
Capture Window

Capturing clips means that you take digital video data from a DV tape and
bring it into a Mac as digital QuickTime files. Logging is the process of noting
those portions of a tape (specified with timecode) that should be marked
for capture at a later time. (These are referred to as offline clips.) The main
hub of the video-capturing universe is the Final Cut Pro Log and Capture
window, as shown in Figure 4-1, which you can access by choosing File➪
Log and Capture from the main menu.

The Log and Capture window lets you perform the following three basic steps
in the capturing process:

1. Navigate through a DV tape until you find the piece of video you want
to capture.

2. Describe and log this video by giving it In and Out points, naming it,
and writing any other useful, descriptive comments about it (such as
the name of the DV tape you’re capturing it from).
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3. Capture the video by saving it to the hard drive as a QuickTime digital
file and also adding it to the Browser window of a project as a media
clip, which you can then edit on the Timeline.

This section outlines these three steps.

Navigating through a DV tape
Use the Log and Capture window’s playback controls (as shown in Figure 4-2)
to move through a tape and find the piece of video you want to capture. While
you do this, you can see the video playing in the Preview pane.

Jog Rewind Play

Fast Forward

ShuttleFigure 4-2:
These

controls
determine

the play-
back of

DV tape.

Duration of selected shot

Go to In Point button

Current timecode

Set In Point button

VTR status area

Playback controls

Set Out Point button

Go to Out Point button

Figure 4-1:
The Log and

Capture
window.
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You have the following controls available so that you can either move quickly
through the tape or proceed frame by frame (for high-precision work):

� Play, Stop, Fast Forward, and Rewind buttons: Clicking the Play button
begins your DV tape immediately in the Preview pane of the Log and
Capture window, and clicking Stop . . . well, you can imagine what that
does. To move to another part of the DV tape quickly, use the Fast
Forward and Rewind buttons. Unfortunately, you can’t preview the
video while the tape speeds by, but you can watch the Log and Capture
window’s Current Timecode box to see where you are now on the tape.

� J, K, and L keys: Although using shortcut keys is a matter of preference,
I find that the best way to quickly and precisely navigate through a tape
is by pressing J, K, and L on the keyboard, as follows:

• Pressing J plays the tape in reverse.

• Pressing K pauses playback.

• Pressing L plays the tape forward.

Even better, pressing the L or J key repeatedly increases the speed of the
forward or backward motion while showing you the video in the Preview
pane. Try it: Press either key once, and then again, and then again — and
watch your video fly by superfast. This approach lets you see the video
moving smoothly as it zips by, as opposed to using the window’s Fast
Forward and Rewind buttons, which move through the tape quickly but
don’t show your video in the process.

� Arrow keys: Occasionally, you may want to move through a tape frame
by frame. Press ← on the keyboard to move back one frame and → to
move forward one frame.

� Jog and Shuttle (refer to Figure 4-2): Few people prefer to use these
controls rather than use keyboard commands (J, K, and L and the arrow
keys). However, you can drag the Shuttle control to the left and right to
move back and forward, respectively, through a tape at different speeds.
(The farther from center you drag the control, the faster you go.) You
can move the Jog wheel to the left or right to slowly roll backward or
forward as little as one frame at a time.

� Current Timecode field: The Current Timecode field, in the upper-center
portion of the Log and Capture window, always shows the timecode
of the frame that appears in the Log and Capture window. By entering
a timecode in the Current Timecode field, you tell Final Cut Pro to go to
that timecode location. This field comes in handy when other people
(such as your producer or a client) screen source tapes in advance and
make notes about shots that they like on the tapes.
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Describing and capturing video —
the long way
When you find a clip of video you want to capture, you need to give Final Cut
Pro some details about it before capturing it. For instance, you need to give
the clip a name, and you need to tell Final Cut Pro at what point on the tape
to start capturing the video to the hard drive and at what point to stop (by
setting what Final Cut Pro calls In and Out points). This information is also
important for logging clips that you want to capture later.

Follow these steps to capture a clip the long way and provide important
logging information:

1. Move to the frame on a DV tape where you want to begin capturing
video, and then press I to mark an In point.

The timecode for that first frame appears in the Log and Capture
window’s In Point Timecode field (refer to Figure 4-2).

2. Move to the last frame you want to capture on the DV tape, and then
press O to mark an Out point.

The timecode for this last frame appears in the Out Point Timecode
field. Just so you know: Final Cut Pro doesn’t care whether you mark
the Out point before you mark the In point.

3. Type the reel name in the Log and Capture window’s Reel field, as
shown in Figure 4-3.

Reel names are nothing more than the tape names you may have created
for DV tapes. Although entering this information isn’t mandatory, noting
the tape that your video was captured from makes going back to that

Up button

Slate buttons

New Bin button

Figure 4-3:
Describe

the
captured

clips in
these fields

in the Log
and Capture

window.
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source tape easier in case you ever need to recapture media from
it. Together with the clip information in the next step, this step is
the most important part of the logging process and should not be
underestimated.

4. Fill in the fields that describe important stuff about a clip (refer to
Figure 4-3).

Final Cut Pro gives you lots of information to record about a clip — for
instance, a description of the clip, scene, shot or take data, and general
notes (such as John blinks a lot or slightly shaky camera).

You can click the Slate button next to each field to increase (by one) the
current value shown in that field. For instance, when a 2 is in the Scene
field, clicking the field’s Slate button changes that value to a 3, saving
you time from keying in a number yourself. Also, when you click the
Slate button in the Scene field, Final Cut Pro is smart enough to not only
increase the current scene number by 1 but also reset the current shot
or take number to 1.

If you really like a particular shot, select the Mark Good check box. After
you have captured all your clips, Final Cut Pro can quickly search out
the most promising shots you marked in this way. (See Chapter 6 for
more information.)

5. Type a name for the clip, and click OK.

By default, Final Cut Pro generates a name for the clip based on informa-
tion you enter in the Log and Capture window’s Description, Scene, and
Shot/Take fields (if you have selected the check box to the right of each
of these fields — refer to Figure 4-3 again). For instance, when you type
Sunrise in the Description field and Scene54 in the Scene field, Final Cut
Pro automatically names the captured clip Sunrise_Scene54 (again, as
long as the Description and Scene fields have check marks next to them).
If you don’t want the clip’s name to use one or all of these fields, just
select the field’s check box to toggle the field off. However, even when
you have a field’s check box turned off, Final Cut Pro records any info
you enter in the field with the clip. You can search to find the clip by its
scene or description, but the information isn’t added to the clip’s name.

When you don’t want the clip’s name to include any of the Log and
Capture window’s fields, toggle each field’s check box off and toggle
the Prompt check box so that it’s enabled. When you capture the clip,
Final Cut Pro opens a new dialog box and lets you type a name and
any additional comments for the clip.

When you don’t select the Prompt check box or any other fields, Final
Cut Pro names the clip something like Untitled 0001, and you don’t
want that! Make sure that you come up with a good name.

65Chapter 4: Capturing Media from Tape



6. Click the Clip button in the lower-right corner of the Log and Capture
window to capture the clip immediately, or click the Log Clip button
to capture the clip later as part of a batch.

If you have chosen the Capture Clip option, Final Cut Pro cues the
camera to the In point you set and captures the clip from the DV tape
until it reaches the Out point you set. (You can abort the capture any
time by pressing Esc.) The clip then appears in the Browser window
under the name you gave it. Final Cut Pro also stores the clip as a
QuickTime file on the hard drive, using that same name (see the section
“Locating captured clips,” later in this chapter, for information on con-
trolling exactly where Final Cut Pro saves those QuickTime files.) If you
have chosen Log Clip, the new clip appears in the Browser window as
an offline file that can be captured as part of a batch of clips (see the
sections “Logging clips” and “Batch-Capturing Clips,” both later in this
chapter, for more information). If you’re wondering what the Capture
Now button does, refer to the “Capturing the video — the short way”
section, later in this chapter, for more information on this feature,
which lets you bypass the detailed logging process.

By default, Final Cut Pro aborts a capture if it encounters a break in your
DV tape’s timecode. A break means that the tape’s timecode starts over at
00:00:00;00 (in most cases) or otherwise skips sequential numbers. A break
usually occurs because you turned your camera off and then on again while
recording footage. These breaks can have some bad side effects if you ever
plan to recapture the clip you’re capturing now, so see the section “Capturing
over Timecode Breaks” later in this chapter, to fully understand the conse-
quences. If you don’t want to include clips with these breaks in your project,
choose Final Cut Pro➪User Preferences, and select the Abort Capture option
from the On Timecode Break drop-down menu.

Logging clips
Logging is a common practice among video editors. The process basically
involves noting the shots (or clips, as they’re called in Final Cut Pro) and
their locations (in timecodes) on the tape. Logging is helpful because it gives
you a chance to review and organize what you have and figure out what shots
you may still need to get. It also helps you save space on your hard drives
because you capture only the clips you need for your project (as opposed
to capturing an entire tape at once).

In Final Cut Pro, the act of logging entails using the Log and Capture window.
As you scroll through your tape, you use In and Out points to mark the begin-
ning and ending timecodes for each clip, and you use the Logging tab to record
information about the clip. (You can also establish a number of settings on
the other tabs, which I discuss later in this chapter.) When you’re done tin-
kering with your clip, you save it. Note that you don’t capture the clip yet.
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Just save it in the Browser, where this logged but uncaptured clip appears
with a red slash across it, as shown in Figure 4-4. The uncaptured clips and
the information in the Browser about them serve as your log, much like the
ones that were handwritten before the days of computer-based editing. Later,
you can select this logged shot and tell Final Cut Pro to capture it for you.

You aren’t required to log before you capture. After you log each shot, you
can capture it in Final Cut Pro. I recommend first carefully logging tapes and
then capturing them later. Many editors scoff at this approach because it
seems time-consuming to them, but I argue that this method saves time and
energy later in the edit. If you log first, you tend to be much more careful
about the amounts of material you capture. Editors who capture on the fly
often capture a whole lot more than they need. And, even at the compara-
tively lean data rates of DV, you need 1 GB of hard drive space for every
41⁄2 minutes of video.

You can log clips by following the steps described in the preceding section
while continuing to add more clips from the same tape by either pressing the
Log Clip button as described or repeating the steps with multiple tapes. As
long as you remember to enter the appropriate reel and name information,
you can easily batch-capture these clips later.

Changing your logging bin
When you capture a clip, Final Cut Pro adds it to the Browser window.
However, you may want your captured clips to go directly into a bin in
the Browser. Putting clips in a bin keeps you from having a bunch of
captured clips cluttering up the Browser.

You can create a new bin in the Browser directly from the Log and Capture
window. Just click the New Bin button (refer to Figure 4-3), and Final Cut Pro
creates a new bin in the Browser (see Figure 4-5). This new bin is designated
as the Logging Bin, so that any new clips you capture go there automatically.

A logged or "offline" clip has a slash through it.

Figure 4-4:
You can

capture this
logged clip

later.
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The Browser displays a Logging Bin icon to the left of this new bin, but you
may want to rename the bin to be more descriptive. (See Chapter 6 for more
on working with bins.) To toggle off this designation (so that captured clips
go directly into the main Browser and not into a bin), click the Up button in
the Log and Capture window.

You can turn any existing Browser bin into your logging bin. In the Browser
window, press and hold Control, click the bin that you mean to use as the
logging bin, and then choose Set Capture Bin from the pop-up menu that
appears.

Capturing the video — the short way
Capturing a video clip by using the steps I describe in the preceding section
can sometimes get tedious because you have to navigate through the DV tape,
set In and Out points for each clip, and then wait while the camera again
returns to those points to capture each clip to the hard drive. Although this
process works fine when you’re capturing a couple of clips at a time, it can
be inefficient when you have lots of capturing to do. Instead, you can use the
Final Cut Pro Capture Now feature, which captures whatever happens to be
playing on the camera at the moment and spares you from setting In and Out
points or even naming the clip.

Capture video quickly and easily by following these steps:

1. Begin playing the tape in the Log and Capture window.

You can press L to start playing the tape forward or just click the
window’s Play button.

A small slate icon indicates the current
Logging Bin in your Browser.

Figure 4-5:
A logging

bin.
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2. Click the Now button in the Log and Capture window when you want
to start capturing the video that’s playing.

Click the Now button a few seconds before you want the capture to
begin, in case the Mac has to “wake up” the hard drive. Either way, Final
Cut Pro starts capturing the video that’s playing through the camera.

3. Press Esc to stop the capture.

Final Cut Pro automatically names the captured clip something generic
like Untitled001, adds the clip to the Browser window, and saves it as
a QuickTime file on the hard drive.

This Capture Now process is very quick and painless, but the only draw-
back is that you get a bunch of clips with not-very-useful names, such as
Untitled 0001. Of course, you can quickly change the clip’s name in the
Browser window after it’s captured. (See Chapter 6 for more information
about renaming clips in the Browser.) However, the QuickTime media file
that’s saved to the hard drive keeps its original, generic name, and that can
lead to some confusion if you want to look at the media files from the Mac
desktop.

If this naming issue doesn’t bother you, you’re all set. However, Final Cut Pro
offers a middle ground that lets you name a clip quickly, before it begins to
capture any video, so that your clip ends up in the Browser and on your hard
drive with a more useful name.

Follow these steps to quickly capture clips and provide them with specific
names:

1. Before playing the tape, name the clip to be captured by typing some
descriptive information in the Log and Capture window fields.

See Step 5 in the section “Describing and capturing video — the long
way,” earlier in this chapter, for a description of how these fields work.
Make sure that Final Cut Pro automatically incorporates your entries
into the Log and Capture window’s Name field by checking the box to
the right of each field you want to include. You can also enter the clip’s
reel name here, but be aware that Final Cut Pro uses any information
you enter in the window’s other fields (Scene, Shot/Take, and Description,
for example) only to build the clips. When captured, the clip doesn’t
retain any of this additional information (again, like Scene, Shot/Take,
and so on); it retains only the name itself that you’ve created. (Note: If
you want to capture a clip with all this information saved along with it,
you can’t use the Capture Now approach. Read on.)

2. Do a Capture Now, as you normally would (refer to the preceding set
of steps).

Final Cut Pro captures the clip, using the name that was generated in the
Log and Capture window’s Name field.

69Chapter 4: Capturing Media from Tape



Locating captured clips
When you capture clips from DV tape, Final Cut Pro saves them to what-
ever hard drive you set as the scratch disk (the hard drives where audio
and video media are stored) — you do this for the first time when you first
launch Final Cut Pro, after you install the application. Additionally, Final Cut
Pro puts the files in specific folders on that hard drive. To determine where
those folders are located (and to change their location, if you want), choose
Final Cut Pro HD➪System Settings and then click the Scratch Disks tab, as
shown in Figure 4-6.

Under the Scratch Disks tab, you should see a pathname that tells you the
folder in which Final Cut Pro saves the video and audio for your projects. In
that folder, Final Cut Pro creates another folder, named Capture Scratch,
as shown in Figure 4-7. Within that folder, the program creates another folder
using the same project name you used in capturing the video. (For instance,
if you name the project Radius_TheMovie, the folder’s name is Radius_
TheMovie as well.) And, this folder is (finally!) where you can find the cap-
tured QuickTime files.

You can change the folder — or even the hard drive where the files are cap-
tured — by doing the following:

1. Click the uppermost Set button in the Scratch Disks tab (refer to
Figure 4-6).

The Choose a Folder dialog box appears, and you can navigate to any
folder on your hard drive (or drives).

Figure 4-6:
The Scratch

Disks tab,
found in the

System
Settings

dialog box.
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2. Find the folder you want to capture to, and click it once to select it.

3. Click the Choose button.

Final Cut Pro updates the Scratch Disks tab to show you this new folder
as the capture destination.

You can set up multiple scratch disk folders by clicking the other Set buttons
on the Scratch Disks tab. However, Final Cut Pro captures only to the disk or
folder that has a check mark in the Video Capture or Audio Capture check
box, to the left of the tab. I like to set up multiple scratch disks and switch
between them, depending on the project I’m working on.
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Dropping frames during capture?
When you capture clips, Final Cut Pro may inter-
rupt the capture process to tell you that it’s
dropping frames while capturing, which means
that the hard disk isn’t recording all the frames
of video that are flowing from your camera in
real time. Captured clips that are missing some
of their frames play with slight stutters or pops,
so Final Cut Pro warns you ahead of time, thank-
fully, that it’s happening. If you’re dropping
frames during capture, consider these culprits:

� The hard drive isn’t fast enough. Lots of fac-
tors determine how fast a hard drive can
write data, but a major one is its rotational
speed — that is, how fast the drive’s physical
magnetic disk spins. A drive with a 4200 rpm
rotational speed (particularly ones in older
Macs or laptops) can suffer from dropped
frames, but drives with 5400 rpm, and espe-
cially 7200 rpm, ratings should be safe.

� The hard drive is fragmented. Hard drives
write data to the surface of a spinning mag-
netic disk. Ideally, when writing a video file,
that spinning disk has enough empty space
to record the file from start to finish in the
same physical place. As you use a hard
drive more (writing files to it and deleting

files from it), the disk’s surface becomes a
patchwork of filled and empty areas of dif-
ferent sizes. And, when the hard drive can’t
write a video file from start to finish in one
spot, the drive writes parts of it in different
places on the disk’s surface (wherever the
disk has empty space), which means that
the hard drive’s heads (which read and
write the data) have to move around the
disk, back and forth, to write the file. All this
moving around takes extra time and some-
times slows the drive so that it can’t record
the video frames fast enough — resulting in
dropped frames. The solution is to defrag-
ment the disk with a third-party utility, such
as Norton Utilities, which can cleverly re-
arrange all the data on the drive so that the
drive can keep each file’s data together. The
result is a faster drive!

� The hard drive is too full. If a drive has only
about 10 percent free space, it can lose
enough speed to start dropping frames.
The solution: Delete some files that you
no longer need. (You may want to back up
these files to a CD, DVD, or some other
media beforehand.)



Letting Final Cut Pro Find Scenes for You
Final Cut Pro has a feature that can save you loads of time and free you from
the burden of capturing many clips — one after the other — from the same
DV tape. The feature is DV Start/Stop Detection, and it detects each instance
on a DV tape where you or your cameraperson stopped and then started
recording the action again. Final Cut Pro treats each Start/Stop instance as
a separate unique scene and quickly turns each scene into a separate clip
in the Browser window for easy organization. By using this feature, you can
save yourself from manually capturing one clip after another on the DV tape.

To take advantage of the DV Start/Stop Detect feature, follow these steps:

1. Capture the entire length of the tape, following the steps I present
earlier in this chapter (such as in the section “Capturing the video —
the short way”).

For example, if you have a half-hour tape, capture it all at one time. You
can capture this media by using a variety of techniques, but choosing
Capture Now is probably quickest.

2. After the clip appears in the Browser, select the clip and choose Mark➪
DV Start/Stop Detect from the main menu.

Final Cut Pro scans the clip and marks all locations where you pressed
the Record/Pause button on the camera during the shooting. Small mark-
ers appear wherever you paused the camera, as shown in Figure 4-8.

You can go even further and create subclips from these markers. Subclips are
pieces of a long clip that have been divided into smaller clips. To create sub-
clips, follow these steps:

Figure 4-7:
The Capture

Scratch
folder, seen

from the
Mac’s
Finder.
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1. In the Browser, select all the markers within your clip.

You can hold down Ô while clicking each marker to select them individ-
ually, or you can use your mouse to highlight all the markers and select
them as a group.

2. Choose Modify➪Make Subclip.

All the material between the markers appears as subclips in the Browser
(no longer under the original clip they came from). The subclip icons
look just like the clip icons in the Browser but have jagged edges (as
though they were ripped from a longer clip).

At this point, you may want to rename some of the subclips to better reflect
what they contain. (See Chapter 6 for more information.)

Capturing over Timecode Breaks
Capturing video clips can become a real mess if the DV tapes you’re captur-
ing media from have timecode breaks in them. A timecode break occurs when
the timecode restarts at any point on your tape — basically, returning to
00:00:00;00 (in most cases). Timecode breaks usually happen when you’re
recording video with your DV camera (and consequently laying down time-
code on the DV tape as well). These breaks usually occur when you turn the
camera off, turn it on again sometime later, and then start recording more
video — thereby resetting the timecode with a new round of footage you’re
recording. (Note: Pausing or stopping your recording doesn’t reset the time-
code, so pausing when you can is better than turning your camera off.)

How do timecode breaks affect your attempts to recapture an entire project?
When you recapture your clips, a video editing application looks at each
tape you originally captured media from and notes all the clips that it should

Select the markers, and create subclips for your scenes.

Figure 4-8:
The markers
indicate the

points
where you
paused the

camera.

73Chapter 4: Capturing Media from Tape



recapture by their timecode values (for example, capturing a clip starting at
2 minutes on the tape and then another at 5 minutes). However, a tape with
timecode breaks may have several instances of video with the same timecode
(for example, two instances of 5 minutes, or 00:05:00;00). So, how does most
video editing software know which instance to capture? It doesn’t! Instead, it
just finds the nearest 5-minute mark on the tape and starts capturing from
that point. Unfortunately, the software may be capturing video from the
wrong segment of your tape, giving you the wrong clip of video as a result.

Fortunately, the newest version of Final Cut Pro knows how to deal with
timecode breaks. In older versions of Final Cut Pro, a clip of video that was
captured with timecode breaks would display an error and require you to
recapture footage or repair your tapes before recapturing. But, in Final Cut
Pro HD, you can now capture and deal properly with tapes with timecode
breaks by choosing from a few different options. In the User Preferences
window (choose Final Cut Pro HD➪User Preferences from the main menu
to get there), select from three different options for dealing with timecode
breaks. Choose one of these options from the On Timecode Break drop-down
menu: Make New Clip, Abort Capture, or Warn After Capture (see Figure 4-9).

These options are described as follows:

� Make New Clip is best for capturing a tape in one capture session
(where you can grab a latte down the street while Final Cut captures
a full 60-minute tape). This option creates a new clip beginning with its
own timecode, starting from where the break occurs, and it’s generally
the best option to work with because it names clips sequentially, with-
out having to involve you in the process.

Figure 4-9:
Final Cut Pro
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� Abort Capture keeps a clip intact up to the point where a break occurs
and stops further capture at that point, alerting you to a problem with
the tape.

� Warn After Capture lets you know that timecode breaks are present in
your media while continuing to capture the footage.

Of these three options, Make New Clip is the best choice for most projects
because it can capture and name clips (Final Cut Pro names all these clips
sequentially) without requiring you to take special measures. However, you
should be aware that you may have difficulty recapturing video later because
of the way the new clip’s timecode is created.

Batch-Capturing Clips
One of the best Final Cut Pro features for editors who work with large pro-
jects and lots of tapes is its ability to batch-capture clips. Batch-capturing is
an automated process you use for capturing logged clips or offline footage in
a single operation, without needing to manually rewind, fast forward, or play
your video. The only thing you need to do, apart from starting the capturing
process, is to insert new tapes as Final Cut Pro prompts you to do so. After
you have logged enough clips, follow these steps to do a batch capture:

Before starting the batch-capturing process, you must first have in the
Browser window some offline clips that are logged and ready to go:

1. From the Browser window, select any offline clips that you want to
import (clips that are logged but not captured).

You can select individual clips by clicking them or by Control-clicking
several clips to select multiple clips.

2. Choose File➪Batch Capture, or click the Capture Batch button in the
Log and Capture window.

Press Control+C to easily activate the Batch Capture function. Final Cut
Pro opens the Batch Capture dialog box, as shown in Figure 4-10.

3. In the Batch Capture dialog box that appears, choose All Selected Items
(that are in the logging bin) from the Capture drop-down menu.

4. Click the OK button in the Batch Capture dialog box to accept the
default options, which are based on your clip settings.

5. Insert the reel from which you want to batch-capture clips into your
DV camera.

Follow the prompts to insert and accept new reels (tapes) as they are
needed.
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The batch-capturing process is used frequently for larger projects, particularly
feature films or documentary work. Understanding the benefits of a batch
capture helps you to better appreciate the importance of logging your footage,
even if you’re working from a single tape. For more information on capturing
offline media, see Chapter 6.

Figure 4-10:
The Batch

Capture
feature

enables you
to capture

several clips
at one time.
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Chapter 5

Importing Media That’s 
Already on Your Mac

In This Chapter
� Using Final Cut Pro HD–friendly media

� Rendering imported media

� Importing media files and folders

� Importing music from a CD

� Introducing QuickTime Pro

� Converting MP3 and MP4 file formats to AIFF

Most likely, plenty of the media you use in Final Cut Pro doesn’t have
to be captured from videotape; you probably already have the media

in digital form on your hard drive. This media may consist of a sound effects
file in the AIFF format, an MP3 song from your favorite album, still picture
files from a digital camera, or a video clip that’s already digitized into the
QuickTime format. And, if the media is already on your Mac, you can bring
it into Final Cut Pro — that is, import it — with little trouble. That’s what this
chapter is all about: I tackle all the ways that you can import media into your
projects, and I look at some tools that can help you convert media from one
digital format to another so that it works best with Final Cut Pro.

Your Media Files Are Welcome Here
What kinds of media can you use with Final Cut Pro? The good news is you
can use plenty, although you should know about a couple of notable excep-
tions to avoid any unpleasant surprises.



As far as video is concerned, you can import any video files in the QuickTime
file format (for instance, DV video or HD video, and other types). Because
you’re using a Mac, any digital video files you have on hand are probably in
QuickTime anyway: That file format is the preferred “homegrown” format for
multimedia on the Mac.

On the flip side, Final Cut Pro doesn’t work with video in other file formats,
such as RealVideo or the Microsoft Windows Media Format — both are popu-
lar on PC machines. If you have a video file in these formats, try searching the
Internet for a utility program that can export the video’s individual frames as
Targa images, and then reimport those images into Final Cut Pro.

For importing still pictures, Final Cut Pro isn’t very discerning. You can import
pictures in just about every file format known to Macs and PCs. As for sound
and music, Final Cut Pro welcomes all major formats: AIFF, WAV, and almost
any other audio format that the QuickTime architecture supports. (QuickTime
carries not just video but also audio.) These formats are popular on both the
Mac and PC, so you can work with just about any audio you can dig up.

Unfortunately, Final Cut doesn’t work well with MP3 music files. A favorite in
the music world, MP3 compresses music into a very small file so that it can
be easily stored and traded. Unfortunately, Final Cut Pro plays MP3 files with
weird distortion that your audience isn’t likely to appreciate. But, all is not
lost. You can solve the distortion problem with some easy steps, which I
discuss in the section “Converting MP3 (and Other Kinds of Audio) with
QuickTime Pro,” later in this chapter. Similarly, Final Cut can’t import M4P
music files downloaded from the hot Apple iTunes Music Store (which are
also called AAC files, due to the AAC compression they use). And, unlike
with MP3 files, you can’t convert these M4P files to a more Final Cut-friendly
format.

Some Media May Need Rendering
Although Final Cut Pro can import any video or audio that’s in the QuickTime
format, you may have to render those media clips before playing them on the
Timeline. Rendering isn’t the end of the world — it’s just a process where Final
Cut Pro has to calculate how a media clip should look or sound before you can
play it in your movie. (Admittedly, rendering is a hassle if you have many media
files to render.)

Final Cut Pro is very clear about when you need to render your media files:
When you play them on the Timeline, you hear beeps for audio that needs
to be rendered, and the Canvas window shows the message Unrendered for
any video clips that need to be rendered. (At the top of the Timeline, above
all the tracks, Final Cut Pro also draws a thin, red horizontal line over any
clips that need rendering.)
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What determines why you must render some media and not other media?
One factor is the compression technology that’s used to save the media.
Any compressed audio (for instance, an AIFF file that has been compressed
with the IMA or MACE compressor) has to be rendered before playing.
Similarly, if a video clip has been compressed with a different technology
than your current Timeline sequence is set to work with, you probably
have to render that clip (for instance, if your Timeline sequence is set to
work with DV-compressed video — as this book assumes — and you import
a video clip that uses Sorenson 3 compression). Other factors can affect
whether clips need to be rendered before playing them. See Bonus Chapter 3
on this book’s companion Web site for more information on this topic.

Importing Your Media into Final Cut Pro
Okay, so you’re ready to import some media files. You can import files indi-
vidually, or you can bring in an entire folder of files at one time. Regardless
of your approach, your goal is the same: Get those media files into the Final
Cut Pro Browser window (see Figure 5-1), which acts as the central reposi-
tory for all the media in your project. When you bring a media file into the
Browser, the file becomes a clip, and after it’s in the Browser, it’s ready to be
worked with. That is, you can watch or listen to it, make a variety of adjust-
ments to it, and ultimately move it to the Timeline for editing into your movie.
You know that a file has been imported successfully because a small clip
icon appears in the Browser window, with your media file’s name next to it.
(Check out Chapter 6 for a full rundown on the Browser and tips for manag-
ing all the clips in it.)

Figure 5-1:
Before you
can begin
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must import
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into the
Browser.
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If you don’t see the Browser window, you can display it by choosing Window➪
Browser, or you can toggle it on and off by pressing Ô+4.

Sometimes, you may want to import media that’s not on your hard drive. You
may want to import media from a CD, a DVD-R disc (which is like a super-
charged CD), a Zip disk, or even another computer connected through a
network. If this is the case, first copy that media to your own hard drive
(an internal or external drive works fine), and then import the media from
the hard drive. This method guarantees that Final Cut Pro always has your
media available and can access it quickly.

Importing one or more files at a time
To import a single file or group of individual files (but not a folder), follow
these steps:

1. Select the Browser window to make it active.

When you have another window selected, Final Cut Pro may not let
you import files. If the Browser isn’t active, you can also select it by
pressing Ô+4.

2. To import your files directly to an existing bin in the Browser
window, double-click that bin so that it opens in a new window.

Remember that a bin is the Final Cut Pro version of a folder. If a bin
window isn’t open and active, Final Cut Pro imports your files into
the top level of the Browser.

3. Choose File➪Import➪Files from the menu bar, or press Ô+I.

The Choose a File dialog box appears, as shown in Figure 5-2.

4. Use the Choose a File dialog box to navigate through your hard drive
folders until you see the media file you want.

The dialog box is divided into columns. When you click a drive or folder
name in the left column, the column to its right shows the drive or folder
contents. Just keep clicking folders until you see the file you’re looking
for. If you accidentally choose the wrong folder, move the dialog box’s
scroll bar back a bit until you see the previous levels of folders.

You can speed your file search by telling Final Cut Pro to show you only
movies, sound clips, or still pictures. Just select your preference from
the Show pop-up menu at the bottom of the dialog box.
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5. Select the media files you want, and then click the Choose button to
add the media to the Browser window.

To select a continuous range of files for importing, click the first and
the last files of the range while holding down the Shift key (called Shift-
clicking). Or, you can select multiple files, regardless of their order in
the file list, by holding down Ô while clicking each one of them.

Either way, Final Cut Pro adds your media files as new clips in the
Browser window (refer to Figure 5-1), where they’re ready to rumble.

Just because a file’s name is grayed out in the Choose a File dialog box doesn’t
mean that it can’t be imported. The key to selecting a valid file for importing
is the icon for the file. If the file’s icon isn’t grayed out, you can import the file.

If you often import files from the same folder, you can make that folder a
Favorite by highlighting its name in the Choose a File dialog box and then
clicking the Add to Favorites button at the bottom of the dialog box. From
now on, you can access that folder quickly by opening the From drop-down
list at the top of the dialog box and selecting your folder name from Favorite
Places. You no longer have to navigate all the way through your hard drive!

Importing a folder full of files
(or other folders)
To import lots of media files into Final Cut Pro at one time, use your Mac’s
Finder to drag all your files into a single folder (you can even place folders
within folders), return to Final Cut Pro, and follow these simple steps:

Figure 5-2:
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1. Make sure that the Browser window is active.

2. Choose File➪Import➪Folder.

The Choose a Folder dialog box appears, as shown in Figure 5-3.

3. Select the folder you want to import, and click the Choose button.

Final Cut Pro adds your folder to the Browser, making it a bin. When the
folder you imported contains other folders inside it, you see that those
folders have become bins within the master bin.

Navigating this dialog box is just like navigating the Choose a File dialog
box. Refer to the preceding section, “Importing one or more files at a
time,” if you aren’t sure how to navigate this dialog box.

Importing whole folders rather than individual files not only saves you time
but also has a nice side effect: It encourages you to keep your media files
organized in folders that make sense. For instance, maybe you keep all your
video clips in a Video folder and your music in its own folder. The point is
that you work much faster when you corral your media into folders rather
than leave random files strewn throughout your hard drive.

Importing files by dragging them
from the Finder
A quick way to import media files and folders is by dragging their icons directly
from your Mac Finder to the Final Cut Pro Browser window. But, why do this
when you can just use the Final Cut Pro Import File or Import Folder options?
Because you may instinctively know how to find a file more quickly by navi-
gating to it via the Finder rather than by using a navigation dialog box. Follow
these steps to import files and folders via the Finder:

Figure 5-3:
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1. From Final Cut Pro, click the Finder icon in the OS X Dock
(see Figure 5-4).

The Finder becomes active, but if you don’t have any open windows
in the Finder, you may not notice the change because the Final Cut Pro
windows remain visible in the background. If the Finder does have open
windows, they pop up immediately, making it very clear that you have
switched from Final Cut to the Finder.

2. In the Finder, find the files or folders that you want to import into
Final Cut Pro.

If you don’t have a Finder window open, choose File➪New Finder Window.
Then, use the window to navigate to your files or folders.

3. Click and drag the files from the Finder window to the Browser
window.

You may have to move the Finder window so that it doesn’t cover the
Browser. When you drag your files to the Browser, they become clips.
When you drag a folder, it becomes a bin with the files or clips inside.

Importing music tracks directly from a CD
Final Cut Pro can also import music tracks from all your audio CDs. The best
way to import CD tracks is to first copy the CD tracks to your hard drive and
then import the tracks into Final Cut Pro as you would any media file. Follow
these easy steps to import a music track from an audio CD:

Figure 5-4:
The Finder

icon and the
Final Cut Pro
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1. Place a CD in your Mac’s CD drive.

2. From the Mac Finder, double-click the CD icon so that you can see its
contents (as shown in Figure 5-5).

You can go to the Finder by clicking its icon in the OS X Dock (refer to
Figure 5-4).

3. Copy the CD track (or tracks) that you want to import to your hard
drive.

The Finder lists the CD tracks as files. Just click and drag to your hard
drive (or, preferably, to a folder on your hard drive) the files you want.
You can also copy the files to your Mac’s desktop. While in the Finder,
you may want to rename your copied tracks so that they’re more descrip-
tive, but you can also do this within Final Cut Pro.

4. Go back to Final Cut Pro, and import the tracks as you normally
would.

You can jump back to Final Cut Pro by clicking its icon in the Dock.
When you import a track file, you see it listed in the Browser window
as an audio clip.

Importing Photoshop files (layers and all)
You already know that you can import all sorts of still-picture formats into
Final Cut Pro, but if you have created graphics in Photoshop that use its
Layers feature (for instance, an elaborate logo made up of overlapping
images and effects), you’re in luck: Final Cut Pro can preserve those
Photoshop layers so that you can animate and otherwise manipulate
them individually.

Figure 5-5:
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When you import a Photoshop PSD file, Final Cut Pro imports the file, not as
a single image clip but, rather, as an entire Timeline sequence. (A sequence is
the Final Cut Pro way of organizing a group of clips; see Chapters 2 and 7 for a
full explanation.) In the sequence, Final Cut Pro places each Photoshop layer
on its own video track (track V1, track V2, and so on). Final Cut Pro also pre-
serves the order of your Photoshop file layers by assigning the background
layer to the sequence’s first video track (V1) and ordering every other layer
as you did in your Photoshop file. For instance, your fifth layer, including the
background, would be on the V5 track.

Final Cut Pro also interprets many of the settings you gave your layers
in Photoshop — for instance, opacity settings, modes, and visibility. (See
Chapters 14, 15, and 16 for more on effects and compositing.) On the other
hand, Final Cut Pro tosses out any layer masks you created, and if you’re
using some weird compositing modes that Final Cut Pro can’t understand,
it ignores those layers.

In general, though, you can successfully import some pretty sophisticated
Photoshop masterpieces into Final Cut Pro and, with a little tweaking, get
them ready to take the stage in your movie.
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A few words about still pictures
When you work with DV video in Final Cut Pro,
each video frame is sized at a resolution of 720
horizontal pixels × 480 vertical pixels. (This is
true of all standard, NTSC-based DV video.) But,
when you import a still image into Final Cut Pro,
the image probably doesn’t match that standard
video resolution. A still picture could be 640 ×
480 pixels, 1280 × 960 pixels, or 2560 × 1920
pixels — all depending on how it was taken,
scanned, or otherwise edited before it ended up
in Final Cut Pro. The result? When you import
that image into your movie, it’s either too small
or too large to fit the video frame. A black border
appears around an image that’s too small. If the
image is too large, you don’t see the whole
image, which makes it look cropped.

Sometimes, that’s a good thing. For instance, if
you bring in an oversized high-resolution picture

(a high-resolution scan of an old map, for exam-
ple), you can use the Final Cut Pro animation
features to slowly pan or scale it through your
720 × 480 video frame. (You see this effect used
frequently in documentaries, like those histori-
cal masterpieces done by Ken Burns.) On the
other hand, sometimes you simply want your
still pictures to fill the screen — nothing more,
nothing less.

Fortunately, Final Cut Pro gives you full flexibil-
ity to handle your still pictures. You can bring
them in with the intention of showing just parts
of them, or you can resize them to fit the frame
of your movie. I cover the “how-to” of scaling
images to different sizes and moving them
around (à la Ken Burns) in Chapter 15.



When you import a Photoshop file with layers, Final Cut Pro doesn’t make
a copy of that image; it just references the original Photoshop file on your
hard drive. If you go back to Photoshop and change the artwork, you see
the changes reflected in your Final Cut Pro sequence. That’s pretty cool,
but if your changes include adding or deleting layers in your Photoshop
file, you’re likely to confuse Final Cut Pro. If you want to add or delete layers
in a Photoshop file that you have already imported into Final Cut Pro, I recom-
mend importing the file again rather than working with the earlier version.

Converting MP3 (and Other Kinds 
of Audio) with QuickTime Pro

One of the most popular file formats for audio is now MP3, which compresses
audio into small file sizes while keeping high sound quality. (That’s why MP3
files are so popular on the Internet — they don’t take long to download, but
they still sound pretty good.) At some point, you may want to use an MP3
file in your movie. For example, a composer may e-mail you the latest ver-
sion of a movie’s musical score as an MP3 file so that you can quickly try
it out. However, it turns out that MP3 files and Final Cut Pro don’t work
well together, thanks largely to MP3’s extreme compression. (Final Cut Pro
needs to render MP3 files before playing them, and even then the files
sound warbled.)

Your best bet is to convert an MP3 file (or any compressed audio format) to
a friendlier file format by using QuickTime Pro (see Figure 5-6). This advanced
add-on to the QuickTime 6 software is built into every Mac. Apple usually
charges about $30 for QuickTime Pro, but you probably already have it on
your Mac because it’s included with the Final Cut Pro 4 software. By the way,
QuickTime Pro has some other cool features. You can do simple video editing
by using Cut and Paste commands, and even add multiple audio tracks. For
now, I talk about how to use QuickTime Pro to convert media from one audio
format to another.

To use the QuickTime Pro features, you have to “unlock” them with a special
access code. You probably did this when you installed Final Cut Pro, but if
you’re unsure, you can check to see whether QuickTime Pro is activated on
your Mac by opening the QuickTime Player application. (Look for an icon in
the OS X Dock, or check your Applications folder.) After you open the appli-
cation, choose QuickTime Player➪Preferences➪Registration and see whether
the QuickTime Key setting says Pro Player Edition. If you see it, you’re all
set. If you don’t see this message, you haven’t activated QuickTime Pro yet.

In the materials that came in your Final Cut Pro box, look for a sheet of
paper that lists the special key code for unlocking the Pro edition and then
follow the written steps for doing so. If you can’t find the code, surf over

86 Part II: Importing and Organizing Your Media 



to www.apple.com/quicktime. Look for the Get QuickTime Pro option, and
get your credit card warmed up.

Follow these steps to use QuickTime Pro to convert compressed audio for-
mats (like MP3 or MP4) to a Final Cut Pro–friendly format (like AIFF):

1. Open the QuickTime Player application.

An icon for the QuickTime Player is probably already in the OS X Dock.
Click the icon, or find the program in your OS X Applications folder.

2. Choose File➪Import.

3. In the Open dialog box (as shown in Figure 5-7), navigate through
your hard drive until you find the MP3 or other audio file you want
to convert.

Click a folder in the dialog box, and you see its contents in the column
to its immediate right. Keep opening folders until you find your file.

4. Select the file you want, and click the Open button.

The QuickTime Player opens your MP3 file in a new window with the
familiar QuickTime Play, Rewind, and Fast Forward controls at the
bottom of the window. Make sure to keep this window active. Don’t
click or open any other windows before the next step.

5. Choose File➪Export.

This step opens the Save Exported File As dialog box, where you can
name your newly converted file, set other options, and ultimately
save the file. And, remember: You can’t export a music file downloaded
from the Apple iTunes Music Store. These files have unique copy pro-
tection that prevents you from exporting the music to another format.

Figure 5-6:
QuickTime

Pro is a
collection of

advanced
features

that are built
into the

QuickTime 6
player

software,
shown here.
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6. From the Export drop-down menu at the bottom of the dialog box,
choose Sound to AIFF, as shown in Figure 5-8.

This drop-down menu lets you choose the format for your new sound
file. Although you have other options, such as Sound to WAV, AIFF files
are more popular on Macs, so stay with that format.

Select Sound to AIFF from the Export menu.

Figure 5-8:
The Save
Exported

File As
dialog box,
with Sound

to AIFF
selected.

Figure 5-7:
The Open

dialog box.
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7. Click the Options button.

This step brings up another dialog box, as shown in Figure 5-9, with a
handful of techie-looking settings.

8. In the Sound Settings box, choose the settings that define the quality
of your new AIFF file and then click the OK button.

These different settings affect your new AIFF file’s size. Smaller sizes
are easier to handle on crowded hard drives and can be sent over the
Internet more quickly, but smaller sizes also compromise your sound’s
quality. It’s up to you, but I recommend staying with the highest settings,
as follows:

• Set the Compressor to None.

Selecting this setting means that QuickTime doesn’t compress
your sound.

• Choose 48.000 as the rate.

This setting preserves good sound fidelity and best compatibility
with media that’s in the DV codec. Choosing lower rates squeezes
your music into a smaller file size, but leads to lower quality.

• Choose 16 bit as the size.

• Choose Stereo (if your original audio file is in stereo, that is).

Just so you know, choosing Mono cuts your file size roughly in half
because separate sound data no longer exists for two stereo speak-
ers (left and right).

9. From the Save Exported File As dialog box, name your new AIFF file,
navigate to the folder you want to save it to, and click Save.

Congratulations! QuickTime leaves your original MP3 or other audio file
untouched. But you now have a copy of it in a file format that Final Cut
Pro can import and play without a hitch.

Figure 5-9:
The Sound

Settings
dialog box.
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When you convert an MP3 (or other compressed audio) file to the AIFF format,
the AIFF version doesn’t improve on the MP3’s sound quality, even if you keep
your AIFF sound settings as high as possible. Why not? The MP3 source is
already compressed, and the AIFF file that QuickTime Pro spawns can’t magi-
cally recover data that was lost during the MP3’s original compression. You
may say “That’s fine by me. The MP3 file sounded great anyway!” But, here’s
the catch: Although the sound of an MP3 file holds up on your Mac’s built-in
speakers or an average television or headphone set, when you compare MP3
to uncompressed sound on a good sound system, the MP3 rendition is notice-
ably inferior. I say this only to warn you about converting MP3 sound to an
AIFF format and then using it in your finished Final Cut Pro movies. MP3-
based sound is great placeholder material, but, for best results, you may
want to use uncompressed sound in your finished Final Cut Pro movies.
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Chapter 6

Organizing Your Media
In This Chapter
� Understanding Browser bins and icons

� Working with clips — viewing, copying, deleting

� Using the columns in the Browser

� Searching for clips

� Bringing offline clips back online

As you edit your movies — especially long ones — keeping all the media
clips and Timeline sequences for your project well organized is very

important. Because a project may use hundreds of clips and dozens of
sequences, working with all this stuff can be a nightmare if you don’t have
a good system for keeping track of it. Fortunately, Final Cut Pro gives you
plenty of tools to run a tight ship.

Working in the Browser
When you capture or import media clips or when you create new Timeline
sequences, Final Cut Pro HD places all these elements into its Browser window,
as shown in Figure 6-1. The Browser is like the central repository for all the
stuff your project uses, just as your hard drive is the central repository for all
the data your Mac uses. In fact, the Browser works much like your hard drive.
A hard drive is full of many different files, stored in many different folders, just
as the Browser can be filled with many different media clips and sequences
of clips, stored in many different bins, which act just like folders within the
Browser.

Chances are, you can see the Browser on your screen at all times, but if it
ever gets covered up by another window, you can call it forward by choosing
Window➪Browser from the main menu or by pressing Ô+4.



Besides letting you organize clips and sequences (preferably into bins), the
Browser gives you easy access to the following:

� Helpful clip info: The Browser can show you a great deal of information
about your media clips via its data columns, which are arranged horizon-
tally across the window. (You can use the Browser’s horizontal scroll bar
to see more columns — you find lots of ’em!) To help you scan for media
clips quickly, you can list the contents of the Browser by the information
in any of these columns. For instance, you can see clips in alphabetical
order, from longest to shortest, by their data rate or their source tape, for
example. (I show how to do this in the section “Using Browser Columns,”
later in this chapter.)

� Other open projects: You would expect the Browser to show all the
media and sequences that are available in your current project, but the
fun doesn’t stop there. You can have multiple projects open at the same
time, in which case each open project gets its own tab in the Browser.
(The tab displays its project’s name.) You can click a tab to see its pro-
ject media and sequences within the Browser, or you can drag each tab
outside the Browser to open the project in a new Browser window. To
close a project, Control+click its tab — hold down Control as you click —
and choose Close Tab from the pop-up menu that appears.

� Effects, transitions, and more: Speaking of tabs, the Browser also fea-
tures a tab named Effects. Clicking this tab shows you all the transitions,
video filters, audio filters, and generators that are available in Final Cut
Pro. From this tab, you can easily select an effect and apply it to your
media — I show you how in later chapters. The thing to keep in mind,
though, is that the Browser lists them all in one convenient place.

Bin icons

Clip icons

Figure 6-1:
The

Browser
window can

show its
contents in
both Large
Icon view

and List
view.
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Using bins
Keeping your media clips and sequence files organized into bins should
always be a priority as you work. Take the time to set up bins in advance for
items such as video clips, music, and sound effects — or you can organize
bins according to scenes in your movie. Some key tips for working with bins
are as follows:

� Making new bins: To make a new bin in your Browser, choose File➪
New➪Bin from the main menu or press Ô+B. You see a new bin appear
in your Browser, with its name highlighted for renaming. Click in the
Name field of the bin, and give it a new name.

� Adding items to bins: Adding items (like clips or sequences) to bins
is like adding files to your folders in the Mac OS. Simply drag any item
into your bin to add that item to that bin. You can also drag a bin into
another bin.

� Opening bins: You can double-click a bin to open it in its own Browser-
like window. Or, if the Browser is set to display its contents in its default
List view (more on the Browser’s views in a moment), notice how each
bin has a small triangle next to it. (Apple calls it the disclosure triangle.)
To open your bin, click the triangle so that it points down and reveals the
contents of your bin. Click the triangle again to hide the bin’s contents.

Viewing clips as icons or in lists
Final Cut Pro can show the Browser’s contents in a number of different views,
as shown in Figure 6-2.

To select your viewing preference, choose View➪Browser Items from the
main menu and choose from one of the following four views in the submenu:

� List: List view is the most efficient and shows you the most information
about all the clips and sequences. The only drawback is that you have
no way of quickly seeing the contents of a media clip because you see
only its name (this makes a good case for naming clips with descriptive
names). If you like the idea of seeing a visual representation of the con-
tents of your clips, consider using an icon view.

� Small Icons: Small Icon view displays small icons for clips and other
items in the Browser. In practice, I don’t find this view helpful because
the icons are too small to be seen clearly.
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� Medium Icons: Medium Icon view displays a slightly larger view of the
icons. The icons show the first frame of each video clip (this frame is
called a poster frame) and are fairly large and easy to see.

� Large Icons: Large Icon view shows you the largest icons of any of the
views.

If the Browser is in Medium or Large Icon view, Final Cut lets you quickly view
all the frames of any clip directly from the Browser, saving you from opening
the clip in the Viewer window, just to see its contents. First, select the Scrub
Video tool from the Final Cut Pro Tool palette. (The Scrub Video tool looks
like a hand with two small arrows — it’s hidden behind the Tool palette’s
Zoom tool, so click and hold the Zoom tool to reveal the Scrub Video tool,
as shown in Figure 6-3.) Next, click the Scrub Video tool on any video clip
icon in the Browser and drag the mouse left or right to play through (or
“scrub”) the video of that clip.

List view

Medium Icon view

Small Icon view

Large Icon view

Figure 6-2:
The four
Browser

views.
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When you set the Browser to an icon view, you may find that your icons
are messily strewn across the Browser rather than neatly aligned with one
another. To bring some order to this mess, choose View➪Arrange to make
the Browser tidy up the icons in a more organized fashion.

Figuring Out the Browser Icons
Each type of item in the Browser has its own icon to help you quickly figure
out what kind of clip or other element you’re looking at. Table 6-1 shows the
icons in the Browser window and indicates what they stand for. The chapters
listed in the table indicate where you can turn to find more information.

Table 6-1 Icons in the Browser Window
Icon Item To Find Out More, See This Chapter

Bin 1

Open bin 6

Locked bin 6

Marker 9

Video/audio clip 7 and 10

(continued)

The Scrub Video tool.
Figure 6-3:
Select the

Scrub Video
tool from the
Tool palette.
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Table 6-1 (continued)
Icon Item To Find Out More, See This Chapter

Subclip 6

Audio clip 10

Offline clip 4 and 6

Sequence 2 and 7

Graphic/still 5

Video filter 14

Video transition 12

Audio filter 10

Audio transition 10

Generator 13

Using Browser Columns
When the Browser is in List view (choose View➪Browser Items➪List from the
main menu), it sports a long list of columns that give you all sorts of facts
and figures about your media clips and Timeline sequences (see Figure 6-4).
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Although this information may not be useful to you every day, it can often
come in handy.

Understanding the column headings
The Browser boasts 33 different column headings that you can display or
hide. You may not need many of them in your project, but most editors
prefer to see lots of information about their media in the Browser.

The column headings you probably use the most are as follows:

� Name: The Name column is always the first column in the Browser
window. The name of your clip is the name you typed when you cap-
tured it from tape using the Log and Capture window or the name of
the file you imported from your hard drive.

� Reel: This column shows the clip’s reel name as you entered it in the
Log and Capture window. The reel name is the name of the tape from
which the clip was captured.

� Capture: You can see the current capture status of your clip in this
column. The indicators that appear in this column are Not Yet, OK
(which means that the clip has been captured), Aborted, and Queued.
Another indicator that appears in this column is Error, indicating that
your clip dropped frames during the capture process.

� Data Rate: This column indicates the data rate of your captured clip.
For DV clips, the data rate is always 3.6 MB (megabytes) per second.

Figure 6-4:
These

Browser
columns
give you

useful (and
some not-
so-useful)

information
about your

clip.
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� Size: This column shows the size of your clip in megabytes (MB) as it
exists on the drive. Using this column, you can identify unnecessary
clips that take up large amounts of hard drive space. Note: The Browser
normally hides the Size column. To reveal it, see the section “Working
with column headings,” later in this chapter.

� Source: Each clip you see in the Browser is a media file that is stored
somewhere on your hard drive. This column lets you see the path of the
media file on your drive. In short, to find out where you stored a file on
your drive, look in this column. Note: The Browser normally hides this
column too because it can be very wide. To reveal the column, see the
section “Working with column headings,” later in this chapter.

� In: This column indicates the timecode of an In point. This point may
not necessarily be the start of your clip. If you move the In point for the
clip, the timecode changes here to reflect that move.

� Out: This column shows the timecode of an Out point. Again, this point
isn’t necessarily the end of your clip because you may have set an Out
point before the clip ends.

� Duration: This column gives you a timecode value that indicates how
long your clip lasts (in hours, minutes, seconds, and frames), between
any In and Out points you’ve set in the clip.

Sorting clips by column
The Sort feature is one of the more helpful functions of the Browser. You can
sort the clips and sequences in the Browser by any of the Browser’s many
columns — for instance, by clip name, the clip’s reel name, the clip’s dura-
tion, or the compression code the clip uses.

To sort by a particular column’s contents, just click the heading (that is, the
name) of that column at the top of the Browser window. When you click a
column, you see a small green arrow that points down (indicating a sort),
and your clips sort themselves in alphabetical order (or from largest to
smallest).

To reverse-sort (for instance, to sort clip names from Z to A rather than from A
to Z), click the column heading again so that the small green arrow points up.

Working with column headings
With so many different column headings, you may want to organize them
in some logical fashion. You can display or hide any column, rearrange the
order of columns, and change column widths to match your needs. Use the
following tips to whip your Browser’s columns into shape:
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� Display a column: To display a column that’s not visible, Control+click any
column heading and choose a heading from the pop-up menu that appears.

� Hide a column: To hide any column, Control+click the column heading
you want to hide and choose Hide Column from the pop-up menu that
appears.

� Rearrange columns: To rearrange the order of the columns, you can
click and drag any column heading to move it to the left or right.

� Change column width: Many times, you may find that the width of a cer-
tain column is too narrow. (For instance, if you use media clips with very
long names, the full names may not fit in the Names column.) Just click
the line between two column headings, and drag left or right to change
the width of a column.

� Save column layout: After you have customized the Browser’s column
layout, you can save it for later use. Saving is especially helpful if several
people are using the same Final Cut Pro workstation, and each has his or
her own tastes. To save a layout, Control+click any column heading and
choose Save Column Layout from the pop-up menu that appears. Name
and save your layout in a folder that you can find later.

� Restore column layout: To restore a column layout, Control+click any
column heading and choose Restore Column Layout from the pop-up
menu that appears. Use the Choose a File dialog box to select a column
layout you saved earlier.

Changing names and settings in a column
All the columns in the Browser show you information about the clips or
sequences in the Browser. You can change many of these column settings
by using one of the following on-screen elements:

� Browser item names: You can rename any bin, clip, subclip, sequence,
or marker in the Browser by selecting the clip, clicking it again (two
single clicks, not a fast double-click), and typing a new name.

� Check marks: Some fields in the columns display check marks. By chang-
ing the check marks, you can change the clip’s settings. For example, in
the Good column, you can change a clip’s Good status by clicking the
check mark that appears in the field. (The Good setting is a carryover
from the Capture window and indicates that you thought a clip was espe-
cially good when you captured it.)

� Fields in the Browser: You can usually modify data fields in the Browser
(such as information in columns like Reel, Log Notes, Scene, and Take)
by single-clicking the fields twice (not a double-click, but, rather, two
single clicks) and typing new information, such as a new reel name.
Note: Depending on the fields, you may need just a single click.

99Chapter 6: Organizing Your Media



� Pop-up menus: You can change a clip’s settings in other Browser fields
by Control+clicking the field and selecting a new setting for the clip from
the pop-up menu that appears. For instance, you can change a clip’s
composite mode, its alpha channel settings, or its reel name by using
a pop-up menu.

You can also change a clip’s name and settings from one convenient dialog
box. Select the clip in the Browser, choose Edit➪Item Properties, and choose
one of the three submenu options. Choosing the Logging submenu, for
instance, lets you edit all the clip’s logging information, such as its name,
reel name, and comments.

Making Copies of Clips
Sometimes, you want to make a copy of a clip in the Browser — for instance,
maybe a long clip has media that suits two different purposes in your story,
and you want to create two versions of the clip, by giving each one a unique
name to reflect the content that’s important about each one. Another reason
you may copy a clip is to keep the same clip in multiple bins — for instance,
you may organize media into Scenes bins, and also in bins that follow some
other criteria (subject matter, perhaps). By making a copy of a clip, you can
keep the same clip in different bins.

You can make a copy of a clip in two ways. The difference between each
approach determines whether the copied clips are linked. This has to do
with the fact that when you first capture or import a clip into the Browser,
it’s treated as a so-called master clip. When you copy a master clip, you can
make the copy an affiliate clip or a new master clip altogether, as described
in this list:

� Make the copy an affiliate clip. Select the master clip you want to copy
in the Browser, and choose Edit➪Duplicate. Final Cut creates a new copy
of the clip in the Browser window, using exactly the same name as the
original clip. This clip is now an affiliate of the master clip. If you ever
change the name of either the affiliate or the master clip (or either clip’s
reel name, online/offline status, or timecode information), its copy is
also updated to reflect this change. It’s as though the master and affiliate
clips are mirror images of each other.

� Make the copy a new master clip. Select the master clip you want to
copy in the Browser, and choose Modify➪Duplicate As New Master Clip.
Final Cut creates a new copy of the clip in the Browser window, using
exactly the same name as the original clip, but with no link to the origi-
nal. You can change the copied clip’s name, without that change affect-
ing the original master clip.
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A form of a copied clip is the subclip. The subclip is just a smaller portion 
of another clip in the Browser. For instance, if Clip A features a minute of
footage and you want to work with only its last 30 seconds, you can create a
subclip of A, which features only that part of Clip A. To create a subclip, open
a master clip in the Viewer and set In and Out points that contain the frames
you’re interested in. (See Chapter 7 for more about setting these points in the
Viewer.) Then, simply choose Modify➪Make Subclip. Final Cut places in the
Browser a new subclip containing the frames you’re interested in. This clip is
treated as a new master clip — you can rename it without affecting the name
of the clip the subclip came from.

Adding Transitions and Effects 
to the Favorites Bin

The Browser window features a special tab just for Final Cut Pro’s Effects (see
Figure 6-5). Click this tab, and you can find all the effects that Final Cut Pro
offers, such as transitions, video and audio filters, and generators. I explain
how to apply these effects in later chapters, but what’s good to note now is
that the Browser’s Effects tab includes a Favorites bin, where you can store
transitions and effects you plan to use again. By placing these items in the
Favorites bin, you make it easier to find ’em quickly rather than dig through
all the effects listed on the Effects tab itself (most of which you rarely, if
ever, use).

Making an effect a Favorite is easy. From the Browser’s Effects tab, just select
an effect and drag it to the Favorites bin. Final Cut Pro responds by placing a
copy of that effect in the Favorites bin. From now on, you can drag this transi-
tion or effect from the Favorites bin and add it to your clips. These effects in
the Favorites bin are also available to you when you choose Effects➪Favorites.

Figure 6-5:
Click the

Browser’s
Effects tab

to see all
the Final Cut

Pro filters,
transitions,

and
generators.

101Chapter 6: Organizing Your Media



Finding Clips Fast
On a large project, the Browser can quickly become a mess, strewn with
media clips and cluttered with bins within bins. If you ever find your Browser
in this state of disarray, finding a particular media clip or Timeline sequence
in all this chaos can become pretty time-consuming. Thankfully, Final Cut Pro
includes an awesome search function to help find the proverbial needle in a
haystack.

Searching by clip name
The most basic search is to look for a clip or sequence by name. (Of course,
you have to remember the name of the item you’re looking for.)

To do a basic name search, follow these steps:

1. Make sure that the Browser window is selected.

If the Timeline or Canvas window is selected instead, Final Cut Pro
searches for clips only in the Timeline’s active sequence. You want to
search the entire contents of your project, though, so make sure that
the Browser is selected.

2. Choose Edit➪Find, or press Ô+F.

The Find dialog box appears, as shown in Figure 6-6.

3. From the Find dialog box’s Search pop-up menu, select the name of
your project.

Or, you can also choose to search through all open projects in the
Browser, but it usually makes sense to search only the active project.

4. From the For pop-up menu, choose All Media.

Or, you can choose to search for only media that’s already being used
in a Timeline sequence, or media that hasn’t been used yet.

Figure 6-6:
The Find

dialog box.
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5. From the Results pop-up menu, choose Replace Find Results.

Choosing this option replaces the results of a previous search. Choosing
Add to Find Results simply adds the results of your upcoming search to
the results of your last search.

6. From the two pop-up menus at the bottom of the Find window, choose
Name in the left one and choose Contains in the right one.

7. In the lower-right field of the Find dialog box, type the name of the
clip you want to search for, and then click Find Next.

You can type part of the name or the whole name in the Name field. The
Find dialog box closes, and the first clip in the Browser that matches the
name is highlighted.

8. Choose Edit➪Find Next or press Ô+G to find the next clip based on
the name you entered.

Rather than search for clips one at a time (by using Find Next), you can
search in one fell swoop for all clips that meet your criteria. When you’re
ready to start your search from the Find dialog box, just click the Find All
button rather than the Find Next button. Final Cut Pro responds by opening
a Find Results window (see Figure 6-7) that contains all the clips it found that
match your criteria.

More-powerful searches
You can use the Find dialog box to search for clips by lots of other criteria —
for instance, by scene, reel name, label, or descriptive comments you may
have entered for the clip when you logged it during the capture process
(refer to Chapter 4). You can also search by multiple criteria at the same
time. A creative mix and match of the options that are available in the Find
dialog box can turn up just about any item.

Figure 6-7:
The Find
Results

window.
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Use the steps I used to search for clips by name, and mix in the following dif-
ferent options to customize your search:

� To add criteria: Click the Find box’s More button (refer to Figure 6-6) to
get additional criteria that you can use for your search. For example,
you may want to search for clip names and log notes.

� To remove criteria: Click the Find box’s Less button to remove criteria
from your search. This button is available only when you have enabled
multiple criteria.

� To omit criteria: Select the Omit check box in the lower-left corner of
the Find box to omit particular criteria. For example, you may want to
omit any clip with the word car in its name.

� To choose a Browser column to search: Click the Column pop-up
menu (next to the Omit check box), and select the Browser column
you want to search in (in my earlier example, I chose to search in the
Name column). For instance, if you’re searching for any clips from
Reel 5, you would select the Reel column.

� To further refine your search: The Contains pop-up menu, which is to
the left of the Column pop-up menu, lets you narrow your search further.
Your options are Starts With, Contains, Equals, Ends With, Less Than,
and Greater Than.

� Text field: Type the text you want to search for in the text field in the
lower-right corner.

Dealing with Offline Media
At some point in your Final Cut Pro travels, you may find that some of your
project’s media has gone offline — in other words, Final Cut can no longer
find the media your movie depends on.

Remember that any clip you import or capture into the Browser is simply just a
pointer to a digital media file located somewhere on your hard drive (such as 
a QuickTime movie, a TIFF image from Photoshop, or an AIFF music file). Final
Cut Pro usually knows where to find all your project’s media files — it knows
each file’s name, which hard drive it’s on, and which folder it resides in.

But, things can go awry if you alter your digital media files in such a way that
Final Cut can’t find them. For example, you may import a media file into the
Browser (where it’s represented as a clip) and later go to your Mac’s Finder
and rename the media file, move it to a different folder, or delete it altogether
(or, you may have forgotten to turn on an external hard drive where the media
is stored). In this case, you’re in trouble: Final Cut can’t play your clip because
it can no longer find its associated media file. Tragically, your clip has gone
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from being online (a happy and productive member of your fine movie) to
offline (lost and presumed dead).

Final Cut Pro continually checks your hard drive to make sure that the media
for your project is online. If the software finds that any media is missing in
action, the software alerts you via the dialog box you see in Figure 6-8. Also,
your Browser draws a slash through each offline clip’s icon, as shown in
Figure 6-9, and Final Cut Pro displays the message Media Offline when
you play the clip in the Viewer or from the Timeline.

When Final Cut reports that a clip is offline, you have a couple of options for
bringing it back to life, as the rest of this section discusses.

Figure 6-9:
The

Browser
shows that

a clip is
offline by

placing 
a slash

through 
its icon.

Pathname to missing files Missing media files

Figure 6-8:
Final Cut

tells you the
name of

every media
file that it
can’t find,

and the
program

notes the
location on

your hard
drive where
it expected

to find the
missing
media.
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Recapturing deleted clips
If you deleted media clips from your hard drive, Job 1 is getting those media
files back on your drive so that Final Cut Pro can find them. If the media didn’t
come from videotape (for instance, the missing item is a still picture taken
by a digital camera or an AIFF music file from a CD), you have to track down
those original files and copy them back to your hard drive. After they’re back
on your drive, use the steps listed in the next section, “Reconnecting an
offline clip.”

If the missing media was initially captured from videotape, you can use the
Final Cut Pro Batch Capture command to recapture it from tape. This process
can go one of two ways: the easy way or the hard way. It goes the easy way if,
when you’re capturing your clips the first time, you typed some key informa-
tion about each clip, such as the reel name of the videotape that the clip was
taken from and the timecode location of the clip on that particular tape. If
you recorded this info when you captured your now-offline clip (refer to
Chapter 4 to find out how to log this information), Final Cut Pro simply
prompts you to insert a particular tape into your videocamera or deck (for
instance, Tape 5) and then automatically moves to the clip’s timecode loca-
tion on the tape and captures the clip for you, bringing it back online.

On the other hand, if you didn’t record this key information when you origi-
nally captured your clips from tape, Final Cut Pro has no way to know how
to find your clips itself, and you have to do all the heavy lifting. For starters,
you have to figure out the particular tape that your clip’s media came from.
(I hope that you don’t have a shoebox full of poorly labeled tapes; if so, good
luck!) Then, you have to manually review the tape, find your media, and cap-
ture it, as though it’s from scratch.

Reconnecting an offline clip
If a clip has gone offline and you know that its media file is still on your hard
drive, you can reconnect the clip with its media in one of the following ways:

� When Final Cut Pro displays a dialog box warning you that clips in your
project have gone offline (refer to Figure 6-8), click the Reconnect button
in the dialog box.

� Select any offline clips in the Browser (these clips display slashes
through their icons), and then choose File➪Reconnect Media.

Either way, Final Cut Pro responds with the Reconnect Options dialog box,
which asks what kind of clips you want to reconnect, as shown in Figure 6-10.
Make sure to check Offline (it should be checked already), and don’t worry
about checking any other options. Click OK.
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In response to your input in the Reconnect Options dialog box, Final Cut Pro
opens the Reconnect dialog box, as shown in Figure 6-11. This dialog box lets
you navigate through your hard drive’s folders and files so that you can show
Final Cut Pro where each piece of offline media is located on your hard drive.

In the File Name field of the Reconnect dialog box, Final Cut Pro prompts you
for the media file that it’s looking for. Use the dialog box’s file selector to
browse to the file on your hard drive, select it, and click the Choose button
to reconnect it and bring it online again.

If you have multiple offline files, Final Cut Pro prompts you to find each file,
one after another. To skip finding a file (maybe this particular file is no longer
on your drive), just click the Skip File button.

Figure 6-11:
The

Reconnect
dialog box.

Figure 6-10:
Check the

media types
that you
want to

reconnect.
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After you reconnect a file in a particular folder on your hard drive, Final Cut
Pro can automatically reconnect any other offline files that happen to be
in that folder, saving you from having to handle each file manually. To take
advantage of this feature, make sure that you have checked the Reconnect
All Files in Relative Path option in the Reconnect dialog box.

If your clips have gone offline because you renamed their media files on 
your hard drive, make sure to uncheck the Match Name Only option in the
Reconnect dialog box. This action lets you associate an offline clip with any
media file on your drive, not just a file that matches the clip’s original name.
Just make sure that you’re reconnecting a clip to the right media file — other-
wise, when you use that clip in the future, it doesn’t play the media you
expected!
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Part III
Editing Your Media



In this part . . .

I start off Part III with the basics of editing video and
audio: how to move clips to the Final Cut Timeline

window and then how to resize them, cut them up, or
move them in time. I round out your new skills by giving
you finer control over the Final Cut Timeline. I also tackle
the Final Cut advanced editing features, which you don’t
need to know, but which will make your editing work much
easier in the long run.



Chapter 7

Editing Basics
In This Chapter
� Understanding the editing process

� Moving clips to the Timeline

� Resizing clips

� Cutting clips in two

� Deleting clips

Editing is a unique form of magic. You begin the process with hordes of
raw video, audio, and still pictures that, taken on their own, mean noth-

ing. But, through editing, you weave all those disparate parts into a new
whole — something with its own identity and the power to entertain, inform,
provoke, gall — take your pick.

The process of editing may seem complex and mysterious to the uninitiated
(again, like magic), but that’s just an illusion. In fact, after you begin to
explore the Final Cut Pro editing tools and methods, you realize that they’re
all straightforward and even — dare I say? — simple.

Understanding the Editing Process
At the center of all your editing work is the Final Cut Pro Timeline window,
where you visually arrange all your video clips, audio clips, and still pictures
in time. The following other major windows also play a big part in editing:

� The Browser: As shown in Figure 7-1, the Browser is where you store
and organize all the media clips you have imported into your project
before you move them to the Timeline.

� The Viewer: The Viewer window is where you watch (or listen to) clips
before you move them to the Timeline (double-click a clip in the
Browser to open it in the Viewer).
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� The Canvas: The Canvas window plays any clips you have arranged in
the Timeline window. In other words, it’s the window you use to preview
your movie in progress.

� The Tool palette: Although the Tool palette isn’t technically a window, it
contains the editing tools for cutting, moving, and resizing clips, among
other things.

As you edit, you continually move back and forth between the Final Cut Pro
windows. The overall process goes something like this:

1. Find a clip using the Browser.

2. Preview the clip in the Viewer to see whether you like it.

3. Add the clip to the Timeline, making it part of your movie.

4. Watch your movie in the Canvas to see how your new clip fits in with all
the other clips.

5. To tweak how your clip works with the rest of the movie, use the appro-
priate tool from the Tool palette to resize, split, or rearrange the clip on
the Timeline.

6. Check out your movie again in the Canvas window to see how your edits
look.

Timeline Tool palette

Figure 7-1:
The Final

Cut Pro
interface.
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7. Move on to the next shot or scene, and repeat the process.

If this process sounds a bit daunting, don’t worry. Editing in Final Cut Pro is
like learning to drive a car with a stick shift: You wonder how you can possi-
bly steer the car, press the gas or brake pedal, and shift gears at the same
time (not to mention tune the radio, chat on the phone, and decipher those
directions you scrawled on a napkin). But, sure enough, before you know it,
the process is second nature. So it goes with Final Cut Pro.

Getting to know the Timeline
The Final Cut Pro Timeline, as shown in Figure 7-2, lets you arrange all your
video and audio clips so that they tell the story you want to tell. To understand
how the Timeline works, think of it as a page of sheet music, but, rather than
place musical notes of different lengths of time (quarter notes, half notes, and
whole notes), one after another, you place video and audio clips of different
lengths of time, one after another. And, when you want to see how your clips are
played together, you can watch your movie in progress in the Canvas window.

This section points out the key features of the Timeline.

The Timeline ruler
The Timeline ruler stretches across the top of the Timeline and looks like a
conventional ruler (refer to Figure 7-2), except that it marks increments in
time (4 seconds or 8 seconds, for example), not distance. When you place a
media clip on the Timeline, the clip plays at the point where you have placed
it on the Timeline ruler. For instance, if the clip starts at the 4-second mark
on the ruler, the clip plays 4 seconds into your movie.

Sequence tabs

Audio tracks

Playhead Timeline ruler

Video tracks

Figure 7-2:
The

Timeline.
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The ruler markers show hours, minutes, seconds, and, finally, frames of
video; these values are known as the timecode. A timecode measurement that
reads 01:02:40;04 means that you’re in the first hour, second minute, 40th
second, and fourth frame of your story.

The playhead
The playhead (refer to Figure 7-2) is like a record needle on an old LP record
player: The music plays wherever the needle is, and your movie plays wher-
ever the playhead is on your Timeline. In the Timeline ruler area, click the
location where you want the playhead to start playing. The playhead auto-
matically jumps to that point, and you see the video frame that happens to be
under the playhead in the Canvas window. To begin viewing your movie from
that point, click the Play button in the Canvas window.

Timeline tracks
The Timeline is divided into horizontal rows called tracks. You use tracks to
play two or more clips at the same time by placing the clips on different
tracks, stacked on top of each other (refer to Figure 7-2). For instance, if you
want your movie to feature dialogue and background music playing together,
place the dialogue clip on one track and the music directly below it on a dif-
ferent track.

Timeline tracks come in two flavors — video and audio — so you put your
video clips on video tracks and your audio clips on audio tracks. You can
have as many as 99 tracks of each one, but for most purposes, you need only
a handful of them. Video tracks are numbered V1, V2, and so on, and audio
tracks are A1, A2, and so on.

Sequence tabs
You may recall that a sequence is a collection of clips you have organized on
the Timeline. (You typically use sequences to break a movie into smaller, more
manageable parts — for instance, you can create each of your movie scenes in
its own sequence.) You can open your project sequences by double-clicking
them in the Browser window, and every open sequence is represented by a
tab in the upper-left corner of the Timeline window. You can work with each
sequence by clicking its tab. (See Chapters 6 and 8 for more about how to
create and manage sequences.)

Playing back video: The Viewer 
and Canvas windows
Before you get into the thick of editing, consider the one thing you do in Final
Cut Pro more than anything else: Play back video by using either the Viewer
or Canvas window.
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The Viewer window plays a single media clip so that you can check it out, see
what you like about it, and possibly make edits to it. You open a clip in the
Viewer by double-clicking the clip from either the Browser window or the
Timeline, if you have already moved the clip there.

Although the Viewer lets you play a single clip, the Canvas window plays the
sequence of clips you have assembled in the Timeline window. In other
words, you use the Canvas, as shown in Figure 7-3, to watch your movie in
progress so that you can judge how all your edited clips work together.

So, the Viewer and Canvas windows perform different functions, but they
work similarly in that they both offer essentially the same playback options:
You can play video and audio forward and in reverse at normal speeds, speed
through the video and audio with fast forward and rewind, move slowly, or
jump to any point with a single mouse click. Some of the controls that work in
both the Viewer and the Canvas are as follows:

� Play button: Click it to play, and click it again to pause.

� Scrubber bar and playhead: The scrubber bar runs horizontally across
the Viewer and Canvas windows, right under your video. The length of
the scrubber bar represents the length of your clip (Viewer) or movie

Timecode duration

Scrubber bar

Zoom Current timecode

Shuttle controlJog control

Playhead

Play button

Figure 7-3:
The Canvas

window.
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(Canvas), and you can position the scrubber playhead anywhere on the
bar by clicking your mouse button at the desired location. The window
shows the frame of video that is at the playhead position. By the way,
notice that the Canvas and Timeline playheads mirror each other: When
you position the playhead in the Canvas scrubber, the playhead on the
Timeline jumps to the same position.

� Jog control: Click and drag the Jog control to the left or right to slowly
roll the Viewer or Canvas playhead forward or backward, as little as a
frame at a time. (You can also move the playhead frame by frame with
the left- and right-arrow keys.)

� Shuttle control: Click and drag the shuttle control left or right to rewind
or fast forward. The farther you drag the shuttle head from its middle
point, the faster your playback.

As intuitive as these play controls are, they do have a downside. As you play
your clips repeatedly and scrutinize each frame or edit, you may get tired of
continually clicking buttons in the Viewer or Canvas. Instead, place your fin-
gers on the keyboard and try out the following keys:

� J: Play backward (in reverse, like rewinding)

� K: Stop

� L: Play forward

Keeping your fingers on these keys gives you lightning-quick control over clip
playback. Plus, you can use the same keys, rather than use the Shuttle con-
trol, to quickly go into fast-forward or fast-rewind modes. For instance, to fast
forward, just press L twice. Press L a third or fourth time for even faster fast
forwarding.

If the Viewer or Canvas windows don’t play your video smoothly (in other
words, if the video appears to “stutter”), click the Zoom icon at the top of
either window (refer to Figure 7-3) and choose Fit to Window from the Zoom
pop-up menu that appears. This action scales your video to match the size of
your window and allows it to play without jerkiness.

Looking at timecode data 
in the Viewer and Canvas
Both the Viewer and Canvas windows give you the following handy timecode
information about the clip or Timeline sequence you’re working on:

� Timecode Duration: The Timecode Duration field (refer to Figure 7-3)
tells you how long your clip or your entire Timeline sequence is. The
Viewer window reports the length of the clip, and the Canvas reports the
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length of the current active sequence, measured at the last frame of the
last clip of your Timeline sequence. If you have selected a segment of a
clip or sequence by using In and Out points in the Viewer or Canvas —
more on these points in a moment — this field shows the length of any
media that falls within those points.

� Current Timecode: The Current Timecode field tells you the timecode of
any frame that the Viewer or Canvas playhead happens to be on. See for
yourself: Click inside the scrubber bar of either window to move the play-
head from place to place, and watch the Current Timecode value change.

Again, a timecode measures hours, minutes, seconds, and frames, so the
timecode value 01:04:40;26 means that you’re in the first hour, fourth minute,
40th second, and 26th frame of a clip or Timeline sequence.

Moving Clips to the Timeline
When you’re editing, you spend lots of time moving media clips from the
Final Cut Pro Browser window to the Timeline (more specifically, to a video
or audio track on the Timeline) as you weave the clips into your story. Final
Cut Pro gives you several options for accomplishing this. This section begins
with the easiest, most intuitive approach and ends with the quickest, most
flexible method.

Inserting and overwriting
When you add a clip to a track on the Timeline, you’re making an edit. The
two edits you’re most likely to make in Final Cut Pro are insert edits and over-
write edits. The difference between these two edits is described as follows:

� Insert: With an insert edit, Final Cut Pro creates new room on the
Timeline track for your clip so that it doesn’t copy over other clips that
are already there. (In other words, this edit works and plays well with
others.)

� Overwrite: When you do an overwrite edit, Final Cut Pro adds your clip
to the Timeline. If the new clip is long enough to run into other clips that
are already on that track, however, the new clip erases the existing ones
(a decidedly selfish kind of edit).

Figure 7-4 shows the original arrangement of Clips A, B, and C and then
shows what happens when Clip D is added after Clip A via both an insert edit
and an overwrite edit.
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Which type of edit should you use? The answer depends on what you’re
trying to do. To add a clip to a bunch of other clips, use an insert edit. If you
don’t like how a certain clip is working on the Timeline and want to see how a
new one does in its place, an overwrite edit probably would work better. The
important thing is that you don’t “overthink” or fret about these options. You
develop a natural feel for this kind of thing soon enough.

In any case, the easiest, most intuitive way to do either edit is as follows:

1. Position the Timeline playhead at the time you want to add your 
new clip.

Final Cut Pro places your clip at the playhead’s location on the Timeline.
Click within the Timeline’s ruler to position the playhead at that point.
(To fine-tune the playhead’s position, you can move it frame by frame
with your left- and right-arrow keys or move it clip by clip with the up-
and down-arrow keys.) The Canvas window shows the current frame
that the playhead is on — if a frame is there, as opposed to empty space.

2. Drag your clip from the Browser window to the Canvas window.

Yes, drag it to the Canvas, not to the Timeline. As you drag, a number of
buttons pop up over the Canvas window. These buttons are called sec-
tions, and as a group, they make up the Canvas’s Edit Overlay feature.
This overlay gives you several choices for the kind of edit you want to
make, as shown in Figure 7-5. Don’t release the mouse button yet!

3. Move the mouse pointer over either Insert or Overwrite, and then
release the mouse button.

Final Cut Pro either inserts or overwrites your clip to the Timeline. 
If your clip includes both video and audio tracks, the video portion
appears on the Timeline video track and the audio elements are found
on the Timeline’s audio tracks. (Mono audio uses only one track, and
audio that’s captured in stereo uses two — see Chapter 10 for more
information on audio.)

Original

Clip D overwritten

Clip D inserted

Figure 7-4:
The effects
of doing an

overwrite
edit and an

insert edit of
Clip D.
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Choosing the right track on the Timeline
If your Timeline has lots of tracks, you need a way to tell Final Cut Pro which
track gets the clip you’re inserting or overwriting to the Timeline. For
instance, if you have multiple audio tracks for stereo dialogue, sound effects,
and music, you don’t want to insert a clip of music on a track you’re using for
dialogue clips. To control which track gets the clip you’re editing, you set a
destination track. By default, Final Cut Pro sets your V1 video track and the A1
and A2 audio tracks as destination tracks (see Figure 7-6), but you can set as
destination tracks any other tracks you have created. I show you how to do
that in Chapter 8 and how to add more tracks to the Timeline (and delete
others) because these two functions work hand in hand.

Figure 7-6:
By default,

Track V1 
is your

destination
video track,
and Tracks
A1 and A2

are your
destination

audio
tracks.

Overlay

Figure 7-5:
Drag a clip

to the
Canvas

window,
and the Edit

Overlay
feature

appears.
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Using a shortcut to insert and overwrite
When you’re comfortable doing insert and overwrite edits by dragging clips
from the Browser to the Canvas, you may want to try out an even more direct
approach, which I discuss in this section.

Select a clip in the Browser window, and drag the clip to any point (regardless
of the playhead position) and to any track on the Timeline. As you drag your
clip to its track (video or audio), notice that the upper third of the track has a
horizontal line running through it. (See Figure 7-7; this line is easy to miss.)

Your mouse pointer’s position relative to this line determines whether you
insert or overwrite the clip to the Timeline, as follows:

� Insert: When you drag your clip above the line, Final Cut Pro assumes
that you want to insert your clip on the Timeline. Your mouse pointer
becomes an arrow pointing to the right and signals an insert edit.

� Overwrite: When you drag your clip below the line, Final Cut Pro
assumes that you want to make an overwrite edit. Your mouse pointer
becomes an arrow pointing down when an overwrite edit is in the cards.

If your Timeline is set to display tracks in Reduced view, you can’t see or use
this helpful line. Any clip you drag to the Timeline is overwritten. To do an
insert edit, hold down Option when you drag the clip to the Timeline and
then release the mouse button.

Setting a clip’s In and Out 
points in the Viewer
When you’re moving clips to the Timeline, you can move either the entire clip
or just a part of it. At first, you may feel more comfortable dragging entire
clips to the Timeline and then trimming them after they are there. But, in
many cases, you should look at the clip ahead of time, identify only the part
you’re interested in (by setting In and Out points), and then move the

Drag a clip above these lines for an Insert;
drag below for an Overwrite.Figure 7-7:

Dragging
clips

directly to
tracks on

the Timeline.
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trimmed clip to the Timeline. This method minimizes clutter on the Timeline.
To set In and Out points, follow these steps:

1. Find the clip in the Browser window, and double-click the clip to open
it in the Viewer.

2. Within the clip, find the first frame that you want to move to the
Timeline.

To find the frame, click in the Viewer scrubber bar (see Figure 7-8) to
move the playhead until it’s on the frame you want. The frame that’s dis-
played in the Viewer window corresponds to the frame that the play-
head is on. If you’re working with an audio clip, you can use the audio
waveform that’s displayed as a guide. The higher a waveform, the louder
the audio.

3. To set an In point, click the Mark In button in the Viewer or press I.

You see an In point symbol, which looks like a triangle pointing to the
right, appear at the playhead position on the Viewer’s scrubber bar
(refer to Figure 7-8) and also in the upper-left corner of the frame you
have marked. (This symbol makes it easy to find marked frames.)

4. Mark an Out point at the last frame that you want to move to the
Timeline.

Follow the same procedure as described in Steps 2 and 3, and click the
Mark Out button in the Viewer window (or press O).

Mark In button Mark Out button

Scrubber bar

In and Out points

Figure 7-8:
The Viewer

window
with In and
Out points

set.
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Congratulations! You have now marked a range of frames within a larger 
clip. When you move this clip to the Timeline (using any of the steps that I
cover), Final Cut Pro moves only the frames that fall within the In and Out
points you set.

To move existing In or Out points that you have set for a clip in the Viewer,
drag the In/Out symbol on the Viewer’s scrubber bar to a new location. You
can also clear In and Out points by choosing that option from the Mark menu
or by pressing Option+X.

Recycling a clip by changing its 
In and Out points
In the thick of editing, you may want to use a clip again and set different In
and Out points for each instance of use. For example, you may have a clip
whose early frames are great at the beginning of a scene, but whose later
frames work nicely toward the end of the scene. When you want to use differ-
ent parts of the same clip, you open it in the Viewer, set In and Out points for
the first part of the clip, and move those frames to the Timeline. Next, to use
a different range of frames from the same clip, go back to the Browser, open
that clip again in the Viewer window, set different In and Out points, and
move the clip again to the Timeline. Voilà! You now have two different clips
on the Timeline, each one taken from the same master clip in your Browser
(refer to Chapter 6 for more about master clips).

If your Browser is cluttered with tons of clips, you may have difficulty finding
the instance of a clip you have already edited to the Timeline. If that’s the
case, you can select the edited clip on the Timeline and then choose View➪
Reveal Master Clip. Final Cut responds by selecting your master clip in the
Browser window and saving you from tracking it down yourself.

Selecting Clips on the Timeline
After you move your clips to the Timeline, you usually have to select them
before you can edit them in various ways (for instance, move or delete them).
Doing so isn’t rocket science: Select a clip on the Timeline by using the
Selection tool, the arrow-shaped tool at the top of the Tool palette (choose
Window➪Tool Palette if you can’t find it).

To select a single clip on the Timeline, make sure that you’re using the Selection
tool and click the clip.



If you select a clip or clips but then decide not to do anything with them, 
deselect them. To deselect a clip, try clicking in the Timeline window but out-
side of a track (as long as you don’t have an All Tracks selection tool active).
Or, you can use the Final Cut Pro Deselect All command by either choosing
Edit➪Deselect All or pressing Ô+Shift+A.

Sometimes, you may want to select a number of clips at one time or a range
of frames within one clip or a group of clips. Table 7-1 outlines some handy
tools that Final Cut Pro offers for selecting multiple clips or ranges of frames.
You can select these tools by clicking their icons on the Final Cut Pro Tool
palette. In some cases, the tool is hidden behind another tool, so you have to
click and hold your mouse button on the visible tool to see the related tools
hidden behind it.

Table 7-1 Tools for Selecting Clips and Frames on the Timeline
Button Tool What It Does

Selection You use this tool the most. To select multiple,
continuous clips, click the first clip and then
hold down Shift while clicking the last clip.
Final Cut Pro selects all clips in between. To
select multiple clips with a selection mar-
quee, click your mouse over an empty spot
on your Timeline tracks (as long as no clip is
there) and drag your mouse to select multiple
clips. To select multiple but noncontiguous
clips (those that aren’t together), hold down
Ô while clicking each clip. You can quickly
invoke the Selection tool by pressing A.

Group Selection This tool selects a range of whole clips by
dragging a selection marquee across any
clips you want. You can also hold down Shift
to select multiple groups of clips with this
tool. When your clips are linked (the way
that audio clips are usually linked to their
corresponding video), this tool selects those
linked clips too, even if your selection mar-
quee doesn’t touch the linked clips.
However, you can also make these kinds of
group selections with the standard Selection
tool, so you may want to skip using this tool
in favor of the more versatile Selection tool.

(continued)
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Table 7-1 (continued)
Button Tool What It Does

Range Selection This tool selects a range of 
frames — anything that falls within
the tool’s selection marquee.

Select Track Forward This handy tool selects any clip
you click as well as every clip on
that track that follows the selected
clip (that is, to the right of the clip
you click). This tool is a godsend
when you want to move a string of
clips forward and backward in
time. The tool also has some sib-
lings: the Select Track Backward
tool (which selects all clips to the
left of your selection) and the
Select Track tool (which selects
the entire track).

Select All Tracks Forward This tool works just like the Select
Track Forward tool, but when you
click a clip, you select both the clip
and every clip that follows it — on
not one but all tracks. This option
is useful when you want to select
not only clips on your video track,
for instance, but also all your audio
tracks at the same time (to move or
delete video and audio together).
Final Cut Pro also provides a varia-
tion of this tool that selects all clips
on all tracks behind (backward
from) the selection point.

After you select clips with any of the tools listed in Table 7-1, you can quickly
move the entire group of clips by clicking inside one of the highlighted clips
and then dragging the group.
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Moving a Clip That’s Already 
on the Timeline

After you have a clip on the Timeline, you can click and drag it to another
point on the Timeline, or to another track. (For instance, you can move an
audio clip from Track A1 to A2.) To move the clip, you have to select it first
using any of the selection tools I cover earlier in this chapter. However, you
usually work with single clips at a time, so the best way to select a clip is to
use the Final Cut Pro standard Selection tool (the arrow at the top of the Tool
palette). Using this tool also gives you the most options for handling your
clip when you move it. For instance, you can overwrite the clip in its new
location, swap it (more on this in a moment), or create a copy of it as you
insert or overwrite it.

Overwriting a moved clip
When you move your clip to its new location, the clip fills as much space on
the Timeline as it needs, erases any clips that are already there, and leaves an
empty gap on the Timeline where it originally was, as shown in Figure 7-9. To
do an overwrite edit, use the Selection tool to click and drag your clip to the
desired point on the Timeline. As you can see from practice, overwrites aren’t
always the most helpful of edits, partly because you usually don’t want to
leave an empty gap on your Timeline when you move a clip from one place to
another.

Swapping a moved clip
A swap edit is done when Final Cut moves a clip, but, rather than overwrite it,
the program inserts the clip at its new location (meaning that it creates new
space on the Timeline so that it doesn’t overwrite existing clips) and closes the

The overwrite edit leaves a gap.

Figure 7-9:
Clip C moves

into Clip B’s
position,

overwriting
Clip B.
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gap that your moved clip left behind in its original spot. Suppose that you have
arranged Clips A, B, C, and D on the Timeline one after another, but you later
decide that Clip C should come before Clip B. Simply drag Clip C in front of Clip
B, as shown in Figure 7-10, and you have a seamless sequence of clips — A, C,
B, and D — and no empty space where Clip C was.

Follow these steps to do a swap edit:

1. Use the Selection tool to select the clip on the Timeline.

2. Drag the clip to its new spot.

3. Before releasing the mouse button, press and hold down Option.

When you press Option, your mouse pointer becomes a curved arrow
pointing downward, indicating that you’re about to make a swap edit.

4. Release your mouse button to complete the swap.

Inserting or overwriting a copied clip
You can also move a copy of a clip anywhere on the Timeline, either inserting
it or overwriting it. Although this function is a bit more obscure, it comes in
handy from time to time. Try these steps:

1. Use the Selection tool to select the clip, and then release the mouse
button.

2. Press and hold down Option.

Notice that your mouse’s Selection tool arrow displays a plus (+) sign.
This sign tells you that you’re making a copy.

3. While holding Option, drag the clip copy to its new location.

The mouse pointer becomes an insert symbol (an arrow pointing to the
right).

Figure 7-10:
A swap 

edit, as Clip
C moves

into Clip B’s
position and
Clip B takes

Clip C’s
position.
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4. Insert or overwrite the clip’s copy.

To insert the clip copy, continue holding Option while you release the
mouse button. To overwrite the clip rather than insert it, release Option
before releasing the mouse button.

You can also move clips by using the time-honored, no-frills Cut, Copy, and
Paste commands. Select a clip or clips, and choose Edit➪Cut or Edit➪Copy
(or press Ô+X or Ô+C, respectively). Position the Timeline playhead where
you want to paste the clips, and then choose Edit➪Paste to overwrite the
clips at that point or choose Edit➪Paste Insert to insert them. Final Cut Pro
then pastes the clips to the track you have designated as your destination
track.

Speeding Editing with Snapping
Snapping makes aligning clips on the Timeline easy because it causes clips to
magnetically stick to each other and to other important elements on the
Timeline (such as the Timeline playhead, Timeline In and Out points, or
markers you have placed). Go ahead and try this feature: When you move a
couple of clips to the Timeline, drag one toward the other. When the clips get
close, they automatically snap together.

You can turn snapping on or off in Final Cut Pro, but you want to have it on
for most editing work. It’s on by default, but you can verify that by making
sure that Snapping is checked on the View menu. On rare occasions when
you want to make precise edits and snapping interferes, you can turn off
snapping by choosing View➪Snapping. Better yet, get used to using the key-
board shortcut for snapping: Press N to toggle it on and off.

Resizing Clips That Are Already 
on the Timeline

After you place your clips on the Timeline, you devote most of your editing
energy to resizing those clips — that is, trimming frames from one clip or
adding frames to another. You can do these edits in one of the following ways:

� On the Timeline, drag the edges of a clip inward or outward to trim or
extend it.

� Open the clip in the Viewer window, and set new In and Out points for
the clip. This action automatically resizes the clip on the Timeline.
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Which tack should you take? When you open a clip in the Viewer, you can
play through the entire clip, back and forth, until you have found the right
frame to extend or trim the clip to. It’s the easiest way to gauge the clip
you’re working with. On the other hand, you can’t beat the speed of resizing
clips directly on the Timeline. In the end, give both methods a try, and you
soon develop a natural feel for when each works best.

Resizing clips directly on the Timeline
To resize clips as quickly as possible, do it directly on the Timeline. Follow
these steps:

1. Choose the Selection tool from the Tool palette.

The Selection tool may already be selected, but you can also press A,
just in case.

2. Move the Selection tool to the left or right edge of a clip on the
Timeline.

When the mouse pointer is over either edge of the clip, the pointer
becomes a Resize symbol, as shown in Figure 7-11.

3. Drag the edges of the clip in or out to resize it.

Dragging inward (toward the center of the clip) trims, or shortens, the
clip, and dragging outward extends it (but only if the clip has unseen
frames that you didn’t already edit on the Timeline). As you drag the
clip’s edge, keep an eye on the Canvas window. It shows which frame is
at the clip’s edge. (This feature helps you decide when to stop resizing
the clip.) Also, a pop-up number appears on the Timeline to show you
how many frames you’re trimming or extending the clip to.

When you’re trimming (shortening) a clip on the Timeline, you can use the
Final Cut Pro Snapping feature to precisely drag the clip edge to a new frame
you’re trimming to. Try the following steps:

Figure 7-11:
Dragging a
clip on the

Timeline.
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1. Make sure that the Snapping feature is turned on.

On the View menu, Snapping is checked if it’s on. You can toggle it on
and off by pressing N.

2. Position the Timeline playhead at the frame you want to trim your
clip to.

You may want to play the clip a couple of times to look for the best place
to trim it to. To position the playhead precisely on that frame, move it
frame by frame with your keyboard’s left- and right-arrow keys. Or, use
the up- and down-arrow keys to move to the edge of the nearest clip.

3. Drag either the beginning or ending edge of the clip toward the 
playhead.

Final Cut Pro quickly snaps the edge to the playhead (and therefore the
frame you want to trim to).

When you resize a clip by dragging its edges, you may find that you can’t
move the clip edge to the exact frame you want. (Even if you drag the mouse
a tiny bit, the clip’s edge can jump several frames at a time.) To fix this prob-
lem, zoom in your view of the Timeline, and your mouse movements then
have greater precision. You can zoom quickest by pressing Ô++ (the Ô key
and the plus key) or by using the Zoom In tool on the Tool palette, as shown
in Figure 7-12. With the Zoom tool selected, click anywhere on the Timeline.
To zoom in further, keep pressing Ô++ or keep clicking the Timeline with the
Zoom tool. To zoom out, press Ô+– (Ô and the minus key) or use the Zoom
Out tool on the Tool palette.

Resizing clips in the Viewer window
Using the Viewer window to resize clips that are already on the Timeline isn’t
as quick as resizing clips directly on the Timeline, but it’s the way to go when
you want to do a precise edit. Follow these steps to resize your clips:

Track forward

Zoom In tool

Figure 7-12:
The Zoom In

tool on the
Tool palette.



1. Make sure that the Selection tool on the Tool palette is active.

2. On the Timeline, double-click the clip you want to resize.

Final Cut Pro opens the clip in the Viewer window (see Figure 7-13). You
can see the entire clip as well as any In and Out points you may have set
for it earlier (represented by In and Out symbols on the Viewer’s scrub-
ber bar).

3. Mark any new In and Out points to trim or extend the clip.

To change the clip’s first frame (that is, the first frame to appear on the
Timeline), set an In point at the frame where you want the clip to start.
To set a new In point, position the Viewer’s playhead on that frame and
press I, or click the Viewer’s Mark In button.

To adjust the last frame of the clip to appear on the Timeline, set an Out
point at the desired frame. (Position the Viewer’s playhead and press O,
or just click the Mark Out button.)

As you mark a new In or Out point, Final Cut Pro automatically adjusts
the size of your clip on the Timeline, making it longer or shorter (with a
few exceptions, which I cover in a moment).

Mark In button Mark Out button

Figure 7-13:
Set In and

Out points in
the Viewer
window to

precisely
resize a clip.
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Understanding the limitations 
of resizing clips
Just when you think that you have mastered the fine art of resizing clips, I
have some bad news: The steps I outline in the preceding section have some
annoying limitations. The biggest roadblocks are as follows (see Figure 7-14):

� Blocking extended clips: Final Cut Pro doesn’t let you extend a clip if
another clip is right next to it, without a gap. In other words, if you have
Clips A, B, and C arranged side by side and want to extend either edge of
Clip B, you can’t do it. Clips A and C effectively block it, refusing to move
over on the Timeline to make room for the extended frames of Clip B.

� Unwanted gaps on the Timeline: If you trim a clip that’s next to other
clips, your trim creates a gap on the Timeline. In other words, if you
have Clips A, B, C, and D next to each other, and you decide to trim
frames from the end of Clip B, Clips C and D don’t automatically move
over to fill the space that’s left by trimming Clip B. Your Timeline looks
like this: Clip A, trimmed Clip B, empty space, Clip C, Clip D.

Now, here’s the good news! You can use some of the other Final Cut Pro tools,
described as follows, to solve these two headaches:

� Two handy options are the Select Track Forward tool and the Select All
Tracks Forward tool (refer to Figure 7-12), which let you quickly select a
group of clips on one or all tracks and move the clips either forward or
backward on the Timeline, in one fell swoop. With either tool, you can
quickly create room for a clip you want to extend or close gaps that
were left by a clip you just trimmed.

� If you trimmed a clip that’s next to other clips, and you now have an
empty gap on the Timeline, you can quickly close that gap by position-
ing the Timeline’s playhead in the empty, lifeless void and choosing
Sequence➪Close Gap (but pressing Control+G is a much faster 
alternative).

Clip B can't be extended because Clip A is directly next to it.

Trimming Clip B creates an unwanted gap between Clips B and C.

Figure 7-14:
You can 
run into

limitations
when you’re

resizing
clips.
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The quickest and most efficient (that is, the best) way to deal with resizing
clips is to use the Final Cut Pro advanced editing tools, which are on the Tool
palette. These tools — Roll Edit, Ripple Edit, Slip Item, and Slide Item — let
you extend and trim clips in all sorts of ways, while Final Cut Pro seamlessly
adjusts all the other clips on the Timeline.

So, now you’re probably wondering “Why didn’t he mention these tools in the
first place?” Here’s the answer: The tools can be a bit overwhelming to new
editors and are harder to appreciate if you haven’t worked without them first.
Try resizing your clips by using the steps I explain in this section, and when
you think that you’re ready, head on over to Chapter 9 to tackle the Final Cut
Pro advanced tools in all their glory.

Cutting a Clip in Two
After you have moved a clip to the Timeline, you may want to cut it into
smaller pieces, for one or more of the following reasons:

� To use the clip’s early frames at one spot in your Timeline sequence and
then move its later frames to another point

� To cut off and then delete extra frames you don’t need

� To insert a third clip between the two freshly cut parts

Final Cut Pro lets you cut clips in two different ways: You can cut a single clip
on one track of the Timeline, or your cut can carry through all tracks on the
Timeline, splitting any clips that are carried on those tracks, as shown in
Figure 7-15.

The type of cut you choose depends on what’s going on in your movie.
Suppose that you’re working on a sequence that uses three tracks on the
Timeline: one video track, one audio track for dialogue, and another audio
track for background music. Suppose that your video track features a stock
analyst talking about stocks and bonds, but while the analyst is blabbering,
you decide to quickly cut to a new video clip of the New York Stock
Exchange. All the while, the analyst’s dialogue and your background music
continue to play, uninterrupted, over this new shot. To insert the clip of the
stock exchange, you would make a cut in the video clip featuring your ana-
lyst, but not the dialogue or music tracks, because you want the dialogue and
music tracks to continue playing, even over the new shot of the stock
exchange.
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Alternatively, suppose that your stock analyst’s discussion is getting a little
dry, so you decide to cut away to an entirely different scene — perhaps an
establishing shot of some glistening corporate campus, with a new voice-over
in your dialogue track and new background music, too. To cut from the stock-
analyst segment to this new scene, you want to cut the stock analyst clips on
all your tracks because you want the video, dialogue, and music clips all to
end at the same point.

To cut clips on one or multiple tracks, follow these steps:

1. Move the Timeline playhead to the frame where you want to make 
a cut.

Click in the Timeline ruler to move the playhead to that point, or use
your keyboard arrow keys to move frame by frame for extra precision.
Keep an eye on the Canvas window — it shows the frame that the play-
head is on.

2. Select the Razor Blade tool or the Razor Blade All tool from the Tool
palette (as shown in Figure 7-16).

Razor Blade tool Razor Blade All tool

Figure 7-15:
Clicking the
Razor Blade

tool on a 
clip cuts 
only that

particular
clip (as well
as any clips

that are
linked to it,

such as
audio). The

Razor Blade
All tool cuts

through clips
on all the

Timeline’s
tracks.
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To cut a clip on only one Timeline track, select the Razor Blade tool (or
press B).

To cut clips on all the Timeline tracks, use the Razor Blade All tool. It’s
hidden beneath the Razor Blade tool on the Tool palette. Just click and
hold down the mouse button with the pointer over the Razor Blade icon,
and the Razor Blade All tool pops up. Or, you can press B twice.

3. Click the clip you want to cut.

After you have selected a blade tool, the mouse pointer changes to a
blade symbol. Line up the blade with the Timeline playhead so that you
cut the frame you selected in Step 1. When you have the Snapping fea-
ture turned on, Final Cut Pro automatically snaps the blade to the play-
head so that you can quickly line up the two. (Turn snapping on and off
from the View menu, or press N.)

The Razor Blade tool not only cuts the clip you click, but also any clips that
are linked to that clip (for instance, clicking the blade on a video clip also
cuts its two tracks of stereo audio). If you don’t want the razor blade to affect
even linked clips, just hold down the Option key while you make a cut.

What happens if the Timeline sports many tracks and you want to make a cut
through some of those tracks but not all of them? It’s easy: Use the Razor
Blade All tool; but, before cutting, lock any tracks that you don’t want your
cut to affect. To lock a track, click the small lock icon to the left of each track.
By locking a track, you protect any clips that are on it from being cut, moved,
or otherwise changed.

Deleting Clips from the Timeline
You can delete an unwanted clip so that it doesn’t play in your movie or clut-
ter the Timeline. (Remember: Even when you delete a clip from the Timeline,
it stays in the Browser window so that you can use it again.) Final Cut Pro
offers two ways to delete a clip: a lift edit and a ripple delete.

Razor Blade All tool

Razor Blade tool
Figure 7-16:

The Blade
brothers.
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Using lift edits and ripple deletes
A lift edit is your no-frills, garden-variety delete. You select a clip and then
delete it, leaving an empty gap on the Timeline, which plays as a black void in
your movie. This kind of deletion may be okay, but if other clips follow the
deleted clip on the Timeline, you probably want to move all those clips to the
left so that they fill in the empty gap that was left by your now-departed clip
(that’s more work for you). That approach shows the beauty of using the
ripple delete alternative. A ripple delete removes your clip from the Timeline
and automatically moves all the following clips to the left so that they close
the gap that was left by the deleted clip, as shown in Figure 7-17.

The ripple delete also has its own weakness: It can change how clips in differ-
ent tracks are synced, leading to problems. Suppose that you’re editing a
music video and you just spent endless hours timing your video cuts to beats
in the music track. Suppose that you also decide that you don’t like a video
clip in the middle of your sequence, and you use a ripple delete on it. All the
video clips that are to the right of your deleted clip now shift left (to close
the gap on the Timeline) and, unfortunately, fall out of sync with your music
because you didn’t delete anything from the music track. To dodge this
headache, in this case, I recommend that you skip using a ripple delete.
Instead, do a lift edit, and find a new video clip to fill in the gap left by the
deleted one; that way, your video and music stay in sync.

You probably use the ripple delete most in your work, but the following steps
outline how to do either a lift edit or a ripple delete:

1. Select on the Timeline the clip or clips you want to delete.

You can select a single clip by clicking it with the Selection tool or select
a group by using the tactics I discuss in the section “Selecting Clips on
the Timeline,” earlier in this chapter.

2. Press Delete to do a lift edit or press Shift+Delete to do a ripple delete.

Original clip

Lift Edit on Clip B

Ripple Delete on Clip B

Figure 7-17:
This

sequence 
of clips

changes
when you

delete Clip B
via a lift edit

or ripple
delete.
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Deleting a range of frames 
on multiple tracks
You can delete a range of frames that are within a single clip, or within a
sequence of clips, by setting In and Out points on the Timeline. (Any frames
that fall within those points get the ax.) As you get comfortable with Final Cut
Pro, you probably will favor this tactic because it’s so direct. To delete a
range of frames from the Timeline, follow these steps:

1. Move the Timeline playhead to the first frame of the range of clips you
want to delete.

The Canvas window shows the frame that the playhead is on.

2. Mark your In point by pressing I or by clicking the Mark In button in
the Canvas window (see Figure 7-18).

An In point (a triangle pointing to the right) appears on the Timeline’s
ruler and on the Canvas window’s scrubber bar (both display any In and
Out points you have set in your movie).

3. Move the Timeline playhead to the last frame of the range you want to
delete, and mark an Out point there.

You can click Mark Out in the Canvas window (refer to Figure 7-18),
choose Mark Out from the Mark menu, or press O. Train yourself to use
the keyboard shortcut, if you can.

4. Do a lift edit or ripple delete by pressing Delete or Shift+Delete,
respectively.

Final Cut Pro now cuts all the frames that fall within your In and Out
points on all tracks of the Timeline.

Mark In button Mark Out button

Figure 7-18:
Any frames

that lie
between the

In and Out
points on the
Timeline are

deleted,
through all

tracks
(video,

dialogue,
and music,

for example).



Chapter 8

Getting to Know the Timeline
In This Chapter
� Locking Timeline tracks

� Muting and soloing tracks

� Setting destination tracks

� Adding and deleting tracks

� Customizing the look of the Timeline

� Navigating the Timeline

� Magnifying the Timeline

If you have read Chapter 6, you have already digested quite a bit — namely,
all the skills you need in order to edit a video from start to finish. In this

chapter, you nibble on smaller fare — the kind of things that can help you
work more smoothly with the Final Cut Pro HD Timeline, which is where most
of your blood, sweat, and tears spill out while you edit.

Investigating Timeline Tracks
One of the most important things you can do with the Timeline is to take con-
trol of your tracks. (Do you remember Timeline tracks? If not, see Chapter 6
or check out Figure 8-1.) You may want to turn off certain tracks so that Final
Cut Pro doesn’t play any of the clips on them — for instance, turn off your
music tracks to better hear dialogue. Or, you may want to lock a track so that
no clips on it can be accidentally resized or moved. Finally, you may want to
ensure that when you move new clips from the Browser to the Timeline, the
clips go directly to the tracks you want (for instance, you may want to put
audio clips on tracks A3 and A4, instead of A1 and A2). The Timeline lets you
do all this and more.



Locking tracks so that they 
can’t be changed
When you lock a track on the Timeline, you prevent any clips on that track
from being resized, moved, deleted, or changed. Why would you want to
freeze a track this way in the course of your editing? You would want to for
any number of reasons, all of which involve making changes to clips that are
on some of the tracks in your movie, but not on all of them. Suppose that
your movie sports a number of tracks (a video track and audio tracks for dia-
logue, sound effects, and music) and you want to cut the video, dialogue, and
sound effects of a series of shots and leave the music tracks untouched. (See
Figure 8-2 for the before and after views.)

In this case, you need to lock the music tracks first and then make your cut to
the rest of the Timeline tracks. (See Chapter 6 for options on the best way to
make the cuts.) The result? Final Cut Pro cuts through the clips on all your
tracks except the music tracks because these music tracks are locked!

To lock a track, just click the Lock Track control for that particular track. (The
Lock Track control is represented by a small padlock icon to the left of each
track, as shown in Figure 8-3.) Final Cut Pro draws diagonal lines through the
entire length of the track to let you know that that track is now off limits.

Video tracks

Audio tracks

Figure 8-1:
Using tracks

helps you
organize
different
kinds of

clips on the
Timeline.
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To unlock a track, just click the Lock Track icon again, and your locked track
becomes fully editable.

Unlocked icon

Locked icons

Figure 8-3:
The Lock

Track
control

icons, both
locked and

unlocked.

The protected tracks are uncut.

Figure 8-2:
Before and

after cutting:
All tracks

except the
protected
ones are

cut.
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Muting and soloing audio tracks
If your movie uses lots of audio tracks, you may want to play only some of
the tracks, and not others. For instance, you may want to watch your movie
while carefully listening to its dialogue track, without hearing all the tracks
that carry sound effects and music. In this case, you would solo your dialogue
track so that you hear only its audio. On the other hand, to hear how your
sound effects and music tracks work together, you could mute your dialogue
track so that you’re not distracted by it.

To easily mute or solo tracks, you need to set your Timeline to display its
audio controls. To toggle these controls on and off, just click the Audio
Controls button in the far lower-left corner of the Timeline (see Figure 8-4).
Turning audio controls on displays mute and solo controls for each of your
Timeline tracks. To mute an audio track so that its clips don’t play, click the
Mute control for that track (the Speaker icon on the far left side of that
track), as shown in Figure 8-4. All other (unmuted) tracks play as they nor-
mally would. When you’re ready to bring the muted track back to normal, just
click that icon again.

To toggle a single track so that it plays or doesn’t play solo, click the Solo
control for that track — it’s represented by the Headphones icon next to the
Mute control you see in Figure 8-4. A track in Solo mode plays all by its lone-
some — all other tracks are silent, as though you had clicked the Mute con-
trol for them.

Speaker icon

Headphones icon

Audio Controls icon

Figure 8-4:
Click an

audio track’s
Speaker

icon to mute
that track 

(or to
unmute it).

Click its
Headphones

icon to solo
the track.
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Hiding video tracks so that they don’t play
Just as you can mute and solo audio tracks, you can choose to hide a video
track so that its clips don’t play in your sequence. You can hide tracks if
you’re compositing multiple video clips together (with each clip on different
tracks) and want to temporarily see the clips of certain tracks. To hide a
video track, just click that track’s Visibility control (the green icon on the far
left side of the track), as shown in Figure 8-5. When you’re ready to bring the
track back to normal, just click that icon again.

Setting up destination tracks 
on the Timeline
Final Cut Pro lets you designate certain tracks on the Timeline as destination
tracks. By doing this, you’re telling Final Cut Pro that these tracks are the
main ones you’re focusing on and that various edits you make to the Timeline
should affect those tracks rather than any others.

In the following instances, Final Cut Pro focuses on the destination tracks you
have selected:

� When you edit (that is, move) video and audio clips from the Viewer or
Browser to the Timeline, the clips go to your destination tracks. The
only exception is when you manually drag a clip directly to the Timeline;
in this case, the clip appears on the track you have dragged it to.

Track Visibility icon

Figure 8-5:
This movie’s

second
video track

(V2) has
been

hidden.
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� When you copy and paste clips on the Timeline, the pasted clips appear
on your destination tracks.

� When you want to mark clips or add keyframes to them, Final Cut Pro
works with clips on your destination tracks.

Of course, you don’t have to worry about setting destination tracks every time
you make an edit. By default, Final Cut Pro sets the Timeline’s V1 track as the
destination track for video and its A1 and A2 tracks for stereo audio destina-
tions. But, occasionally, you may want to change your destination tracks; for
instance, to edit sound-effects clips to the Timeline’s A3 and A4 audio tracks,
in case you’re already using the A1 and A2 tracks for dialogue clips.

The trick to setting destination tracks is to understand that you’re telling
Final Cut Pro which tracks on the Timeline will be destinations for the video
and audio elements of a clip you’re about to edit on the Timeline. If that
sounds a bit confusing, bear with me. Consider a DV video clip that you’re
looking at in the Viewer window, before you edit it to the Timeline (see the
left side of Figure 8-6). That clip probably has a video element (call it V1),
which you can see by selecting the Viewer’s Video tab, and it probably has
two channels of stereo audio (A1 and A2), which you can see by clicking the
Viewer’s audio tab (or tabs). Before editing that clip to the Timeline, Final Cut
Pro has to know which Timeline track should get the clip’s video channel
(V1) and which tracks should get the clip’s audio channels (A1 and A2).

Video tab

Audio tab

Source controls

Destination controls

Figure 8-6:
Use the

Timeline’s
Patch panel
to match the

video and
audio

elements in
the source

clip (as
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the Viewer
window) to
the desired

tracks on
the Timeline.



143Chapter 8: Getting to Know the Timeline

Still with me? Great. The way to tell Final Cut Pro where the source clip’s V1,
A1, and A2 elements should go is like playing connect-the-dots. Look at the
Timeline’s Patch panel (on the right in Figure 8-6), and you see the Source con-
trols for each of your current source clip’s video and audio elements (again,
the source clip is in the Viewer — in this case, V1, A1, and A2 are the video
and audio elements carried by the source clip — refer to Figure 8-6). Now, you
simply want to connect these Source controls to the Destination controls of
the track you want your source clip’s video and audio elements to go to.

For instance, in Figure 8-6, I have connected the V1 Source control to the
Timeline’s V2 track. When I move my source clip from the Viewer window to
the Timeline, therefore, the source clip’s video (represented by the V1 Source
control) ends up on the Timeline’s V2 track. As for audio, I have connected
the A1 Source control to the Timeline’s A3 track, and the A2 Source control 
to the Timeline’s A5 track. The source clip’s first audio channel is then edited
on the Timeline’s A3 track, and its second audio channel goes to the Timeline’s
A5 track.

How to set a destination track
You can set destination tracks in the following ways:

� The easy way: Click the Source control, and drag it to the Destination
control of the track you want to connect it to. Make sure that the Source
and Destination controls are really connected.

� The quick way: Control+click any Source control, and choose its
Destination control from the pop-up menu that appears. Or,
Control+click any Destination control and, from the pop-up menu that
appears, select the Source control you want to connect it to.

� The other way: Click any track’s Destination control, and the nearest
Source control jumps to that track and makes a connection. This feature
is usually helpful, but you sometimes find that the nearest Source con-
trol isn’t the one you want your Destination control connecting to. Oh,
well — that’s life.

Having no destination tracks
Sometimes, it’s helpful to turn off certain destination tracks before editing a
clip to the Timeline. This way, only certain elements of a source clip are
moved to the Timeline. Suppose that you want to add a clip of video to the
Timeline, but that clip also has two channels of audio built in (typical of DV
video) and you don’t want the audio to be added. Your wish is Final Cut Pro’s
command: To edit the clip’s video to the Timeline without its audio, break the
connection between the A1 and A2 Source controls on the Timeline so that
they’re not connected to the Destination controls of any Timeline track.
When you edit your clip to the Timeline, only the video makes the journey.



To disconnect a Destination track from a Source control, click either the Source
control or the track’s Destination control, and you see the two controls move
apart, indicating that the connection has been broken (see Figure 8-7).

Adding and deleting tracks 
from the Timeline
Adding and deleting tracks while you build sequences of clips on the
Timeline is natural. For example, you may want to add a video track to carry
visual effects or titles for your movie or add a slew of audio tracks to hold dif-
ferent versions of your composer’s musical score. (Having each version on
the Timeline enables you to easily compare one revision with another.) At the
same time, you may find reasons to toss out other tracks — maybe you
decide not to use the clips on a track or two. Or, you find that you have so
many tracks that you can’t keep them straight, so you decide to consolidate
their clips to a more manageable number.

Adding a single track
To add a track to the Timeline quickly, I recommend one of the following
options:

� Drag any clip (that is, a clip that’s either already on the Timeline or
that’s now in the Browser window) to the unused area above the last
video track on the Timeline (for video clips) or below the last audio
track (for audio clips). When you release the mouse button, Final Cut
Pro creates a new track on the Timeline and puts your dragged clip right
in it. (Check out Figure 8-8.)

Disconnecting Audio Source
and Destination controls.

Figure 8-7:
Audio

Source and
Destination

controls
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Timeline.

144 Part III: Editing Your Media 



� Hold down Control and click anywhere in the track header, as shown in
Figure 8-9. Then choose Add Track from the pop-up menu that appears.
Final Cut Pro adds a track directly below the header you clicked.

Adding multiple tracks
To add multiple tracks to the Timeline in one fell swoop, make sure that the
Timeline window is active and then follow these steps:

1. Choose Sequence➪Insert Tracks from the main menu.

2. In the Insert Tracks dialog box, as shown in Figure 8-10, type the
number of video or audio tracks to add.

For example, to add video tracks but not audio tracks, deselect the
check box next to Audio Tracks (or just leave the number of audio
tracks at 0).

Figure 8-9:
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3. Choose where you want to insert your tracks on the Timeline.

You have the following options:

• Before Base Track: This option inserts your new tracks before the
first video or audio track on the Timeline (that’s your base track,
which is called V1 for video and A1 for audio) and renumbers any
existing tracks to make room for the new ones. Suppose that you
already have two audio tracks (A1 and A2) on the Timeline and you
add another two before the base track. Your two new tracks become
A1 and A2, and the original audio tracks become A3 and A4.

• After Last Track: This option is straightforward: Final Cut Pro slips
your new tracks behind the last video or audio track that’s on the
Timeline.

4. Click OK to insert the tracks.

You may find that you use lots of audio tracks in your sequence to carry
simultaneous dialogue clips, sound effects, or music, for example. Although
Final Cut Pro lets you add as many as 99 audio tracks to the Timeline, it can’t
play all 99 tracks at the same time. Playing a clip of audio is no easy feat for
your Mac, and when you ask it to play more than several at one time, it cracks
under the pressure. (Truthfully, it plays a repeating beep in place of the lush
audio you expect — no harm done, but you can’t hear your audio.) The good
news is that if you render your tracks first, you can play all those audio tracks
together. When you render your audio, Final Cut Pro merges all your audio
tracks into a single audio clip, which it can play without breaking a sweat, and
it does all this hocus-pocus behind the scenes without your having to worry
about it. To render audio tracks, choose Sequence➪Render Only➪Mixdown.
See Bonus Chapter 1 on this book’s CD for more about rendering.

Deleting a single track
The easiest way to delete a single track is to hold down Control and click any-
where in that track’s header (not on its track number; refer to Figure 8-9).
Then choose Delete Track from the pop-up menu that appears. Final Cut Pro

Figure 8-10:
The Insert

Tracks
dialog box.
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tosses out that track (along with any clips that are on it) and renumbers all
the tracks that are after it.

Deleting multiple tracks
To give a group of tracks the old heave-ho, make sure that the Timeline
window is active and then follow these steps:

1. Choose Sequence➪Delete Tracks from the main menu.

2. In the Delete Tracks dialog box, as shown in Figure 8-11, select the
appropriate Video Tracks and Audio Tracks check boxes.

3. In the Audio Tracks and Video Tracks check boxes, choose from the
following options:

• All Empty Tracks: Selecting this option deletes all tracks that have
no clips on them. (Perhaps you used these tracks as temporary
staging areas to assemble clips before moving them to your main
tracks and you no longer need these tracks.)

• All Empty Tracks at End of Sequence: This one’s a bit more
obscure. Select it to delete any empty video tracks that are above
and any audio tracks that are below the outermost tracks that
have clips on them. Say what? Suppose that you have six audio
tracks and Tracks A3, A5, and A6 are empty. Choosing this option
deletes Tracks A5 and A6 but not Track A3 because Track A3 is fol-
lowed by Track A4, which has clips on it.

4. Click OK to complete the deletion.

Customizing Your View of the Timeline
You can customize your view of the Timeline so that it shows you tracks and
clips in any way that suits your work style. For example, if you’re editing on a
small monitor or laptop screen, you may want to show your Timeline tracks
in Reduced view so that more tracks fit on-screen at one time. Or, suppose

Figure 8-11:
The Delete

Tracks
dialog box.
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that you’re trying to sync the big, heavy beats of a music piece to your video
clip. To make this process easier, the Timeline can display your music clip as
a visual waveform so that you can literally see where the big beats happen in
the music and sync them with video more easily.

Making Timeline tracks big and small
You can display your tracks at four predetermined sizes: Reduced, Small,
Medium, and Large. (See the difference in Figure 8-12.) The bigger your
tracks, the easier it is to see the clips on them, along with any information
displayed within the clips (such as opacity and volume keyframes — more on
these in a moment). On the other hand, if you display smaller tracks, you can
see more of them on the Timeline at one time (without scrolling up and
down), which is handy.

Reduced size

Medium size Custom size

Track Height control

Figure 8-12:
Reduced-

versus
medium-size

tracks, plus
an example

of custom
track sizing.
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The easiest way to resize tracks is to simply click one of the four vertical bars
within the Timeline’s Track Height control. (Refer to Figure 8-12 — the smaller
the bar, the smaller the track size.) Or, if you’re into keyboard shortcuts, you
can press Shift+T to cycle the Timeline through each successive track height
option.

Changing a single track’s size
Final Cut Pro lets you set the size of a single track, independently of the size
settings for all the other tracks. This feature is useful because sometimes you
want to display one track in a jumbo size and keep the others small (refer to
Figure 8-12). Here’s an example: You can display a music track as a huge audio
waveform so that you can more easily see the music’s big beats or hits (wave-
forms are easier to read when they’re large) and leave the other tracks at a
smaller size because you don’t have to study these other tracks as closely.

To set a single track’s size, position your mouse in the Track patch panel,
over a track’s light-gray frame. When your mouse pointer changes to a resiz-
ing symbol, click and drag to set that track’s new height. It’s that easy!

Saving and loading custom track layouts
You can set up your tracks using lots of custom sizes (some big, some small,
and some in between). In this case, you can save your tweaked track layout
to disk so that you can easily reapply the layout to another Timeline
sequence, without having to manually resize your tracks each time.

To save a track layout, click the arrow to the right of the Track Height control
on the Timeline and choose Save Track Layout from the pop-up menu that
appears. A Save dialog box appears, where you can type a name for your
custom track layout and save it in the Custom Track Layouts folder, which
is in your Final Cut Pro Documents folder.

To load a track layout you have already saved, click the arrow to the right of
the Track Height control on the Timeline and choose the track layout’s name
from the pop-up menu that appears. (Final Cut Pro remembers all the custom
layouts you create.) And, if you happen to modify a saved track layout and
then want to return to your original layout, choose Restore Track Layout
from the same pop-up menu and then use the Open dialog box to select the
saved layout you want to restore.

Customizing other Timeline stuff
You can customize other aspects of your current Timeline sequence. To do
so, make sure that either the Timeline or Canvas window is selected, choose
Sequence➪Settings from the main menu, and click the Timeline Options tab.
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You see a bunch of options displayed in the Sequence Settings dialog box
(see Figure 8-13), including the same options I explain in the preceding sec-
tion for changing track size. The following rundown describes some the more
useful options that I haven’t covered elsewhere in this chapter:

� Starting Timecode: In rare cases, you may want to change the starting
timecode value for your sequence so that, rather than starting at
01:00:00;00, the sequence starts at, for example, 03:24:43;00. (Maybe
you’re planning to merge the current sequence into an existing recorded
tape and want to get the sequence’s timecode in sync with the tape’s.)
Just type the new timecode starting value into this box, and you see that
new starting point displayed on the Timeline’s ruler.

� Thumbnail Display: This option lets you decide how video clips are dis-
played on their tracks. (Compare these views in Figure 8-14.)

Name

Name plus
Thumbnail

Filmstrip

Figure 8-14:
A composite

picture
showing the

three
thumbnail

display
options.

Figure 8-13:
Timeline

options as
they appear

in the
Sequence

Settings
dialog box.
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You can choose from the following modes:

• Name: Shows only a no-frills clip name.

• Name Plus Thumbnail: Shows a clip name and a thumbnail image
of its first frame.

• Filmstrip: Shows thumbnails for as many frames as can fit in the
current zoom level of the Timeline.

I like Name Plus Thumbnail the best. (Seeing the first frame of a clip helps
keep me oriented.) Filmstrip, on the other hand, feels quite disorienting.

� Audio Track Labels: When you capture audio, you usually capture it in
stereo — that is, each clip you capture consists of two clips: one for the
audio’s left channel and one for the audio’s right channel. When you
move stereo audio to the Timeline, Final Cut Pro normally places each
channel’s clip on its own track, and the tracks are numbered sequen-
tially (for instance, A1, A2, and so on). But, when you set your audio
track labels as Paired, Final Cut Pro labels each audio track to reflect the
fact that the two tracks are related (that is, they’re stereo pairs). Rather
than number the tracks for an audio clip’s left and right channels as A1
and A2, Final Cut Pro labels the two tracks A1a and A1b, as shown in
Figure 8-15. This approach makes it easy to keep track of which audio
tracks are related stereo pairs.

Keyframe overlay Keyframes

Click these buttons to set track size, show
Filter and Motion bars, or show Keyframe Overlays.

Audio Track pairs Audio waveforms

Figure 8-15:
Tracks with
a variety of
customiza-

tion options
turned on.



� Show Keyframe Overlays: Selecting this option draws a horizontal line
through any clips on your Timeline. This horizontal line represents
opacity levels for video clips and volume levels for audio clips. What’s
useful about this option is that you can click and drag these lines up and
down to adjust your levels right on the Timeline without having to open
another settings window. You can also set keyframes here. This option
lets you change a clip’s opacity or volume level over time: Press Option,
and click anywhere on the Levels line. (You can also remove keyframes
by Option+clicking them.) For more about keyframes, check out
Chapters 9 and 13.

� Show Audio Waveforms: Select this check box, and any audio clips that
are on your Timeline display their waveforms, which use vertical lines to
show the loud and soft areas of an audio clip. (The higher the wave-
form’s vertical lines, the louder the audio. Refer to the audio levels
shown in Figure 8-15.) This option is handy for syncing your video clips
to events in dialogue, sound effects, and music.

� Show Through Edits: Final Cut Pro normally uses two red triangles to
show through edits on the Timeline. A through edit takes place when the
adjacent frames of two clips are continuous frames, as though they’re
part of the same clip. For example, if you use the Razor Blade tool to cut
one clip into two parts, that cut would be a through edit because the
first frame of the second clip is just a continuation of the last frame of
the first clip. If these markers bug you for any reason, you can turn them
off right here.

� Clip Keyframes: Check this box, and Final Cut Pro makes all your
Timeline tracks larger to display keyframes for a wide variety of effects
you have applied to your clips (see Figure 8-16).

Figure 8-16:
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all Clip
Keyframes

elements
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You can toggle each type of keyframe family that the Timeline displays
by checking the following boxes, for both video and audio clips:

• Motion Bar: Displays a thin blue bar across any video clip you have
applied motion settings to. (I cover motion settings in Chapter 15.)
Here’s an even better option: If you have set keyframes for motion
settings, those keyframes appear on the bar as well (a small diamond
indicates keyframes). You can even click and drag these keyframes to
new places in time within your clips, right on the Timeline.

• Filters Bar: Displays a thin green bar across any clip you have
applied a filter to. This option also shows any keyframes you have
set within filtered clips. As with the Motion bar, you can also click
and reposition any keyframes that appear on the Filters bar.

• Keyframe Editor: Creates a region within a track that displays a
keyframe graph for motion and filter keyframes you have applied
to a clip; you can create new keyframes right on this graph and
edit the settings of existing ones. The keyframe editor can display
the keyframes for only one motion or filter setting at a time. (For
instance, it can display keyframes for a clip’s scale setting or
keyframes for its brightness settings but not both kinds of key-
frames at one time.) Still, this helpful feature lets you tweak and
perfect keyframes without leaving the Timeline. See Chapters 14
and 15 for more about setting keyframes on the Timeline.

• Speed Indicators: Displays small indicators that show you the vari-
able speed at which your clip is playing, at a given point in the clip.
(Remember that Final Cut Pro can vary the speed at which a clip
plays rather than play it at a constant speed throughout the clip.)
See Chapter 9 for more about reading these indicators.

By the way, you can quickly customize these aspects of the Timeline without
visiting the Sequence Settings dialog box. (I just thought that you should
start with the Sequence Settings dialog box, but you may opt for these
quicker Timeline shortcuts in practice.) You can click buttons directly on the
Timeline to set the track size, display keyframe overlays, and display clip
keyframe information (refer to Figure 8-15).

When you customize the Timeline by choosing Sequence➪Settings, as I have
here, you’re changing the settings for only the particular sequence that’s
active on the Timeline. To create more-permanent settings that apply to each
sequence you create in every new project, don’t choose Sequence➪Settings
to make your Timeline adjustments. Instead, choose Final Cut Pro➪User
Preferences and then select the Timeline Options tab. This tab makes the
same options available to you, except that these options now apply to any
new sequence you create from now on.
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Navigating the Timeline
When you’re editing, you continually move the Timeline playhead from one
place to another. (Remember that the playhead is like a record needle on
your video — refer to Chapter 6 for more on the playhead.) Sometimes, you
may move the playhead through a clip in search of the perfect frame to trim
the clip to or to make a cut on. Or, you may move the playhead to some edit
point on the Timeline (where a clip ends or begins or where two clips come
together) so that you can adjust the edit in some way.

Final Cut Pro offers a bunch of useful tools for moving the Timeline playhead
wherever you want. I touch on some of these tools in Chapter 6, but now I
discuss them in one place so that you can see all your options.

Moving the playhead anywhere 
on the Timeline
To move the playhead instantly to any spot on the Timeline, use one of the
following methods:

� Use the Timeline ruler: You can click anywhere on the Timeline ruler, as
shown in Figure 8-17, to move the playhead to that point on the
Timeline.

� Go to timecode: You can also move the playhead directly to any time-
code value on the Timeline (refer to Figure 8-17). Just type the value into
the Current Timecode dialog box, which you can find in either the Canvas
or Timeline window. (Make sure that you don’t have a clip selected, or
else Final Cut Pro moves that clip rather than the playhead.)

Current Timecode box Timeline ruler

Figure 8-17:
The Timeline

ruler.
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Moving the playhead linearly 
through the Timeline
In Chapter 6, I show you the easiest way to move the playhead linearly
through the Timeline. The following list gives you all your options — some
are quicker and more convenient than others, depending on your personal
work style (check out Figure 8-18 to see some of these options):

� By lots of frames: Use the following methods to move the playhead
across continuous frames:

• Shuttle control: To move the playhead back and forward at a vari-
ety of preset speeds, try using the Canvas window’s Shuttle con-
trol. You can click and drag this control all the way to the left or
right for quick rewinds and fast forwards, or you can set the con-
trol closer to its midpoint to move the playhead slowly through
your clips.

• Keyboard shortcuts: I find that the quickest way to move the play-
head is by pressing the letters J, K, and L. Press J to move the play-
head back, K to stop it, and L to move it forward. Repeatedly press
J or L to move the playhead faster.

Jog control

Shuttle controlPrevious Edit

Next Edit

Figure 8-18:
These

Canvas
controls
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playhead in

different
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• Click and drag: To move the playhead along the Timeline in a
hurry (often while scrolling a long sequence through the Timeline),
click the playhead on the Timeline ruler and quickly drag the play-
head to the left or right.

• Hand tool: Select the Hand tool from the Tool palette, click any-
where on a Timeline track, and drag left or right to scroll your view
of the Timeline (or drag up and down to see tracks that are out of
view). Note: Using the Hand tool doesn’t move the playhead per se,
but it shifts your view of the Timeline. You can place the playhead
in a new spot by clicking the Timeline’s ruler.

� Frame by frame: You have the following options to move the playhead
frame by frame when you want to be precise:

• The Jog control: Use the Canvas window’s Jog control, which lets
you slowly drag your mouse back and forth across the control to
move the playhead frame by frame.

• Arrow keys: My preferred choice is to use the arrow keys: Press ←
to move the playhead back in time by one frame, and press → to
move the playhead forward by one frame.

� Edit by edit: Rather than move the playhead to the next frame, you can
move it to the next edit point — the beginning or end of a clip — as well
as to any In and Out points you have set on the Timeline. This option is
handy for quickly moving across a number of clips, and I find that it’s
easiest to use the keyboard. Press the apostrophe key (’) to jump your
playhead to the next edit, and press the semicolon key (;) to go to the
preceding edit. Or, you can always click the Next Edit or Previous Edit
buttons in the Canvas, respectively, but you lose the speed of the key-
board when you use these buttons.

� Marker by marker: If you have set markers on the Timeline, you can
move your playhead to the preceding marker by pressing Shift+↓, or for-
ward to the next marker by pressing Shift+↑. I discuss markers in more
detail in Chapter 9.

� Beginning and end: To quickly jump the playhead to the beginning of
your Timeline sequence, press Home. To jump to the sequence’s end,
press End!

Zooming In and Out of the Timeline
Final Cut Pro lets you zoom in on your Timeline. This feature shows you a
smaller sample of time in your sequence and makes your clips larger so that
you can resize, move, cut, or otherwise edit the clips with frame-by-frame pre-
cision. You can also zoom out of the Timeline to make clips appear smaller
and to give you a bird’s-eye view of your entire sequence. See Figure 8-19 for a
quick comparison.
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In Chapter 7, I discuss the easiest way to use the Zoom feature to view the
Timeline. You use the Zoom In and Zoom Out tools on the Tool palette, as
shown in Figure 8-20. After you select either tool, you can click it repeatedly
on the Timeline to zoom in or out. (Holding down Option also toggles the
zoom between in and out.)

When you’re in the thick of editing, choosing a separate tool just to zoom in
or out on the Timeline is often a hassle. Instead, you want to do this task
seamlessly, and Final Cut Pro offers the following approaches:

Zoom In
Zoom Out

Hand tool

Figure 8-20:
The Zoom In

and Zoom
Out tools,

with the
Hand tool
thrown in
for good

measure.
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� The Zoom control: The Zoom control (see Figure 8-21) is straightfor-
ward. Click to the left of the control to zoom in and see more detail on
the Timeline. (Any clips you see on the Timeline stay centered while you
zoom in.) Click to the right, and you zoom out; you see less detail but
more clips in your sequence. You can also click and drag the control.

� Keyboard shortcuts: To zoom in one level, press Ô++. (Yes, that’s the
Command key and the plus sign.) Press this key combination repeatedly
to keep zooming in. To zoom out, press Ô+– (minus sign).

Some Timeline Details
By now, you may know more about the Final Cut Pro Timeline than you ever
wanted to know. But, since you’ve come this far, I may as well show you a few
other icons and buttons that may come in handy (check out Figure 8-21 to
follow along):

� Render Status bar: This bar shows the render status of any clips on the
Timeline. (See Bonus Chapter 1 on this book’s companion Web site for
more on rendering.) When you need to render a clip on the Timeline
before playing it, you see a red line on this status bar, drawn right over
the needy clip. When you have already rendered a clip, the Render
status bar replaces the red line with a blue one. A green line means that
you don’t have to render the clip to play a real-time preview, although
you need to render the clip before recording your program to tape or

Render Quality button Render Status bar

Linking control

Snapping control

Zoom control

Figure 8-21:
Some finer

details of
the Timeline

window.



displaying it on a TV. Notice that Final Cut Pro divides the Render status
bar into two parts: The top line shows the status for video clips, and the
bottom line is for audio.

� Render Quality button: You can change the Final Cut Pro rendering mode
by clicking this button and choosing options from the pop-up menu that
appears. For instance, you can set Final Cut Pro to use either Safe RT or
Unlimited RT when you’re rendering clips in real-time. (Again, see Bonus
Chapter 1 on this book’s companion Web site for more on these two
modes.) You can also set the quality level of real-time–rendered effects
that are created in either Safe mode or Unlimited RT mode.

� Snapping control: By clicking this icon, you can quickly turn the
Snapping feature on and off. For more about the Snapping feature, refer
to Chapter 7.

� Linking control: Normally, whenever you select a video clip that has
audio clips linked to it (or vice versa) on the Timeline, Final Cut Pro
automatically selects all the linked clips at once, as a group. (Refer to
Chapter 7 for more about linking.) Clicking this icon turns linking off so
that you can select just the clip that you click without selecting all its
dependent subclips.
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Chapter 9

Editing Wizardry
In This Chapter
� Using split, roll, ripple, slip, and slide edits

� Setting markers in clips and sequences

� Using slow- and fast-motion effects

� Freezing frames

� Nesting a sequence inside another sequence

� Recording a voiceover

You may already know enough about Final Cut Pro to cruise through
many projects on autopilot, but if you want to turbocharge your editing

work, this chapter has what you need. In fact, this chapter probably has more
than you need. It all depends on the kind of work you’re doing. My advice is
to read the topics that are likely to apply to just about everybody — for
instance, my coverage of advanced editing tools — and then skim through
the rest of the chapter’s headings to see what else looks interesting to you.

Going Beyond Insert and Overwrite Edits
In Chapter 7, you read about two different ways to edit a clip to the Timeline:
You can either insert the clip (Final Cut Pro scoots over any clips on the
Timeline to make room for the new one) or overwrite the clip (brutally eras-
ing any clips or segments of clips that stand in its way). Final Cut Pro offers a
few other options — such as replace edits, fit-to-fill edits, and superimpose
edits — that can come in handy, depending on the situation.

Replace edits
A replace edit works like an overwrite edit, but replaces a single clip on the
Timeline with a range of frames from a new clip (called your source clip) that
you have opened in the Viewer window. That range equals the number of
frames that are used by the original clip on the Timeline, so the length of
your movie doesn’t change when you replace a shot. Preserving the length 



of your movie is an important feature of the replace edit. Perhaps your client
or producer insists that a movie be a certain length, or maybe you have spent
lots of time syncing music and sound effects to your video clips and don’t
want to see those elements go out of sync when you replace a shot.

When you do a replace edit, Final Cut Pro pays particular attention to where
you have placed the playhead in the source clip (that is, the clip in the Viewer)
and where you have placed the playhead on the Timeline (you see why in a
moment). For a quick and easy way to do a replace edit, follow these steps:

1. Find on the Timeline a clip you want to replace with a new one.

2. Position the Timeline playhead on the In point of the clip you want to
replace.

Make sure that the clip is on a Timeline track that is your destination
track. Remember that when you make edits on the Timeline, those edits
affect anything on your current destination track. (Refer to Chapter 7 for
more about setting destination tracks.)

3. From the Browser, find the new clip you want to add to the Timeline
(this clip replaces the clip that’s already there), and double-click to
open the new clip in the Viewer window.

4. In the Viewer window, position the playhead on the frame that should
be the clip’s first frame to be moved on the Timeline.

This step is similar to setting the clip’s In point, but you do this by simply
placing the Viewer playhead on that frame rather than set an In point.

5. Drag the clip from the Viewer to the Canvas window, and select
Replace from the Edit Overlay that appears, as shown in Figure 9-1.

Match Frame button

Figure 9-1:
Drag clips

from the
Viewer to

the Canvas
window,

and select
the edit

options from
the Edit

Overlay.
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Final Cut Pro replaces the current clip on the Timeline with the new clip
in the Viewer. The first frame of the new clip is the frame on which you
positioned the Viewer’s playhead in Step 4. Final Cut Pro places the new
clip’s remaining frames (the frames to the right of the Viewer playhead)
on the Timeline until they fill the same number of frames that were occu-
pied by the original clip you’re replacing.

If you have excess frames in the Viewer that don’t fit within the Timeline’s
original clip’s length, Final Cut Pro leaves these frames off the Timeline.
For example, if the Timeline clip is 50 frames, Final Cut Pro adds only 50
frames from the Viewer, even if the clip in the Viewer contains 70 frames.

When you’re doing a replace edit, you don’t have to position the Timeline’s
playhead at the first frame of the clip you want to replace — I just suggested
doing that so that you can more easily see how replace edits work. In fact,
you can position the Timeline playhead on any frame within a clip. When you
do the replace edit, Final Cut Pro centers the frame at the Viewer’s playhead
to the frame at the Timeline’s playhead and fills in the Timeline clip with
frames from both the left and right side of the Viewer playhead. (This process
sounds a bit complicated, but it becomes clear after you see this type of edit
in action.)

If you see an Insufficient Content for Edit error message while replac-
ing a clip (a likely scenario when you’re getting used to this feature), Final
Cut Pro is telling you that the source clip in the Viewer doesn’t have enough
frames to replace all the Timeline clip’s frames. (The source clip in the
Viewer needs the same or a greater number of frames on each side of the
Viewer’s playhead as the Timeline clip has on each side of the Timeline’s
playhead.)

The Match Frame feature
You can use a replace edit with the Final Cut Pro Match Frame feature to
quickly sync an event in a video clip with an event in an audio clip (for exam-
ple, to sync a dancer’s exaggerated step to a beat of music in a music video).
Follow these steps:

1. On the Timeline, place your audio clip in an audio track that’s 
directly below your video clip so that the two clips fall within the
same timeframe.

Don’t try to sync the video and audio events yet — just make sure that
your audio clip is directly below the video clip. (However, it doesn’t
matter which track the audio clip occupies.) It’s okay if the video and
audio clips aren’t the same length and therefore don’t line up perfectly.
You just want to line them up as best as you can.

2. Position the Timeline playhead at the point where the audio event
takes place.
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For example, you may want to position the playhead on a beat of music.
For greater precision, you can display your Timeline clips in a bigger size
and set them to show audio waveforms. (To do this, choose Sequence➪
Settings, click the Timeline Options tab, and make the appropriate selec-
tions. Refer to Chapter 7 if these options are unfamiliar to you.)

3. Make sure that none of your audio tracks is set as a destination track
by separating the Source and Destination controls for audio tracks in
the Timeline’s Patch panel.

You can click either the track’s Destination or Source control to discon-
nect them from each other. Refer to Chapter 7 for more about setting
destination tracks.

4. Make the Timeline track that is carrying your video clip into your des-
tination video track.

The video track that’s carrying your clip must be the destination track.
By default, the Final Cut Pro destination video track is V1, but you can
switch it to another video track you have created. Refer to Chapter 7 for
more details.

5. Without moving the Timeline playhead, do a match frame by pressing F.
Alternatively, you can click the Match Frame button in the Canvas
window (refer to Figure 9-1).

In the Viewer window, Final Cut Pro opens the original master clip that
the Timeline’s video clip came from. (It’s as though you found that clip in
the Browser and double-clicked it to open it in the Viewer.) Notice that
the Viewer playhead is positioned on the same frame of the clip as your
Timeline playhead. (In other words, the Viewer and Canvas windows
should now display the same frame because each playhead is on the
same frame.) This is how the Match Frame feature works: It looks at the
frame where you have positioned the Timeline playhead and opens the
original clip in the Viewer window, with the playhead positioned on that
same frame.

6. In the Viewer window, move the playhead to the video frame you
want to synchronize with the audio event.

Remember that you positioned the Timeline playhead on that audio
event in Step 2. You’re now about to sync the Viewer video frame with
the audio that’s on the Timeline.

7. Do a replace edit: Drag the clip from the Viewer to the Canvas
window, and select Replace from the Edit Overlay that appears.

Final Cut Pro replaces the current video clip on the Timeline with the
Match Frame version in the Viewer (and lines up the Viewer playhead
frame with the Timeline playhead, which also happens to be positioned
where your audio event takes place). The video and audio frames should
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now be synchronized, as long as the Viewer clip had enough frames
available on either side of the Viewer playhead to replace the Timeline
clip’s frames on either side of the Timeline playhead. (If you run into
problems, see the Warning paragraph about Insufficient Content
for Edit errors at the end of the preceding section, “Replace edits.”)

Fit-to-fill edits
A fit-to-fill edit is aptly named because that’s exactly what this edit does: It
forces a source clip to fit any gap or range of frames that you set for it on the
Timeline. Final Cut Pro does this by speeding or slowing the clip.

Suppose that you have finished editing your movie, but you’re waiting for a
fancy animated opening title from a motion graphics artist. You have reserved
a 5-second gap in the movie for the title, but when you finally get the anima-
tion, it’s only 4 seconds long! In this case, you would use a fit-to-fill edit to add
an extra second to the title and let it fit the gap you reserved for it. The result?
Final Cut Pro figures out how to play the 4-second title animation slower so
that it fills its 5-second allocation.

To do a fit-to-fill edit, follow these steps:

1. On the Timeline, make sure that the track that’s receiving your source
clip is the destination track.

By default, the Final Cut Pro destination video track is V1, and its desti-
nation audio tracks are A1 and A2 (unless you have made changes).
Refer to Chapter 7 for more about destination tracks.

2. On the Timeline, set In and Out points to define the range of frames
that are to receive the source clip.

You do this by setting In and Out points on the Timeline. (The points
you set are indicated on the Timeline ruler.) Position the Timeline play-
head at the beginning of the range, and press I for In point. Then move
the playhead to the last frame of the range, and press O for Out point.

3. Open your source clip (the one you want to fit to fill) in the Viewer
window, and set its In and Out points, if necessary.

You don’t have to set In and Out points if you want to fit to fill the entire
clip.

4. Drag the clip from the Viewer to the Canvas window.

When you drag the fit-to-fill clip over the Canvas, the familiar Edit
Overlay appears and displays your edit options.
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5. Select Fit to Fill from the Edit Overlay (refer to Figure 9-1).

Final Cut Pro adds the fit-to-fill clip to the Timeline and sets the clip to
play at the appropriate speed.

6. If necessary, render the clip by selecting it and choosing Sequence➪
Render Selection➪Both.

If the clip needs to play faster than normal (to fit a smaller space than it
originally filled), Final Cut Pro plays the clip so that it skips frames while
playing. If the clip needs to play slower than normal, the software plays
it with some duplicated frames. To see the speed at which the clip now
plays, you can select it on the Timeline and choose Modify➪Speed.

Superimpose edits
When you superimpose a clip, Final Cut Pro moves it to the Timeline and
places it on the next available track after the current destination track. If you
need to stack multiple clips on top of each other (for instance, if you’re about
to composite many different images into one shot or add various audio clips
that play simultaneously), a superimpose edit is a helpful way to quickly get
those clips on separate Timeline tracks.

You perform a superimpose edit in the usual way — by opening a source clip 
in the Viewer window, dragging the clip to the Canvas window, and selecting
Superimpose from the Edit Overlay that appears. A superimpose edit is unique
in one important way: Normally, whenever you edit a clip to the Timeline, Final
Cut Pro places it where the Timeline’s playhead happens to be — but not this
time! Instead, Final Cut Pro looks at the position of the Timeline playhead, and
if a clip is already at that point on the current destination track, that clip’s In
and Out points on the Timeline become the In and Out points for your superim-
posed edit (as you can see in Figure 9-2).

Figure 9-2:
Three 

clips are
super-

imposed
with the

Track 
V1 clip,

matching its
In and Out
points on

the Timeline.
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Suppose that you’re superimposing a 5-second video clip on the Timeline (it
ends up on track V2) and you place the Timeline playhead where you already
have a 2-second clip on the V1 target track. When you superimpose the 5-
second clip — surprise! — only 2 seconds make it to Track V2 on the Timeline.

This strange functionality may seem like an annoying bug, but when you’re in
the superimposing mood, you usually want superimposed clips to match
each other’s durations, so this weird twist works in your favor. If it doesn’t,
you can set your own In and Out points on the Timeline before superimpos-
ing a clip. In this case, Final Cut Pro ignores the length of the clip that’s on
the current destination target track and edits the new clip into the In and Out
edit points you set.

You can superimpose a group of clips, and make each one go to its own
Timeline track, by selecting the group in the Browser window and dragging
the clips to the Canvas window, where you can select the Superimpose
option from the Canvas’s Edit Overlay (refer to Figure 9-1).

Splitting Video and Audio Edits
Whenever you edit a clip that has video and audio that are linked (either by
setting In and Out points for the clip in the Final Cut Pro Viewer window or by
adjusting those points after the clip is on the Timeline), you’re usually affect-
ing both the clip’s video and audio components the same way. In other words,
whenever a video clip begins or ends, so does its audio clip (or vice versa).

By doing a split edit, however, you can set different In and Out points for the
video and audio segments of a clip. That is, you can end a video clip while let-
ting its audio continue (as shown in Figure 9-3), or you can begin the audio
first and then bring in the video a moment later.

Figure 9-3:
Before and
after a split
edit on the

Timeline.
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Splitting edits from the Viewer
You can set up split edit points in the Viewer. Doing so is almost as easy as
marking simple In and Out points, but you can mark as many as four points —
In and Out points for video and In and Out points for audio. Follow these steps
to set up split edit points:

1. From the Browser, open in the Viewer window a video clip that also
incorporates audio.

You have to select a clip from the Browser. Selecting a clip that’s already
on the Timeline doesn’t work. (I don’t know why.)

2. Position the Viewer playhead on the frame where the video will
begin, and set an In point by choosing Mark➪Mark Split➪Video In
from the menu bar.

You can also press Control+I to mark the video’s In point.

You have just told Final Cut Pro that the clip’s video should start at this
frame, but you still have to define the video’s Out point as well as the In
and Out points for the clip’s audio.

3. Repeat Step 2, and mark the Video Out, Audio In, and Audio Out
points by choosing those options from the Mark Split submenu.

You can mark these points in any order. You can also skip setting an Out
point for either the video or audio — if you skip setting these points,
Final Cut Pro just makes the last frame of the clip the Out points. (The
software does just the reverse when you set Out points, but not In
points, for video and audio.)

Also, if you want the video and audio to either start or end on the same
frame (in many cases, you want to split the beginning of a clip but not
the end, or vice versa), place a standard In or Out point on that particu-
lar frame.

Figure 9-4 shows all video and audio In and Out points set.

4. Move the clip to the Timeline.

You can drag the clip from the Viewer directly to the Timeline or drag it
to the Canvas window and choose an edit option. After moving the clip
to the Timeline, notice that Final Cut Pro sets the video and audio points
differently, to reflect how you split them in the Viewer.

When you have moved the split-edited clip to the Timeline, you can still
adjust the clip’s video and audio In and Out points by clicking and drag-
ging them on the Timeline.
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To clear split edit points, open the clip from the Browser window and choose
Mark➪Clear Split. The Clear Split submenu lets you clear each In and Out
point or all audio or all video points together. Or, as a shortcut, press Control
while clicking the Viewer scrubber bar, and clear your split edits from the
pop-up menu that appears.

After you add a split-edited clip to the Timeline, you have a limited ability to
adjust the clip’s split edits by using the Viewer again. If you double-click the
clip on the Timeline, it opens in the Viewer, but you can readjust only the
clip’s two In points (video and audio) together as well as its two Out points
(video and audio) together. The easiest way to adjust these linked points is to
use your mouse to click them on the scrubber bar and drag them to a new
location. Before you do this, read the next section, which shows you how to
adjust (and readjust) split video and audio points directly on the Timeline.
This method is a bit more intuitive.

Splitting edits on the Timeline
You can also create split edits on clips that are already on the Timeline, as
shown in Figure 9-5. I prefer this approach because you can more intuitively
see how a clip’s video and audio are split, and you can see how those splits
integrate with neighboring clips that you eventually place side by side with
your split-edited clip.

Audio In point

Video In point Video Out point

Audio Out point

Figure 9-4:
Split video
and audio

edits in the
Viewer.
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The easiest way to split-edit a clip on the Timeline is to simply drag the edges
of the clip’s video and audio components to different points. (The edges of a
clip represent its In and Out points.) To set new points, hold down Option
and drag the edge of the clip’s video or audio to a new point. You can see that
the clip’s video and audio stay linked (you can move the clip on the Timeline,
and its video and audio portions stay together), but the clip’s video and
audio In and Out points change independently of one another.

Using Advanced Editing Tools
After you move your media clips to the Timeline, most of your editing energy
goes toward tweaking those clips so that they cut smoothly from one to
another. In Chapter 7, I introduce you to all the basic tools and techniques to
do just that, but you shouldn’t stop there! Final Cut Pro sports a range of
advanced tools — such as roll and ripple edits or slips and slides — that let
you accomplish certain editing tasks in one simple step rather than two,
three, or four (as can be the case when you’re working with the more basic
Final Cut Pro tools).

After you get the hang of using them, you use most of these power tools
throughout your editing work. They’re especially handy when you want to
tweak a few clips (add a few frames here or cut a few frames there) without
changing the length of your Timeline sequence (that is, movie). Why is pre-
serving length so important? In the late stages of your work, you may have
already inserted sound effects or music, for example — all carefully synced
with your video. Or, maybe your video just has to fit within an allotted length
of time, as does a TV commercial. At any rate, these tools, with the exception
of the Ripple Edit tool, all let you tweak clips and minimize the effects of
those tweaks on other clips and on your sequence in general.

You can also use these advanced tools in a variety of ways, although the
quickest and most intuitive approach is to simply select a new tool from the
Tool palette and apply it directly to clips you have already placed on the
Timeline. Still, some of these tools and techniques can seem a bit confusing

Figure 9-5:
Splitting

audio and
video on

overlapping
tracks.
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when you’re reading about them for the first time, so don’t get frustrated if
you find yourself saying “Huh?” Just take the time to study the figures I pro-
vide, and then try out the tools on your own clips.

Editing clips often means making small, precise changes to them. But, if you
have the Final Cut Pro Snapping feature turned on, you may find it hard to be
as precise as you want because your mouse pointer keeps snapping to the
edges of nearby clips rather than going where you want it to be. If this is the
case, press N to toggle off snapping. (You can even toggle snapping while
dragging a clip or its edges.)

You may want to apply these new tools to only the video or audio portions of
a linked clip. (Normally, any changes you make to a linked clip affect both its
video and audio.) That’s no problem: Just hold down the Option key while
you’re using the tools, and your changes affect only the part of the clip you’re
adjusting. For instance, if you press Option and then apply the Roll Edit tool
to the video of a linked clip, you affect only the clip’s video, not its audio.

Resizing clips with roll and ripple edits
Roll and ripple edits let you resize clips on the Timeline without having to
separately move adjacent (side-by-side) clips forward or backward to accom-
modate your changes. For instance, you don’t have to create a gap on the
Timeline before extending a clip into that gap, and you don’t have to close an
unwanted gap after trimming a clip.

Both these edits affect how two adjacent clips are joined on the Timeline.
When you perform either a roll or ripple edit, you’re either adding or taking
away frames from the first clip (known as the outgoing clip, which comes ear-
lier) or the second clip (known as the incoming clip, which comes later), but
you’re maintaining the edit point of these clips — that is, the two clips stay
connected, never leaving a gap between them.

Rolling edits
A roll edit lets you simultaneously move the edit point between two clips, to
make one clip longer and the other shorter, all in one fell swoop. (Of course,
the clip you’re trying to make longer must have extra frames that you haven’t
already edited onto the Timeline.) For example, you may have Clips A, B, C, and
D on the Timeline, side by side, and you want to do a roll edit between Clips A
and B. Check out Figure 9-6. The top image shows Clip A and B at the same size,
before the roll edit. The next image shows a roll edit that extends Clip B at the
expense of Clip A. The bottom image shows you another roll edit in the oppo-
site direction that extends Clip A at the expense of Clip B. No matter which way
you move the roll edit pointer, Clips C and D remain unaffected.
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In other words, my roll edit changes the Out point of Clip A and the In point
of Clip B, but it doesn’t change the combined length of the two clips.
Therefore, the Roll doesn’t shift any of the following clips (C and D) either
forward or backward along the Timeline.

Why would you want to do a roll edit — other than to show off your Final Cut
Pro acumen to family and friends? A roll edit is helpful to use when you’re
trying to match the same action as you cut from one clip to another. Suppose
that you have the dubious distinction of editing the next installment of Rocky
and you want to cut from a medium shot of Rocky throwing his knockout
blow to a close-up of his glove landing squarely on the jaw of his hapless
challenger. In this case, you place these two clips side by side, to try to
match the actions as closely as possible, and then use the roll edit to fine-
tune the edit point — and look for the perfect frame to exit the first clip and
enter the second clip.

Roll edits are easy to do right on the Timeline. Follow these steps:

1. Select the Roll Edit tool from the Final Cut Pro Tool palette (as shown
in Figure 9-7), or press R.

The mouse pointer becomes a Roll Edit symbol.

2. Click the Roll Edit tool on an edit point between two clips on the
Timeline, and drag the edit point either right or left (forward or back-
ward in time).

Before roll edit

These clips stay the same.

Roll edit to left

Roll edit to right

Figure 9-6:
A roll edit 
in action.
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As you drag, keep an eye on the Canvas window. As shown in Figure 9-8,
the window goes into a two-up clip display. The frame on the left shows
the last frame, or Out point, of the outgoing clip (again, the clip to the
left of the Timeline’s edit point), and the frame on the right displays the
first frame, or In point, of the incoming clip. When you release the
mouse button, the roll edit takes effect on the Timeline.

When you use a roll edit to extend an edit point by a certain number of
frames, you’re also shortening the adjacent clip by the same number of
frames, so the two clips continue to share the same edit point. What you
give to one clip, you take from the other (and vice versa).

Figure 9-8:
The Canvas

window
becomes 
a two-up

clip display.

Ripple Edit button

Roll Edit button

Figure 9-7:
The Roll Edit

and Ripple
Edit tools on

the Tool
palette.
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Ripplin’ with ripple edits
A ripple edit lets you resize a clip by moving its In or Out point on the
Timeline — it sounds simple enough, eh? What makes ripple edits so cool —
and probably the most handy editing tool that’s available to you — is that
when you resize a clip, Final Cut Pro automatically ripples that change
through the rest of the Timeline sequence, to move clips forward or back-
ward in time (to make room for the clip you have extended or to close the
gap that was left by a clip you have trimmed).

For instance, you may have placed Clips A, B, C, and D on the Timeline side
by side, but you decide to trim a few frames off the end of Clip B (the Out
point) while also moving Clips C and D to the left so that they fill the empty
gap left by Clip B’s trimmed frames, as shown in Figure 9-9. The top image
shows the Timeline before a ripple edit takes place. In the middle image, the
ripple edit trims Clip B and moves Clip C over to fill in the gap. In the bottom
image, I have used the ripple edit to extend Clip B and move Clip C later in
time to make room. See how cool that is? Without the Ripple Edit tool, these
kinds of operations would take two or more steps, but now they’re boiled
down to one. That’s progress, folks.

Like the Roll Edit tool, the Ripple Edit tool is specifically designed to work
with two clips — one on either side of an edit point (an outgoing clip and an
incoming clip). You can move either the Out point of the outgoing clip (that
is, the first clip) or the In point of the incoming clip. To use a ripple edit on
clips on the Timeline, follow these steps:

1. Select the Ripple Edit tool from the Final Cut Pro Tool palette (refer to
Figure 9-7).

Alternatively, press R twice. The mouse pointer becomes a Ripple Edit
symbol.

Ripple edit to right

Before ripple edit

Ripple edit to left

Figure 9-9:
Moving the
Ripple Edit
tool to the
left or the

right on the
Timeline.
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2. Click to the immediate left of an edit point with the Ripple Edit tool to
select the outgoing clip, or click to the immediate right to select the
incoming clip.

Sometimes, you may wonder whether you’re selecting the outgoing or
incoming clip at the edit point, because the two clips are right next to
each other. Watch the Ripple Edit symbol’s tail, which looks like a hook.
The tail always points toward the clip you’re about to select.

You’re letting Final Cut know which of the two clips at the edit point 
you want to affect. Final Cut Pro responds by highlighting a thin slice of
the clip that’s next to the edit point. (Figure 9-9 shows Clip B selected in
this way.)

3. Click and drag the selected side of the edit point either forward or
backward in time to extend or trim it.

As you drag, keep an eye on the Canvas window. It goes into its two-up
clip display: The frame on the left shows the last frame, or Out point, 
of the outgoing clip (again, the clip to the left of the edit point), and 
the frame on the right shows the first frame, or In point, of the incoming
clip.

When you release the mouse button, Final Cut ripples the effects of your
edit through all the following clips in the Timeline sequence. Seeing
those clips shift in time can sometimes be disorienting, but go ahead
and play the clips you have just affected. You should see that all’s well
(if not, choose Edit➪Undo and try again).

Slip-slidin’ clips
Slip Edit and Slide Edit are two other specialized tools in your editing arsenal.
Although you probably don’t use them every day (as you would use the Ripple
Edit tool), they can save you a few steps in certain scenarios.

Like roll and ripple edits, slips and slides are easy to do directly on the Timeline,
so that’s what this subsection focuses on.

Give a clip the slip
A slip edit changes the In and Out points of a single clip, but not its duration
or its position on the Timeline. Say what?

If this concept sounds a bit abstract, try this example: Suppose that you open a
clip in the Viewer, and it’s 90 frames long. You decide to edit only its middle 30
frames (31 through 60) to the Timeline. After those frames are on the Timeline,
you can use the Slip Edit tool to change the 30 frames that the clip shows — for
instance, frames 1–30, 15–45, and so on — as shown in Figure 9-10.
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So now you’re thinking, “Hmmm, that’s pretty clever, but what would ever
posses me to do that?” You can turn to the Slip Edit tool whenever you have
carefully edited a group of clips and you need to change one clip in the
sequence but don’t want to affect any others. For instance, maybe you have
meticulously synced some video to music beats or other sound events, but
then you realize that one clip plays a bit awkwardly with the clips around it. If
you don’t want to extend or trim that clip (because that would change the
duration of the sequence and throw off the sync with the audio), you can do
a slip edit and try to find a better-looking range of frames within the problem
clip — without changing its position or length in the sequence.

Rectangle frame shows all frames available.

Figure 9-10:
Before and
after a slip
edit on the

Timeline.
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That’s enough theory. To edit a clip by using the Slip Edit tool, follow these
steps:

1. Select the Slip Edit tool on the Tool palette (as shown in Figure 9-11),
or press S.

Either way, the mouse pointer becomes a Slip Edit symbol.

2. Click a clip on the Timeline, and drag the mouse either left or right to
slip its frames.

When you click the clip, Final Cut Pro shows a rectangle frame that rep-
resents the total frames available to the clip. Drag left to move the latter
frames of the clip into position, or drag right to see its earlier frames.

Also, keep an eye on the Canvas window. As you drag, it shows a two-up
display of the new In and Out points for the clip (refer to Figure 9-8).

3. Release the mouse button when you’re happy with those new In and
Out points.

4. Play the slipped clip from the Timeline to see how it looks.

Sliding a clip
The Slide Edit tool is an unusual beast in that it moves an entire clip either
forward or backward on the Timeline while also moving the edit points on
either side of the clip. Translation: As you move a clip with the Slide Edit tool,
you’re at the same time trimming or extending the clips to either side of it to
accommodate the clip in its new location while keeping its edit points intact.

Suppose that you have arranged Clips A, B, and C side by side on the
Timeline (as shown in Figure 9-12), and each clip is 30 frames long. When you
slide Clip B forward in time by 15 frames, you also trim the Clip A Out point

Slide Edit tool

Slip Edit tool

Figure 9-11:
The Slip Edit

and Slide
Edit tools on

the Tool
palette.
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by 15 frames and extend the Clip C In point by 15 frames. The result? Clip A is
now only 15 frames long, Clip B keeps its original 30-frame length, but is now
in a new position on the Timeline, and Clip C is 45 frames long (as long as it
had extra frames to extend out to).

Although you’re not likely to use the Slide Edit tool regularly (I probably use
it once a year), it can be helpful to move an important clip without manually
changing the edit points of other clips in the sequence. To use the Slide Edit
tool, follow these steps:

1. Select the Slide Edit tool on the Final Cut Pro Tool palette (refer to
Figure 9-11), or press S twice.

The mouse pointer becomes a Slide Edit symbol.

Before slide

Slide to left

Figure 9-12:
Before and

after a slide
edit on the

Timeline.
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Option: The unsung hero
The Option key is the unsung hero of your Timeline
editing tools: When you hold it down, it lets you
edit the video and audio parts of a clip separately,
even though that clip’s video and audio are linked.
Trust me: The benefit is huge because you
inevitably want to edit the video of a clip, but not its
audio (or vice versa), and would otherwise have
to unlink the two elements, do your edit, and then
link them again — which is quite time consuming.
With Option, it’s a no-brainer.

To see Option’s prowess, just place on the
Timeline a clip that includes video and audio (a
clip captured from a DV camera is a good bet).
Now, try these simple exercises:

� Using the Final Cut Selection tool (press A
or choose it on the Tool palette), hold the
Option key down, select the video portion of
your clip, and press Delete. Presto! The
video is gone, but the audio still lives.

� With the Razor Blade tool selected, hold the
Option key down and click the blade on the
audio part of the clip. Cool! You just cut the
audio, but not the video.

� With the Roll tool selected, hold down the
Option key and click and drag an edit point
between two video clips. The Roll tool
affects your video, but doesn’t change the
edit point between the clips’ audio!



2. Click a clip on the Timeline, and drag the mouse either left or right to
slide it forward or backward in time.

The Canvas window switches to a two-up display (refer to Figure 9-8)
and displays the new Out-point frame of the clip to the left and the new
In-point frame of the clip to the right.

Also, a pop-up timecode box tells you how many seconds and frames
you’re sliding your clip away from its original location.

3. Release the mouse button when you have moved the middle clip to a
good spot.

4. Play the edited clips from the Timeline to see how they look.

Using Markers to Highlight 
Important Moments

Markers are little signposts that you can place anywhere in a media clip or
Timeline sequence to identify (or . . . mark!) frames that are important to you.
For instance, you may mark a frame where you want to begin changing a
clip’s volume, by fading it in or out. Or, you may want to place markers at a
clip’s existing In and Out points so that you always know where they were
originally set (in case you plan to change those points and want the option of
going back to their original locations later, if you don’t like your changes).

In this section, you find out how to use markers to their fullest.

Setting markers
You can set markers inside an individual clip or within a sequence on the
Timeline. Set them in clips to flag important moments within that clip, and
set them in a sequence to flag important moments in your edited story (for
instance, a frame where you may want to insert additional clips or possibly
trim or extend a nearby clip). You can set as many markers as you want —
Final Cut just numbers them sequentially (Marker 1, Marker 2, and so on)
until you rename them. (For more details on renaming markers, see the sec-
tion “Renaming, deleting, and designating markers,” later in this chapter.)

The Timeline can snap clips to markers, as long as you have snapping turned
on — press N to toggle it. This feature makes markers helpful aids for lining
up clips (or keyframes in clips) with other clips on the Timeline.
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Setting markers within a clip
To set a marker within a clip (see Figure 9-13), follow these steps:

1. Open the clip in the Viewer window.

2. Position the Viewer playhead on the frame you want to mark, and
press M (for marker).

You can also click the Add Marker button in the Viewer window — refer
to Figure 9-13.

Keep setting as many markers as you want. When you move your clip to the
Timeline, you see those markers within the clip.

You can use markers to break a clip into smaller subclips, which is a useful
way to quickly divide a long, unwieldy clip into more-manageable morsels. To
take advantage of this cool feature, open a clip by double-clicking it from the
Browser window. In the Viewer window, set markers at each frame where you
want a new subclip to begin. From now on, the Final Cut Pro Browser identi-
fies that marked-up clip with a small triangle next to its name. If you click the
triangle, the Browser lists every marker you set in that clip (as shown in
Figure 9-14), although your Browser has to be in List view for this feature to
work (choose Edit➪Browser Items➪As List).

Viewer Current Timecode box

Click to add a marker

Individual markers

A marker comment

Figure 9-13:
Markers set
for a clip in
the Viewer

window.
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In fact, the Browser now treats each marker as though it’s an individual clip.
(Each of these new clips starts at the first frame you marked in the original
clip and ends at the frame before the next marker you set.) All the usual
things you can do to clips apply to these subclips. You can rename them,
open them in the Viewer window, set In and Out points for them, and move
them to the Timeline. Cool, eh?

You can even set markers while Final Cut plays a clip in the Viewer (as
opposed to stopping playback to set the marker). Just start playing the clip,
and press M or click the Add Marker button to place a marker on the fly.
Granted, this method isn’t highly precise (unless you have incredible hand-
eye coordination), but it’s the best way to insert lots of markers in a hurry —
for instance, to mark beats of music in an audio clip.

Setting markers within a sequence
Setting a marker on the Timeline (that is, a marker that highlights a point in
time, not a frame in a particular clip) isn’t much different from setting a marker
in the Viewer window. Follow these steps to set a marker on the Timeline:

1. Make sure that you haven’t selected any clips on the Timeline.

To be safe, select the Timeline window and then press Ô+Shift+A to 
deselect any clips (or choose Edit➪Deselect All).

2. Position the Timeline’s playhead on the frame to mark, and press M to
place the marker.

Even if you’re working on the Timeline, you can still set markers within a par-
ticular clip (as you would do if you opened the clip in the Viewer). Select the
clip on the Timeline, position the Timeline playhead within that clip, and
press M. The marker appears within the clip itself (see Figure 9-15), not on
the Timeline ruler.

Markers in the Browser window

Figure 9-14:
A clip

shows its
markers in

the Browser
window.
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Renaming, deleting, and 
designating markers
You can edit markers either from the Viewer window (for markers within
clips) or from the Timeline (for markers on the Timeline).

Follow these steps to rename markers:

1. In the Viewer or Timeline window, position the playhead directly on a
marker.

Watch out: It may look as though you have positioned the playhead
directly on a marked frame, but you may still be off by a frame or two. If
the playhead is indeed on a marker, you see the marker change color.
For guaranteed results, you can also jump the playhead to the preceding
and following markers by pressing Shift+↑ or Shift+↓, respectively.

2. Choose Mark➪Markers➪Edit from the menu bar, or press M.

Either way, Final Cut Pro opens the Edit Marker dialog box.

3. In the Edit Marker dialog box (as shown in Figure 9-16), type a new
name for the marker and click OK.

Figure 9-16:
The Edit
Marker

dialog box.

Markers on Timeline

Markers on clips

Figure 9-15:
Markers set

on the
Timeline.
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You should name markers something meaningful so that you can easily
search for a marker by name (which I cover in the following section).

You can also type a comment for a marker. (This habit is helpful when, a
few weeks later, you can’t remember why you placed the marker in the
first place.)

To delete a marker, follow these steps:

1. In the Viewer or Timeline window, position the playhead directly on a
marker.

2. Choose Mark➪Markers➪Edit from the menu bar, or press M.

3. In the Edit Marker dialog box, click the Delete button.

Besides naming and deleting markers, you can give a marker a special desig-
nation that’s recognized by other programs you may export your Final Cut
movies into. For instance, you may place a marker where you want your musi-
cal score to suddenly pick up its pace. By designating that marker as a Scoring
marker, it appears in your video when you export it to the Soundtrack applica-
tion for scoring. (See Chapter 10 for more on Soundtrack.)

You can give three different designations to your markers. Scoring markers
are recognized by Soundtrack, whereas Chapter markers are recognized by
the Apple DVD Studio Pro (and are handy for noting the beginning of new
chapters in your video), and Compression markers can be exported to
Compressor and other encoding software to identify frames of a movie that
should be encoded with the greatest accuracy. To give a marker one of these
three special designations, simply click the appropriate button in the Edit
Marker dialog box. Final Cut inserts a special code into the box’s Comment
field, which is built in when you export your movie from Final Cut.

Searching for markers
You can quickly search for markers you have set in either clips or a Timeline
sequence. Here’s a word of advice, though: To get the most from these searches,
make sure that you rename markers so that they’re more descriptive than the
default names Final Cut gives them (Marker 1, Marker 2, and so on). See the pre-
ceding section for more information about renaming markers.

To search for Timeline markers, follow these steps:

1. Press Control, and click anywhere on the Timeline ruler (refer to
Figure 9-15).

2. From the pop-up menu that appears, select the marker you want to
search for.

Final Cut Pro moves the Timeline playhead to that marker.
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To search for markers within a clip, follow these steps:

1. Open the clip in the Viewer.

2. Press Control, click the Viewer’s Current Timecode box (refer to
Figure 9-13), and choose the marker you want to search for from the
pop-up menu that appears.

You can also search a Timeline sequence for markers by using the Final Cut
Pro Find command. Follow these steps to do so:

1. Make the Timeline or Canvas window active.

2. Choose Edit➪Find from the menu bar.

The Find dialog box is displayed, as shown in Figure 9-17.

3. Select Names/Markers from the Search pop-up menu that appears, and
type part of or the whole marker name in the Find text box.

4. Click the Find button.

Final Cut Pro moves the Timeline playhead to the first clip or sequence
marker that fits the description. (Clips have to be on the Timeline for
their markers to be found). You hear a beep if Final Cut Pro can’t find
any markers.

5. To move to the next marker that fits the description, choose Edit➪Find
Again.

From the Viewer, Canvas, or Timeline windows, you can quickly jump the
playhead to the next or previous marker: Press Shift+↓ for Next and Shift+↑
for Previous.

Playing a Clip Backward
Occasionally, you may find it handy to play a clip backward rather than for-
ward. For instance, in my movie Radius, I needed footage of a timer counting
down to zero, but the timer prop could only count up, not down. No problem.
The cameraman just filmed the timer counting up, and then I reversed the
footage after it was on the Timeline, so it seemed to be counting down. To
reverse a clip, follow these steps:

Figure 9-17:
The Find

dialog box.
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1. On the Timeline, select the clip you want to reverse.

If you also want to keep a version of the clip that plays forward on the
Timeline, copy the original clip on the Timeline by using the Final Cut
Pro Copy command (on the Edit menu), and then paste its duplicate
elsewhere on the Timeline. Remember that you can also create copies of
clips in the Browser window and store them there for safekeeping.

2. Choose Modify➪Speed.

3. In the Speed dialog box (see Figure 9-18), select the Reverse check box
and click OK.

Notice on the Timeline that (100%) follows the clip name. This percent-
age tells you that the clip is playing at full speed (100 percent), but in
reverse (as indicated by the parentheses).

4. If necessary, choose the familiar Sequence➪Render Selection➪Both
command to render the clip.

5. Play the clip on the Timeline to see how it looks.

Changing a Clip’s Speed
Slowing and speeding video clips are useful ways to add drama and suspense
or frenetic action to your movie. With Final Cut Pro HD, you have the follow-
ing ways to change the play speed of a clip:

� You can give a clip a constant speed throughout (for instance, 150 per-
cent or 25 percent).

� You can vary play speeds within a single clip (for instance, go from slow
motion to fast and back to slow again in a single clip). This variable-
speed feature is sure to please anyone who does some of those spiffy
time-based effects that are popular in commercials as well as in music
and sports videos.

Figure 9-18:
The Speed
dialog box.
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Setting a constant speed
When you slow a clip, Final Cut Pro is adding frames to the clip, so it takes
more time for the clip to play at the DV 29.97 frames-per-second pace.
Likewise, when you increase the speed of a clip, Final Cut Pro tosses out
frames, to make the action seem to go quicker. To add either effect, follow
these steps:

1. On the Timeline, select a clip that you want to play slower or faster
(but at a constant speed).

2. Choose Modify➪Speed from the menu bar.

3. Make sure that Constant Speed is selected on the Speed dialog box’s
pop-up menu.

4. In the Speed dialog box (refer to Figure 9-18), type either a new per-
centage of speed or a new time duration for your clip.

When you change a clip’s constant speed, you’re also changing its dura-
tion. (A clip that plays twice as fast lasts only half as long, and a clip that
plays twice as slow lasts twice as long. Right?) Final Cut Pro lets you set
speed as a percentage of normal speed or as a new timecode duration
for the clip, depending on your needs. For instance, if you’re trying to fit
the clip into a fixed amount of time, type a new duration value. Or, if
you’re just going by instinct, try using a percentage. (A rate lower than
100 percent makes the clip play in slow motion, and a higher value
increases the speed of the clip.)

After you change a clip’s speed, play it and see how it looks. If it plays a
bit stuttery, trying changing its speed to a different but similar number.
Final Cut plays certain frames rates a bit smoother than others, and so
you might want to experiment with the best play speed for your clip.

5. Toggle Frame Blending on or off.

This option is handy for slow-motion clips. Ordinarily, Final Cut Pro cre-
ates a slow-motion effect by duplicating some or all of the original clip’s
frames, once or many times. But, repeating the same frames many times
can create a stuttering effect so that when the Frame Blending option is
turned on, Final Cut Pro tries to create new frames that are a blend of
the original frames in the movie. For instance, rather than play Frame 1
twice, Final Cut Pro would play Frame 1 once and then draw a new frame
that is halfway between Frame 1 and Frame 2 (and so on). The result is a
smoother slow-motion effect.

6. Click OK, and render your clip on the Timeline (if necessary).

When you click OK, you see that Final Cut Pro has either lengthened or
shortened the clip on the Timeline (as shown in Figure 9-19). If your 
Mac requires you to render the clip before you can see it play, choose
Sequence➪Render Selection➪Both.
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7. Play the clip on the Timeline to see how it looks.

Setting a variable speed
Rather than play a clip at one, constant speed, you can vary the clip’s speed as
it plays (for instance, so that part of it plays in slow motion and then gracefully
increases in speed). But, before diving into the nitty-gritty, it’s worth explaining
the underlying concept behind this feature. The key point to remember is that
when you apply variable-speed changes to a clip, the clip’s duration doesn’t
change. (This concept is different from changing a clip’s constant speed, which
always changes its duration.) And the fact that a variable-speed clip’s duration
doesn’t change means that when you make one part of the clip play slower
than normal, the rest of the clip plays faster than normal (thereby keeping the
clip’s overall duration the same).

Put this concept into practice now. Naturally, Final Cut Pro gives you a
number of ways to vary a clip’s speed, but the easiest way to do it is by work-
ing with a clip directly on the Timeline:

1. Set the Timeline to display tracks at either medium or large size by
clicking one of the Timeline’s corresponding Track Height buttons
(see Figure 9-20).

This step isn’t required, but it’s easier to fine-tune a clip’s speed settings
when Timeline tracks are on the bigger side.

2. Click the Timeline’s Clip Keyframes button (refer to Figure 9-20) to
toggle keyframes on.

Clips on the Timeline grow taller so that they can display the speed of
keyframes that you soon set within a clip. Keyframes let you mark areas
of a clip where you want speed changes to occur.

Before slow motion

After  slow motion

Figure 9-19:
A clip

before and
after a

constant
slow-motion

effect is
applied.
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3. Select the Time Remap tool from the Tool palette (see Figure 9-21).

This tool is hidden under the Slip Edit tool. To select the Time Remap
tool, click and hold your mouse over the Slip Edit tool and then select
the Time Remap tool after its icon pops up. Your mouse pointer changes
to a Time Remap symbol.

4. To set a Time Remap keyframe, click the Time Remap tool within a
clip on the desired frame, as shown in Figure 9-22.

Final Cut displays your new keyframe within the clip on the Timeline.
You see the keyframe on a thin blue horizontal line that appears within
the clip, which is called a Motion bar (refer to Figure 9-22).

If you click the Time Remap tool within a clip and don’t see the blue
Motion bar and its keyframe appear, your Timeline isn’t set to display
these elements. Display them by choosing Sequence➪Settings and click-
ing the Timeline Options tab. On the tab, be sure to select the Motion
Bar option in the Clip Keyframes segment of the tab.

Time Remap tool

Figure 9-21:
The Time

Remap tool
on the Tool

palette.

Click one of these vertical bars to set your track height.

Clip Keyframes button

Figure 9-20:
The Timeline

as shown
with a large
track height

and with
Clip

Keyframes
toggled on.

188 Part III: Editing Your Media 



To see what a frame looks like before a keyframe is placed on it, click the
Time Remap tool on the Timeline’s ruler. Rather than set a keyframe,
you move the Timeline’s playhead to that particular frame, where you
can see the frame in the Canvas window.

5. Click and drag your clip’s keyframe to either the right or left to vary
the clip’s speed (see Figure 9-23).

This statement is crucial: When you move a keyframe to a new position,
it’s like you’re moving the frame of the clip that the keyframe marks. In
other words, a link exists between the Time Remap keyframe and the
frame of the clip that the keyframe is placed on. Think of the keyframe
as being attached to the particular frame you set it on.

How does this concept affect a clip’s speed? When you move a Time
Remap keyframe to the left, you’re indicating that you want the clip’s
corresponding frame to move left as well — that is, to move so that it
plays earlier in time. To play that frame earlier in time, however, Final

A clip plays faster where speed indicators are more tightly spaced.

Figure 9-23:
The original

keyframe
has been
moved to

the left (that
is, earlier 

in time).

Time Remap toolKeyframe

Speed indicators Motion bar

Figure 9-22:
Click the

Time Remap
tool within a
clip to set a

keyframe.
The

keyframe
appears on

the blue
Motion bar.
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Cut Pro has to play all the frames before it even faster than they normally
would play. (It’s like those frames are being scrunched into a smaller allot-
ment of time so that they play faster.) And, because a variable-speed clip’s
total time duration can never change, the frames to the right of your key-
frame play in slow motion, to compensate for the frames to the left of your
keyframe that are playing faster than normal.

Confused? I don’t blame you, because these concepts are a bit abstract.
To help you visualize what’s going on, Final Cut Pro displays speed indi-
cators along the bottom of your clips. (You can see them in Figures 9-22
and 9-23. If you don’t see these indicators, choose Sequence➪Settings
and click the Timeline Options tab. On that tab, make sure that the
Speed Indicators option is selected.) When these indicators are evenly
spaced, this indicates that your clip is playing at a normal speed. When
you drag a keyframe to a new position, however, you see that the speed
indicators bunch together (indicating that frames are getting closer
together in time — that is, playing faster) or they spread out (indicating
that frames are getting farther apart in time — that is, playing slower).
You can easily see a clip’s speed increasing or decreasing by noting the
frequency of the speed indicators.

6. Play your new speed-varied clip on the Timeline.

Position your playhead on the Timeline and click the Play button in the
Canvas, or press the spacebar.

You may have to render the clip first. To do so, select the clip and
choose Sequence➪Render Selection➪Both.

7. If necessary, use the Time Remap tool to readjust your keyframe
(move it to the left or right again) or to set more keyframes in the clip.

Setting more keyframes allows you to vary the clip’s speed even more —
for instance, to speed it, and then slow it, and then speed it again. You
can also set additional keyframes to stretch out (that is, smooth) the
acceleration or deceleration of a speed change (see Figure 9-24).

Multiple keyframes

Figure 9-24:
Multiple

keyframes
set within 

a clip.
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So, you have now mastered the basic steps for varying a clip’s speed. Still,
many more aspects to this feature go beyond the scope of a For Dummies
book, so if you need more control over these speed effects, I recommend
turning to the Final Cut Pro documentation. You can find a large section
that covers every nuance of the Variable Speed feature in detail.

Stopping Action with a Freeze Frame
In the course of a movie, you may want to suddenly freeze the action on a
single frame of video and hold it for a moment. (This stylistic touch was hot in
the 1970s and is coming on strong again these days.) Final Cut Pro lets you
easily freeze frames by turning any frame from an existing video clip into a still
picture that lasts as long as you like. To freeze a frame, follow these steps:

1. Open in the Viewer the video clip that you want to freeze.

2. Move the Viewer’s playhead to the frame you want to freeze.

3. Choose Modify➪Make Freeze Frame from the menu bar.

Final Cut Pro opens that single frame in the Viewer and treats it as a new
clip of video. By default, the frozen frame has a duration of 10 seconds.

4. In the Viewer, move the In or Out point of the frozen frame to change
the frame’s duration (as shown in Figure 9-25).

You can see the frame’s current duration in the Viewer’s Clip Duration
box (in the upper-left corner of the Viewer). You can also trim or extend
the freeze-frame clip after it’s on the Timeline.

5. Move the freeze-frame clip from the Viewer to either the Timeline or
the Browser by clicking anywhere in the Viewer image area and drag-
ging the freeze frame to its destination.

When you create the freeze frame in the Viewer, Final Cut Pro doesn’t
automatically add the freeze frame to the Browser as a clip (as though
you had just imported a movie or still picture into the program). You
don’t have to add the freeze frame to the Browser, but I recommend
moving it there so that it becomes a permanent clip in the project and
you can quickly reuse it. Otherwise, move the freeze-frame clip to the
Timeline and edit it into a sequence, like any other video clip.

After a freeze frame is on the Timeline, you may have to render it
because you’re essentially creating a new video clip from what was once
just a single frame. (To render the clip, select the freeze-frame clip and
choose Sequence➪Render Selection➪Both.)

191Chapter 9: Editing Wizardry



To save a bit of time, you can freeze a frame directly from the Timeline.
Position the Timeline playhead on a frame of video, and choose Modify➪Make
Freeze Frame from the menu bar. You see that frame appear in the Viewer
window, ready to be moved to the Browser or back to the Timeline.

By default, Final Cut Pro sets each freeze frame to last for 10 seconds, but you
can change that value. Choose Final Cut Pro➪User Preferences, and type a
new timecode value in the Still/Freeze Duration field.

Nesting a Sequence into 
Another Sequence

Final Cut Pro lets you assemble a group of clips into a sequence, but you can
also assemble a group of sequences into another sequence (as shown in
Figure 9-26). This process is called nesting sequences, and it’s particularly
handy because it lets you break bigger projects into smaller, more manage-
able parts. For instance, if you’re creating a 2-hour feature film, don’t try edit-
ing the whole thing in a single Timeline sequence. (That would make for one
lo-o-ong sequence.) Instead, edit each of the movie’s scenes (or acts or any
other division) in its own sequence and then edit those finished sequences to
assemble your final film.

Clip Duration box

Figure 9-25:
A freeze
frame in 

the Viewer.
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To nest one sequence into another, follow these steps:

1. Double-click a sequence icon in the Browser to open it on the Timeline.

This sequence is your master sequence — that is, the one to receive any
other sequences you’re nesting.

2. Click and drag another sequence from the Browser window to the
Timeline.

You have now nested the second sequence into the first as though it
were a single media clip (except that it probably already contains lots of
preedited clips). Note: If your nested sequence contains In and Out
points, only the sequence’s contents between those points are nested.

That’s it! After you have nested another sequence into the Timeline, Final Cut
Pro treats that nested sequence like any other media clip. For instance, you
can trim or extend the nested sequence on the Timeline, and you can apply
the same effects to a nested sequence that you apply to individual clips —
add audio and video filters, set volumes and opacity levels, and even animate
a nested sequence with motion settings. However, to apply some of these
effects, you need to open a nested sequence in the Viewer window — per-
haps to tweak filters or motion settings. To open a nested sequence in the
Viewer, click the nested sequence on the Timeline while holding Control and
choose Open in Viewer from the pop-up menu that appears.

In Final Cut Pro HD, if you drag a sequence to the Timeline while holding
Command, Final Cut Pro doesn’t nest the dragged sequence but instead adds
the individual clips that the sequence contains. It’s as though you copied the
clips from one sequence and pasted them into a new sequence.

Adding a Voice-Over to a Sequence
The Voice Over tool lets you connect a microphone to your Mac and record
your voice (or a narrator’s voice) as Final Cut Pro plays a Timeline sequence.
The Voice Over tool provides a quick and easy way to add voice narration to

Figure 9-26:
Nested

sequences
on the

Timeline.
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any movie. You may be editing a documentary or training program, adding
director’s commentary to your latest blockbuster, or just going hog wild with
those vacation videos.

Having recorded your voice, Final Cut Pro turns it into an .aiff audio clip
(saved to your hard drive, naturally) and adds it to the Timeline on its own
audio track. You can record a voice-over through the entire Timeline
sequence or through just a part of it (by setting In and Out points). Follow
these steps to record your voice-over:

1. Connect a microphone to your Mac.

Many Macs have audio-in connectors that you can use to attach a micro-
phone, and many Macs have a built-in microphone too (check your
Mac’s Help system for more information). Although the internal mic
doesn’t sound so hot, it works fine for recording placeholder audio.

2. On the Timeline, position the playhead where you plan to begin
recording the voice-over.

You can also set In and Out points on the Timeline if you just want to
record a segment of the sequence.

3. Choose Tools➪Voice Over from the menu bar.

Final Cut Pro opens the Voice Over dialog box, as shown in Figure 9-27.

Discard Last Recording button

Record/Stop button

Review button

Level meter

Figure 9-27:
The Voice
Over tool
comes in
handy for

documen-
taries,

training
videos, and

director
commen-

taries.
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4. In the Voice Over dialog box, in the Name text box, type a name for
the voice-over audio clip that you plan to record.

5. Click the Source pop-up menu, and choose either Built In Audio
Controller (for internal and external mics) or DV Audio (if you have con-
nected a DV camera and are recording live through its microphone).

6. Click the Input pop-up menu to select the microphone.

Choose Internal Microphone if you’re using the mic that’s built into your
Mac, or select External/Line In if you’re using a plug-in mic.

7. Click the Rate pop-up menu to set the sample rate (that is, the quality)
for your voice recording.

Choose the rate that matches your current Timeline sequence setting.
(You can see the setting by choosing Sequence➪Settings from the menu
bar and noting the audio rate that’s listed there.)

8. By using the Offset pop-up menu, correct for any delays (known as
latency) that occur between the time when the microphone picks up
an audio signal and the time when the device that is capturing that
signal records it.

Most USB capture devices suffer from a 1-frame latency, so choose an
offset of one frame to counteract it. If you’re capturing audio from a DV
camcorder, try selecting an offset of three frames.

9. To set the volume level for the recording, move the Gain slider to the
left or right.

The higher the gain, the louder your voice recording. On the flip side, if
your gain is too high, your voice may distort. I discuss this topic further
in a moment.

10. Set the volume level for the headphones by moving the Volume slider
to the left or right.

Your range is from 0 to 60 decibels; keep the volume low but loud
enough to hear the voice through the headphones.

11. Select the Sound Cues check box.

When you select this check box, Final Cut Pro plays a series of beeps a
few seconds before recording begins and a few seconds before it ends.
These beeps aren’t recorded in the voice-over audio; they just help the
narrator gauge when to start and stop speaking.

12. In the Voice Over dialog box, click the Record button to start recording.

Don’t start speaking immediately. Final Cut Pro first does a 5-second
countdown before recording. (You can see the countdown in the
Recording Status box.)

As you record, keep an eye on the Voice Over tool’s Level meter (refer to
Figure 9-27), and make sure that your recording levels aren’t going into
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the meter’s red zone. (If this happens, reduce your gain by moving the
Gain slider to the left and try again.)

13. Click Stop (this button, as shown in Figure 9-27, toggles between
Record and Stop) to stop recording at any point or to continue record-
ing until the Timeline playhead reaches an Out point or the end of the
sequence.

Final Cut Pro places a new audio clip that contains the voice narration
on a new audio track on the Timeline.

14. Review your work, and decide whether to keep it or give it the ol’
heave-ho.

Click the Voice Over tool’s Review button (refer to Figure 9-27) to play
the sequence with its new voice narration. Click the Discard Last
Recording button to erase that narration clip from the Timeline.

Final Cut Pro records the voice-over to the folder you set as the Scratch Disk.
(Choose Final Cut Pro HD➪System Settings from the menu bar to see where
that folder is.) You can find the recordings in that location, within a folder
named Capture Scratch, and then again in a folder that shares the name of
the current project.

When you finish a voice narration, Final Cut Pro adds the new audio clip to
the Timeline but not to the Browser window. Therefore, you don’t have a per-
manent version of the narration clip. If you delete the narration clip from the
Timeline, you have to dig up its .aiff file in some obscure folder on the hard
drive and then reimport it. So, I recommend dragging to the Browser window
any narration clips that you want to keep, where they become an official
audio clip in your Final Cut Pro project.

If you record lots of different “takes,” Final Cut records each one to a new
audio track on the Timeline. As you record another voice-over, Final Cut
records it to the Timeline while playing any existing voiceovers in other
Timeline tracks. If you don’t want to hear those previous voiceovers as you
record your new one, refer to Chapter 8 for tips on turning off or muting
audio tracks.
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Part IV
Adding Pizzazz



In this part . . .

In Part IV, I explain all sorts of audio-related topics: how
to set different volume levels for different clips, how to

edit out scratches and pops in your audio, and how to use
the numerous Final Cut audio filters to create effects. Next,
I tackle the new Final Cut Soundtrack application, which
lets you compose a musical score for your video — no
musical experience required! I then show you how to
apply the many Final Cut video transitions, which let you
smoothly transition from one video clip to another. I also
look at the Final Cut video filters, which can change and
enhance the look of video clips in all sorts of ways.

This part concludes by telling you how to use the Final Cut
advanced effects engine to scale the size of text, graphics,
and video clips; change their positions on-screen; change
their opacity; and composite different images into a single
shot.



Chapter 10

Audio Excellence
In This Chapter
� Understanding stereo versus mono audio

� Changing (or mixing) volume

� Using audio meters to improve audio clarity

� Correcting pops and scratches with subframe editing

� Making smooth audio transitions

� Correcting or stylizing audio with filters

Audio is one of the most unappreciated and underestimated aspects of
filmmaking. Video is a visual medium, so it’s easy to get excited about

great shots and well-edited sequences, whereas recording and then editing
good audio isn’t quite as “sexy.” Yet, audio can significantly affect the ulti-
mate impact of your movie. Mediocre audio (such as uneven volume levels or
distortion and hiss) is the quickest way to make your work seem amateurish.

Fortunately, Final Cut Pro gives you plenty of tools for designing a quality
audio experience. The big highlights include the following:

� Mixing volume levels: Setting the right volume levels for all the audio
elements in your movie (called mixing) may sound pedestrian, but it’s
probably the most important audio-related task you do. With Final Cut
Pro, you can set volume levels for your entire movie, a single track of
audio, a single clip of audio, part of a clip, or even a part of a frame of
a clip! By selectively setting volume, you can mix all the audio elements
of your movie — that is, multiple dialogue tracks, music, and sound
effects — so that they blend smoothly. This process ensures that no
element overpowers another unless you want it to. Additionally, by
setting an audio clip’s volume with superprecision (by increments as
small as 1⁄100 of a frame), you can edit out subtle glitches, such as the
occasional pop of a microphone, or obvious annoyances, like actors
breathing excessively or someone’s cell phone ringing on-set.



� Audio transitions: You can also use audio transitions to smooth cuts
from one audio clip to another, just as you can use a video transition,
such as a Cross Dissolve, to gracefully blend one video clip into another.

� Audio filters: You can use audio filters to add special effects, such as
echoes or distortion, to your audio clips. Other filters help you improve
audio quality — for instance, adjusting the audio’s dynamic range or cut-
ting unwanted noise, such as the hum of a noisy camera on-set or the
dull murmur of street traffic outside.

These three audio highlights are the focus of this chapter. But because audio
is such a big topic, I also touch on many audio-related issues throughout
this book. To peruse some additional audio topics, check out the following
chapters:

� Chapter 2: Establish audio settings for new sequences with Easy Setup.

� Chapter 4: Capture audio (along with video) from a DV camera or tape
deck.

� Chapter 5: Import different audio files (and convert audio into formats
that work best with Final Cut Pro).

� Chapter 6: Open and edit audio clips in the Viewer and Timeline
windows.

� Chapter 7: Get audio out of sync and back into sync.

� Chapter 8: Create, manage, and delete audio tracks on the Timeline.

� Chapter 9: Use split edits to edit audio separately from its associated
video clip.

Some Audio Basics
Before moving on to the meat of this chapter, I cover a few audio basics in
case you’re completely new to the world of audio.

Capturing and maintaining 
high-quality audio
Final Cut Pro lets you tweak audio in all sorts of ways, but your audio’s qual-
ity is largely determined before you do any such futzing. The battle for good
audio is, for the most part, won or lost when you record it, so the following
list gives you a few tips to help you record audio that sounds great, and to
keep it that way:
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� Find a good microphone. If you’re shooting video or audio with a
DV camera, I suggest buying or renting a separate microphone for the
camera. (Built-in camera mics often pick up the hum of your camera’s
gears and electronics, and these mics have short ranges, so they pick
up only what’s right in front of them.) Your best bet is to rent clip-on
mics that attach to people you’re recording (such as someone being
interviewed for a documentary) or to get a boom mic, which is posi-
tioned over your subject, just outside the camera frame. If these options
sound like too much work or money, consider buying a consumer add-
on mic for your DV camera (typically, $50–$100). These little mics are
attached directly to your camera, and they can significantly improve
the audio you would normally get from the camera’s internal mic. Also,
if you’re recording audio outdoors, you can minimize the impact of wind
and other background noise by getting a wind sock for the microphone.

� Always work with high-quality audio. Whether you’re capturing audio
from DV tapes or CDs or getting digital files from a composer or sound
designer, keep the audio in a high-quality format. Audio that’s recorded
with no compression, and at settings of 48 kHz, 16-bit stereo is the best
you can hope for, but a lower rate of 32 kHz, 16-bit does fine as well.
Fortunately, DV cameras, as well as other dedicated audio gear, can
deliver one or the other of these formats, but make sure that you have
set your audio equipment to record at these levels (and that your Final
Cut Pro project expects these audio levels as well, by choosing the right
Easy Setup — refer to Chapter 2 for more details).

� Get a good pair of headphones. After you have recorded or captured
high-quality audio, it’s important to hear all its subtleties. For starters,
don’t expect your Mac’s speakers, or the speakers on an attached TV,
to play back your audio faithfully — ’cause they don’t. Ideally, you attach
a high-grade speaker system to Final Cut Pro and work in a room with
excellent audio acoustics. If that’s not possible, a relatively inexpensive
alternative is to buy a good pair of headphones. You can find them for
about $100, and they make a big difference.

Understanding stereo and mono audio
Final Cut Pro can work with mono or stereo audio clips, but what’s the dif-
ference between the two? Mono audio was used in the early days of media,
when radios, record players, and televisions had only a single speaker. In
today’s stereo world, audio is typically played through two speakers (a left
one and a right one), and elements of the overall audio signal play differ-
ently on each speaker (for example, louder on one speaker and softer on
the other, or slightly shifted in time). The result is that stereo audio sounds
fuller and richer because stereo has more of a 3-D spatial quality.
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Final Cut Pro treats mono and stereo audio clips differently when you open
them in the Viewer window and when you move them to the Timeline. The
following points describe these differences:

� Mono: A mono audio clip uses one channel of audio. When you open
the clip in the Viewer, you see that single channel represented by a
single waveform. And, when you move a mono audio clip (or a video
clip with mono audio that’s linked), the mono audio occupies only one
audio track on the Timeline (see Figure 10-1).

� Stereo: A stereo audio clip uses two channels of audio. What’s important
to know is that Final Cut Pro can treat stereo audio differently — that is,
the two channels that make up stereo audio can be paired or not paired.
If stereo audio is paired, Final Cut Pro treats its two channels as a single
element. For practical purposes, therefore, whenever you make an adjust-
ment to one channel (such as change its volume or add an audio filter),
the same adjustment applies to the clip’s other, paired channel. And, if
the stereo channels aren’t paired, Final Cut Pro treats the two channels
as separate elements — that is, you have to adjust each stereo channel
separately.

Generally, you want your stereo audio channels to be paired because
adjusting both stereo channels at one time is more convenient than
adjusting them one at a time. The easiest way to ensure that your
stereo audio is paired is to capture video and audio in that form right
from the start. (Refer to Chapter 4 for more details on establishing the
right capture settings.) If you need to link a stereo audio clip, select it
on the Timeline and choose Modify➪Stereo Pair.

Rendering audio
You may run into a few instances (or many, depending on your project)
where Final Cut Pro can’t play your audio until you have rendered it.
Rendering is necessary when Final Cut Pro doesn’t have the processing
power to play an audio clip in real-time, so it has to take a moment to cal-
culate how the clip should sound before playing it. You may have to render
audio in the following instances:

� If you import audio that has been compressed (for instance, with an
audio codec, such as IMA or MACE), you have to render the audio first.
(Refer to Chapter 18 for more about compression codecs.)

� If you add multiple audio filters to a clip, you may have to render the
clip before hearing the filter’s effect.

� If the Timeline sequence tries to play several audio clips at the same
time (that is, clips that are stacked together on different tracks), your
Mac may not have the processing power to keep up, so you have to
render the clips first.
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You know that audio needs rendering when Final Cut Pro plays a series of
beeps rather than the audio you’re expecting to hear. (You also see a red,
horizontal line drawn above the clip on the Timeline Render status bar, as
shown in Figure 10-2.) To render that audio, select it on the Timeline and
choose Sequence➪Render Selection➪Audio.

A red line here shows that rendering is necessary.Figure 10-2:
If you see
a red line

on the
Timeline’s

Render
Status bar,
you know
that your

audio clip
needs

rendering.

A  mono clip

An unpaired stereo clip

This symbol shows you have a paired stereo clip.

Figure 10-1:
Mono and

stereo audio
clips as

shown in
the Viewer
and on the

Timeline.
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Three Ways to Set Volume Levels
When you import an audio clip, Final Cut Pro sets its volume at 0 decibels,
but you can change that level to as high as 12 decibels (louder) and as low
as –60 decibels (silence). Changing the volume levels of individual clips is
the essence of audio mixing — that is, deciding which of your audio elements
(dialogue, music, or sound effects) to emphasize in a scene and which to
leave more in the background. For instance, a quiet, reflective conversation
between two friends would most likely emphasize dialogue by making its
volume most prominent. On the other hand, if those two friends suddenly
found themselves in the middle of an action shootout, the volume of their
dialogue may take a backseat to sound effects.

Final Cut Pro lets you change a clip’s volume by using three different
approaches. I discuss each approach, along with my recommendations
for which method makes sense at a given time, in the following list:

� The Viewer window: Use the Viewer to change a clip’s volume when
you want to make precise, fine-tuned adjustments to a clip’s volume (for
instance, if you’re setting lots of volume keyframes). I discuss more on
keyframes in a moment.

� The Timeline: After a clip is on the Timeline, you can easily adjust the
clip’s volume and even set keyframes. I like using the Timeline to make
quick, ballpark volume adjustments.

� The Audio Mixer tool: This handy tool lets you quickly and precisely
adjust the volume of any track in your Timeline sequence — in real-
time — as it plays against all the other tracks. You have to try the tool
to really appreciate it, but it’s your go-to guy when you have an elabo-
rate soundtrack and you need to balance all the audio elements in rela-
tion to each other.

When you’re setting the decibel level of a clip in Final Cut Pro, you should
realize that the decibel values are all relative from clip to clip — that is, just
because you set two clips at the same decibel level doesn’t mean that they
play at the same volume. That’s because clip volume depends on the follow-
ing two factors:

� The decibel level used in the original recording of the clip (for example,
by a microphone or by a composer’s or sound editor’s computer)

� The decibel level you set for the clip when you bring it into Final Cut Pro

It may seem strange that Final Cut Pro sets a clip at 0 decibels of volume
when you first import it (0, it seems, should mean silence), but a level of 0
indicates that Final Cut Pro plays the clip at the volume level that was used
in the original recording, without adding or taking away decibels. That’s why
clips that have the same decibel value (0 or any other value) still may not
play at equal volumes.
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Changing the volume of audio clips
in the Viewer
When you adjust clip volume in the Viewer, you can set a new level for the
entire clip or for just a part of it, thanks to keyframes.

Changing the volume for an entire clip
To change the volume for an entire clip, follow these steps:

1. Open the audio clip in the Viewer window.

You can double-click the audio clip from the Browser window or from
the Timeline if you have already placed the clip there.

Either way, the Viewer displays the clip as an audio waveform. (Note:
If your audio clip is linked with a video clip, you may have to click the
Viewer’s Audio tab to see the waveform.)

2. Change the volume of the clip in one of the following ways (as shown
in Figure 10-3):

• Drag the Level slider to the left or right to adjust the clip’s decibel
level.

• Type a new decibel value in the Viewer’s Level text box (a value
between –60 and 12 is fine), and then press Return.

• Click and drag the red line, called the Level Overlay, up or down.
(This overlay controls the volume.)

Level slider Level box Level overlay

Figure 10-3:
An audio

clip in the
Viewer.
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Changing the volume for part of a clip
You can change the volume in only part of a clip rather than change the
whole enchilada. You may want to use this technique to briefly lower your
music’s volume so that a key line of dialogue can be heard more clearly. Or,
perhaps an actor is walking toward the camera, and you want to slowly
increase the volume of her dialogue as she approaches.

To make these kinds of volume adjustments, you set keyframes within your
audio clip. Keyframes are like little markers that define a different volume level
for your clip at that point. Basically, you set a keyframe in your clip, give that
keyframe a volume level, and then set another keyframe elsewhere in the clip
and give that keyframe a different volume. The result is that while Final Cut
Pro plays your audio clip, it smoothly changes the clip’s volume across the
range of keyframes you set. Follow these steps to change the volume with
keyframes:

1. Open the audio clip in the Viewer.

If the audio clip is linked to video, you may have to select the Viewer’s
Audio tab before you can see the clip’s audio waveform and controls.

2. Position the Viewer’s playhead on the frame where you want the
volume change to begin.

You’re likely to set keyframes on or near noticeable events in the audio
(such as a beat of music, a pop of a microphone, or an unusually quiet
moment). You can pinpoint these events by studying the clip’s audio
waveform, which is a visual representation of the clip’s loud and soft
moments. Spikes in the waveform indicate loudness, and dips indicate
more quiet content.

Sometimes, the waveform seems so compressed (its vertical lines are
scrunched together) that you can’t see its detail, making it hard to place
a keyframe on the perfect frame. To increase the waveform’s detail (effec-
tively stretching it out across the Viewer window), drag the Viewer’s
Zoom control to the left (check out Figure 10-4). On the other hand, you
can shrink the view of the waveform (to see more of it at one time) by
dragging the Zoom control to the right.

3. Place a keyframe by clicking the Insert/Delete Keyframe button in the
Viewer (refer to Figure 10-4).

You can also press Control+K. Either way, Final Cut Pro places a volume
keyframe at that frame of audio, setting the volume to the current volume
level of the clip. The keyframe looks like a small diamond symbol that sits
on the Level Overlay.

4. Move the Viewer playhead to the last frame where the volume change
should end.

For instance, to smoothly fade the volume from 0 to –20 decibels across
90 frames, move the Viewer’s playhead 90 frames ahead to the frame
where the volume should finally reach –20 decibels.
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5. Set a keyframe at that point, and then set its new volume level.

Remember that you need at least two keyframes to change a clip’s
volume over time.

Again, you can set the keyframe volume level in one of three ways: drag
the Viewer’s Level slider to the left or right, type a new decibel value in
the Level text box, or drag the Level Overlay line up or down (refer to
Figure 10-3).

In the Viewer, you can see the clip’s Level Overlay rise or fall from the
first to the second keyframe you set.

6. Play the clip to listen to the volume change.

You can listen to the audio clip right in the Viewer. But you may want to
play the clip from the Timeline (if it has already been placed there) so
that you can listen to it while watching your movie’s video and so that
you can hear any other audio that may be on the Timeline. This descrip-
tion gives you a good idea of how your volume change works with other
elements in the movie.

Reset Keyframes button

Zoom slider

Insert/Delete Keyframe button

Keyframes

Figure 10-4:
Setting

keyframes
in the

Viewer.

207Chapter 10: Audio Excellence



You can also set keyframes in the Viewer by selecting the Pen tool on the
Final Cut Pro Tool palette and clicking any point on the audio clip’s Level
Overlay. Using the Pen tool is a good way to quickly set many keyframes.

To fine-tune your work, go back to the Viewer and set more keyframes or
adjust the ones you already set.

Moving, changing, and deleting keyframes
Final Cut Pro makes it easy to change keyframes you have already placed.
With a keyframed audio clip open in the Viewer, you can make the following
changes:

� Change a keyframe level value (to make it louder or softer): Click and
drag the keyframe either up or down to increase or decrease its level
value, respectively. While you drag, watch the keyframe’s value change
in the Viewer’s Level text box (refer to Figure 10-4). Be careful not to
accidentally drag the keyframe to the left or right because this action
changes the keyframe’s location in time.

� Set a new volume level for two adjacent keyframes: Click the Level
Overlay between two keyframes, and drag it up or down.

� Move a keyframe forward or backward in time so that it affects vol-
ume earlier or later: Click and drag the keyframe to the right or left,
respectively.

� Delete a keyframe: Hold down the Option key, and your mouse pointer
becomes a pen symbol. When you move the pen symbol over an existing
keyframe, you see a minus sign appear next to the pen symbol. While
continuing to hold Option, click an existing keyframe to delete it.

Fixing audio glitches with subframe editing
You can set keyframes even more precisely within an audio clip. Rather than
set keyframes frame by frame in the Viewer, you can set them every 1⁄100 of a
frame! This kind of precision is helpful if you want to edit out annoying pops
in audio. (These types of sounds may have been recorded by a microphone,
but the sounds can also occur at the In or Out points of clips, when you cut
from one clip to another.) You can correct these “hiccups” by setting precise
keyframes around them and then dropping the volume level between those
keyframes: Follow these steps to set superprecise keyframes:

1. With the clip open in the Viewer, position the Viewer’s playhead at
roughly the position where the audio glitch occurs.

You don’t have to position the playhead precisely on the glitch; just get
it close.

2. Zoom in on the audio waveform as much as Final Cut Pro allows.

The goal is to see as much detail as possible in the waveform. To see
that detail, you have to zoom in your view of the waveform.

208 Part IV: Adding Pizzazz 



You can use the Viewer’s Zoom control or press Ô++ (Ô and the plus
key) to zoom in, or magnify, the view.

When you have zoomed in all the way, you can see that the Viewer’s
playhead highlights a single frame at a time. A single frame is indicated
by the dark bar that follows the playhead, as shown in Figure 10-5.

3. Hold down Shift, and slowly drag the playhead to the part of the clip’s
waveform that indicates a pop.

Holding down Shift allows you to move the playhead by fractions of a
frame rather than a whole frame at a time.

4. Set a few keyframes around the pop, and lower their volume levels to
silence the pop.

Setting four keyframes, and then lowering the volume of the middle two
keyframes, usually works best (refer to Figure 10-5).

Again, you can set a keyframe at the playhead’s current position by
clicking the Level Insert/Delete Keyframe button.

Alternatively, you can set your keyframes by selecting the Pen tool from
the Tool palette and clicking the tool on the Level Overlay. If you take this
approach, you don’t have to worry about positioning the Viewer’s playhead
at every keyframe location. Just click the Pen tool at that point, and your
keyframe is set.

Playhead Subframe keyframe

Zoom control

Figure 10-5:
Setting

subframe
keyframes.
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Adjusting the volume of clips
on the Timeline
Sometimes, changing the volume of clips directly on the Timeline is easier
than using the Viewer window. Although using the Timeline isn’t as precise
as using the Viewer, it’s quick, and it lets you more easily match volume
changes to your video. Follow these steps to adjust the volume of a clip
on the Timeline:

1. Set the Timeline to display clip overlays by clicking its Clip Overlay
button (see Figure 10-6).

Final Cut Pro shows a thin, horizontal line (called the Level Overlay)
through each audio clip that’s on the Timeline. This overlay represents
the volume level of each clip — the higher the line (oops — overlay)
within the clip, the louder the clip plays.

2. Use the Final Cut Pro Selection tool (press A) to raise or lower the
volume for the entire clip or just part of it.

To change the volume for the entire audio clip: Click and drag the clip’s
Level Overlay up or down to raise or lower the volume, respectively.

To adjust the volume for only part of the audio clip: Set different
keyframes on the clip’s Level Overlay. (See the section “Changing the
volume for part of a clip,” earlier in this chapter, where I explain the
concept of keyframes.) Here’s how to set and adjust keyframes on the
Timeline:

Clip Overlay button

A pop-up box indicates the decibel level.

Overlay

Figure 10-6:
Clicking the
Clip Overlay

button
shows you
the volume

of each
audio clip

on the
Timeline.
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• Set a keyframe: To set a keyframe, first make sure that the
Selection tool is active (press A if it isn’t). Then, Option+click
the audio clip’s Level Overlay (the mouse pointer becomes a
pen symbol when you’re holding Option), and Final Cut Pro adds
a keyframe at that point on the overlay (the keyframe symbol
looks like a diamond).

• Adjust a keyframe: To adjust a keyframe, click and drag the
Keyframe icon on the audio clip’s Level Overlay to the left or
right to change the keyframe location in time or up and down
to adjust the keyframe volume.

• Adjust the volume for two keyframes at one time: You can click
the Level Overlay between two keyframes and move it up or down
to adjust the volume for both keyframes at one time.

• Delete a keyframe: To delete an unwanted keyframe, press Option
and click the unlucky keyframe. (A small minus sign appears next
to the pen pointer when it hovers over the keyframe, to let you
know that you’re in Delete mode.)

Final Cut Pro can show a clip’s audio waveform directly on the Timeline; this
helps you set keyframes more precisely (as shown in Figure 10-7). The quick-
est way to toggle waveforms on and off is to click the Track Layout control
(it’s the arrow between the Track Height control and the Zoom slider toward
the bottom of the Timeline) and choose Show Audio Waveforms from the
pop-up menu that appears. To see those waveforms as large and clearly as
possible, choose the largest track size by clicking one of the taller bars within
the Track Height control on the Timeline (refer to Figure 10-7).

Adjusting the volume for stereo clips that are set as stereo pairs is much
easier than adjusting them separately. This way, you don’t have to adjust
the volume for each channel of a stereo audio clip — if you adjust one
channel, the other channel automatically reflects that adjustment too.
If a clip’s stereo channels aren’t set as a stereo pair, select the clip and

Track Height button

Triangle control Drag keyframes 
on the Timeline

 to adjust volume.

Figure 10-7:
The Timeline

with
waveforms

and
keyframes
displayed.
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choose Modify➪Stereo Pair. See the section “Understanding stereo and mono
audio,” earlier in this chapter, for more information.

Many volume changes may simply be fading out volume at the end of a clip,
or fading in at the beginning. A quick and easy way to do this is to use an
audio transition, which I talk about later in this chapter.

Mixing with the Audio Mixer
The new Final Cut Pro Audio Mixer is a useful tool for quickly and precisely
balancing the volume of many audio clips, and it doesn’t hurt that using the
Audio Mixer is straightforward. In Figure 10-8, you see that the Mixer’s window
is divided into track strips, with each track strip representing an audio track
on the Timeline. (If you have six audio tracks on your Timeline, for instance,
you see six track strips in the Audio Mixer.) Each track strip in the Mixer fea-
tures a fader control. As your movie plays, you can drag a track strip’s fader
to a new decibel level. As you drag, you instantly hear the volume level change
in the clip that is playing in the Timeline’s corresponding track, and Final Cut
Pro applies that new decibel level to the clip as well. Suppose that you select
the Audio Mixer’s fader for Track A4 and drag the fader up to 5 decibels. Yep,
you guessed it: The clip that’s playing on Track A4 in your Timeline gets a new
volume of 5 decibels.

Track stripsFader

Master meter
Figure 10-8:

The Audio
Mixer lets
you adjust

the volume
level for

each track’s
audio — in

real-time, as
the audio

plays.
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Before getting started, I recommend that you do the following things to make
working with the Audio Mixer easier:

� Clip Overlays: Set your Timeline to display Clip Overlays by clicking the
Timeline’s Clip Overlay button (refer to Figure 10-6). This way, when you
make volume changes with the Audio Mixer, you see the Level Overlays
within each clip on the Timeline change as well. This feature provides
nice feedback.

� Stereo pairs: Make sure that any stereo audio clips on your Timeline
are set as stereo pairs. (See the section “Understanding stereo and
mono audio,” earlier in this chapter.) Your stereo audio clips must be
paired so that a volume change you make to one channel of stereo audio
is automatically made to the clip’s other channel. (You probably want
each channel of a stereo audio clip to play at the same volume.)

� Lose the keyframes: If you have already set keyframes within audio clips
you plan to mix, you should clear the keyframes because you make new
adjustments to the volume of the clips. To do so, Control+click the clip
on the Timeline and choose Remove Attributes from the pop-up menu
that appears. In the Remove Attributes dialog box, select Levels under
the Audio Attributes heading and click OK.

Follow these steps to do some mixing:

1. Position your Timeline’s playhead at the point where you want to
begin mixing audio.

To give you some lead time, you may want to position the Timeline
a few seconds before the point where you want to begin adjusting 
audio.

2. Choose Tools➪Audio Mixer from the menu bar.

The Audio Mixer window appears (refer to Figure 10-8), usually directly
over the Viewer window. In the Mixer, you see track strips that represent
all your Timeline’s audio tracks, running from left to right (A1, A2, A3, and
so on).

3. Begin playing your Timeline sequence (press the spacebar or 
press L).

You don’t have to reselect the Timeline to do this. Just press the space-
bar or L, and your Timeline begins playing, even though the Audio Mixer
window is still selected.

Listen carefully to your audio as it plays. You may notice that the Audio
Mixer’s volume faders move up and down their track strips, as though
possessed. In fact, they move to indicate the volume level (in decibels)
of the particular clip that’s playing in each track.
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4. In the Audio Mixer window, adjust a track’s volume level by clicking
and dragging its volume fader up (to increase volume) or down (to
reduce volume).

As you drag a track’s volume fader, you can hear the results. The clip
that happens to be playing on that Timeline track at that moment in
time immediately plays either louder or softer, at the decibel level to
which you have dragged the fader.

You can also see your changes immediately reflected in the meters for
the track you’re changing. In this case, you don’t have to worry if the
track’s meters go into the red areas. (The meters for individual tracks
measure sound a bit different from what you’re used to.) The only meters
you have to worry about are the Audio Mixer’s Master meters (refer to
Figure 10-8). If those meters go into the red areas as a result of a track
adjustment you make, you must lower that track’s volume until the
Master meters don’t reach into the red.

5. Watch the Timeline’s playhead position, and make sure that you have
finished your volume adjustment when the Timeline’s playhead reaches
the end of each clip.

This step is important: When you drag the Mixer’s fader, you’re adjust-
ing the volume level of the clip that the Timeline is playing (that is, the
clip on the track that corresponds to the track fader you’re adjusting).
For example, if you’re dragging the A1 fader in the Audio Mixer, you’re
affecting the volume of the clip that is on Track A1 in the Timeline.

By default, Final Cut Pro records your volume change for the full duration
of each clip. In other words, while a clip plays on the Timeline, suppose
that you drag the Audio Mixer’s fader up and down drastically. Those
extreme changes in volume aren’t ultimately recorded to the clip. Instead,
the clip’s volume is set at the point of the Mixer’s fader when the Timeline
reaches the clip’s last frame (or when you stop Timeline playback).

For instance, if you used the Mixer to adjust Track 1’s fader to –10 deci-
bels as the Timeline was playing a clip at its middle point, and then you
moved the fader to –15 decibels by the time the Timeline reached the
end of the clip, that entire clip is set at a volume of –15 decibels because
that’s the position of the Mixer’s fader when the Timeline reaches the
clip’s last frame.

This is why it’s important to not get distracted by all the pretty lights
and controls in the Audio Mixer. Instead, pay attention to the Timeline’s
playhead position so that you know that the volume you’re setting is in
fact the one that’s recorded to the particular clip that’s playing.

6. Stop the Timeline’s playback by pressing the spacebar again.

7. Notice how clip volumes have changed on the Timeline.

Your Timeline should be set to display Clip Overlays. If so, you can see
that the volume adjustments you made in the Audio Mixer are reflected
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in the Level Overlays for each clip on the Timeline — that is, the clip’s
Level Overlays are raised or lowered on the Timeline, according to your
adjustments in the Audio Mixer.

8. Reposition your Timeline’s playhead, and repeat Steps 3 and 4 to adjust
the volume levels for other Timeline tracks.

To quickly reset a fader’s values to 0 decibels (so that you can try a mix
again from scratch), Option+click that fader. To reset all faders to 0 decibels,
Control+click at the top of any track strip and choose Reset All Faders from
the pop-up menu that appears.

Recording volume changes as keyframes, in real-time
By default, the Audio Mixer records only a single volume setting for the dura-
tion of each Timeline clip. For instance, as a clip is playing on the Timeline,
you can move the Audio Mixer’s fader up and down all you like, and only the
last setting is recorded to the clip. But, what if you want a clip to slowly fade
up or down? Can this kind of change in volume be recorded as well?
Fortunately, the answer is yes.

The Audio Mixer can, in fact, record each audio adjustment you make to a
clip. Even if you drag a track’s audio fader up or down a tiny bit, that change
is recorded in real-time as a volume keyframe that’s placed in the clip that’s
now playing (see Figure 10-9).

To get this real-time functionality, click the Record Audio Keyframes button
in the upper-right corner of the Audio Mixer (see Figure 10-10). Clicking this
button toggles the feature on and off. Be advised: You should generally use
this mode only when you want to record volume fades within clips or across
adjacent clips. If you’re simply trying to establish the right volume for a clip,
you don’t want the Mixer to record keyframes each time you adjust a fader,
because those adjustments are merely necessary to find the right volume for
the clip.

Figure 10-9:
These

volume
keyframes

were set in
real-time

when using
the Audio

Mixer.
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More audio mixing stuff
Here a few more handy features you can put to use in the Audio Mixer.

� Track selection: If your Timeline sequence features lots of audio tracks,
seeing them all in the Audio Mixer can be bewildering — especially if
you intend to mix only a few tracks at a time. Fortunately, you can use
the Audio Mixer’s Track Selection pane (refer to Figure 10-10) to hide
any tracks you don’t need to work with. To do so, make sure that the
Track Selection pane is visible (you can click the pane’s disclosure trian-
gle) and then toggle any track on or off by clicking its Visibility control.

� Customized views: A view is a group of audio tracks that you can dis-
play together in the Audio Mixer; any tracks that aren’t part of that view
are hidden. For instance, you can create a custom view that shows only
dialogue tracks in the Audio Mixer and another view that shows only
sound effects tracks. The Audio Mixer can display one of four views. To
select the desired view, click one of the four View buttons at the top of
the Audio Mixer (refer to Figure 10-10). At first, each of these views dis-
plays all the Timeline’s audio tracks, but you can hide some of those

Visibility controls

Track Selection pane

Disclosure triangle

Solo control

Mute control

Record Audio 
Keyframes button

Views

Panning slider

Figure 10-10:
The Audio

Mixer
revisited.
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tracks to create the customized views you want. (See the first bullet
point in this list to find out how to toggle tracks on and off.)

� Muting and soloing a track: As you mix volume levels, it can be helpful to
either mute a track (or tracks) that you don’t immediately want to work
with or to solo a single track so that it’s the only one you hear. (Note:
Doing so doesn’t affect the volume levels of your audio clips.) To toggle
a track’s muting on and off, click its Mute control (the Speaker icon
located at the top of each track strip — refer to Figure 10-10). To solo a
single track, click its Solo control, which looks like a pair of headphones.

� Panning control: You can also use the Audio Mixer to adjust the pan-
ning of an audio clip. Drag the Panning slider (refer to Figure 10-10) for
any track whose clips you want to affect. (The next section discusses
panning in general.)

Panning an Audio Clip
If you have never worked with audio, you have probably never heard of
the term pan. Tweaking the pan lets you move your movie’s audio from one
speaker to another, to create a more sophisticated stereo audio experience.

For example, imagine editing a scene in which a character speaks off-screen.
To make the character’s dialogue seem to come from the right or left (rather
than from front and center), you can pan the dialogue voice clip so that it plays
on only one speaker or the other. Or, suppose that your character is caught
in a violent storm. You can pan your sound effects to move howling wind from
one speaker to another, heightening the sense of the storm’s movement.

Pan works a bit differently when it’s applied to stereo-linked audio, or mono
audio. If the audio is linked stereo, adjusting pan lets you swap the stereo
channels — and therefore the speakers — that the audio clip plays through.
For instance, adjusting pan would cause the left stereo channel to suddenly
play through the right speaker, and the right stereo channel to play through
the left speaker (if there’s no difference in the audio of each channel, you
don’t notice any difference when panning occurs. However, if the audio
in one channel is louder than the other channel, you definitely notice the
audio’s movement as the two stereo channels switch speakers).

Panning mono audio clips (such as dialogue) is very noticeable — by panning
the mono clip, you allow it to play more loudly on one speaker than the other
(for instance, to make an actor’s voice seem like it’s coming from the left or
right of the camera).

Changing audio clip pan is easy. Open the clip in the Viewer, and drag the Pan
slider. Or, use the Pan text box to enter a value in the following three ranges,
as shown in Figure 10-11:
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� The value –1 plays the left channel through the left speaker and the right
channel through the right speaker. (This setting is the Final Cut Pro
default.)

� The value 0 plays the left and right channels equally in each speaker.

� The value 1 swaps the channels so that the left channel plays on the
right speaker and vice versa.

You can enter pan values in very small increments (such as 0.80 or –0.65).
Doing so plays an audio channel mostly on one speaker and partially on the
other.

You can also use keyframes to change the audio pan over time, for interesting
effects.

You may import a stereo audio clip, only to notice that it’s playing through
only one of the two stereo speakers. This usually means that although the
clip is in stereo, no audio data appears in one of its stereo channels. (Maybe
the clip was originally recorded in mono and then converted to stereo, or
a technical glitch occurred during recording and only one channel was cap-
tured.) To fix this problem, set the clip pan to 0. Final Cut Pro plays the clip’s
single working channel on both speakers, making it essentially mono (because
each stereo channel is playing the same thing).

Pan slider Pan box

Insert/Delete Keyframe button

Figure 10-11:
Pan levels in

the Viewer.

218 Part IV: Adding Pizzazz 



Creating Audio Transitions
You can use the Final Cut Pro cross-fade transitions to smooth awkward or
obvious cuts in the audio (that is, when one audio clip ends and the next one
begins). You have two cross fades to choose from. Each one essentially fades
out the volume for the outgoing clip while fading in the incoming clip (as
shown in Figure 10-12), but each type of cross fade works slightly differently.

Applying an audio transition is easy. Follow these steps:

1. Select an edit point between two adjacent audio clips.

2. Choose Effects➪Audio Transitions.

3. Choose either Cross Fade (0 dB) or Cross Fade (+3 dB) from the Audio
Transitions submenu.

What’s the difference between the Cross Fade (0 dB) and Cross Fade
(+3 dB)? It’s subtle, but Cross Fade (0 dB) briefly dips the volume while
the first clips fades out and the second fades in. Cross Fade (+3 dB)
keeps the volume steady throughout the transition. Don’t fret over
which cross fade to use. Give each one a try, and use the one that
sounds best. You can easily replace one transition with another by
selecting the transition on the Timeline and then choosing a new transi-
tion from the Audio Transitions submenu. Or, you can press Delete
to toss out the selected transition.

Cross Fade transition

Edit point

Figure 10-12:
Before

and after a
cross fade.
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If you get an Insufficient content for edit error message while you try
to apply a cross fade, consider this: To apply a fade between two audio clips,
each clip needs to have additional frames available to it beyond its Timeline
edit points. The default cross fade lasts 1 second. Therefore, the first clip
(the outgoing clip) needs an additional 15 frames beyond its Out point, and
the second clip (the incoming clip) needs to have an additional 15 frames
available before its In point. The cross fade uses these extra frames to make
a smooth transition between the two clips.

You can use a cross fade to fade up the volume at the beginning of a clip, or
fade it out at the end of a clip — just apply the cross fade to the beginning or
end of any clip that’s not adjoining another clip.

After you have applied a cross fade, you can customize it to play over more
or fewer frames on the Timeline — just drag the transition edges to stretch
or shrink the cross fade. When you resize a cross fade, you can save it as a
Favorite in case you want to apply a transition of that size elsewhere. To save
a cross fade as a Favorite, follow these steps:

1. Open the Final Cut Pro Effects tab in the Browser window (see Fig-
ure 10-13).

Choose Windows➪Effects from the menu bar, or click the Effects tab in
the Browser window.

2. Click and drag the customized transition from the Timeline to the
Favorites bin on the Effects tab to add the transition there.

You should rename the transition now, as you would with any clip in
the Browser window (refer to Chapter 6), so that you can recognize the
transition later. After you name the transition, you’re free to use it when-
ever you like. Just open the Effects tab and drag the transition from the
Favorites bin to any new edit point (between two clips) on the Timeline.

Figure 10-13:
The

Favorites
bin on the

Effects tab.
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Working with Audio Filters
When you bring audio into Final Cut Pro, you may want to change its sound
in some way — for instance, to add some reverb to a sound effect, to add
an echo to a character’s voice, or to tone down the hum of some electrical
equipment that your microphone picked up on-set. You can do it all, thanks
to the Final Cut Pro library of 16 audio filters.

If you have never tweaked audio, figuring out the Final Cut Pro audio filters
can be daunting. For starters, most of them use not-so-user-friendly names
like DC Notch, High Shelf Filter, and Parametric Equalizer, leaving most of us
with no idea about what each filter does. Second, most of these filters give
you a number of technical parameters to adjust — settings such as frequency,
threshold, ratio, and attack time — which make the filters even more daunting.

Don’t fret! After you get past this initial bewilderment, getting a grip on the
Final Cut Pro audio filters isn’t difficult. You just need to take some time to
understand the purpose for each one and to see what settings you use to
finesse it.

Describing each filter in detail is beyond the scope of a For Dummies book,
but later in this chapter I cover the major categories of available audio filters,
and I tell you how they generally work. This understanding should give you
a good foundation to build on. In the meantime, this section tackles the
mechanics of applying audio filters to your clips.

Earlier versions of Final Cut Pro required you to render all filtered audio clips
before hearing them, but Final Cut Pro HD makes rendering much more rare.
Still, rendering audio filters is in the cards if your Mac’s CPU isn’t very fast or
if you apply more than a few filters to an audio clip at one time. If you have to
render an audio clip, Final Cut Pro displays a thin red line above the clip on
the Timeline’s Render status bar. The software doesn’t play the clip until you
select it on your Timeline and render it (choose Sequence➪Render Selection➪
Audio).

Applying an audio filter and
changing its parameters
You can apply a filter to an audio clip in a variety of ways, but the following
steps outline the easiest, most straightforward approach:
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1. Select an audio clip on the Timeline, choose Effects➪Audio Filters
from the menu bar, and then choose a filter from the Audio Filters
submenu.

You have just applied the filter to your clip. If you played the clip on the
Timeline, you may or may not hear the filter’s effects, depending on the
filter’s settings. Generally, you have to change a filter’s default settings
before the filter is noticeable.

2. Double-click a filtered audio clip on the Timeline to open it in the
Viewer.

3. Click the Viewer’s Filters tab (as shown in Figure 10-14).

On the Filters tab, you can now see every filter that’s applied to the clip
as well as controls for each filter’s parameters.

4. Change a parameter for the filter.

You usually drag a slider to change a parameter. Also, you can often
type values into each parameter’s numeric field.

5. If necessary, render the filtered audio clip.

Make sure that the clip is still selected on the Timeline, and choose
Sequence➪Render Selection➪Audio to render it.

6. Play the clip on the Timeline, and listen to the filter’s effects.

If you don’t like the results, you can undo your changes (choose Edit➪
Undo), return to the Viewer’s Filters tab, and further tweak your settings.

You can also apply a filter to an audio clip on the Timeline by dragging filters
from the Effects window. Follow these steps:

Figure 10-14:
Three filters
are applied
to a clip, as

shown on
the Filters
tab in the

Viewer.
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1. Open the Final Cut Pro Effects window (as shown in Figure 10-15).

Click the Effects tab in the Browser window, or choose Windows➪Effects.

2. In the Effects window, drag any filter in the Audio Filters bin to an
audio clip on the Timeline.

3. Tweak your filter’s parameters by using the Viewer’s Filters tab.

When you apply more than one filter to a clip, you see the filters stacked
on the Filters tab (refer to Figure 10-14). The top filter is the first one you
applied, followed by the second, and so on. This order is important because
when Final Cut Pro plays your multifiltered clip, it works out the first filter’s
effect and then adds the effect of the second filter to that one, and so on. In
other words, the order in which you apply the filters can seriously affect how
a clip sounds when Final Cut Pro plays it. With that in mind, you can rearrange
the order of any filters within the Filters tab by clicking and dragging them
into a new order.

Changing filter parameters
over time with keyframes
You can change an audio filter’s parameters over time by creating keyframes
within the filter and giving each keyframe a different value. To review the con-
cept of keyframes, see the section “Changing the volume for part of a clip,”

Figure 10-15:
Audio filters

on the
Effects tab.
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earlier in this chapter. However, because setting keyframes in audio filters is
handled a bit differently, I cover what’s appropriate here as well. Follow these
steps to set keyframes within your audio filters:

1. Open a filtered audio clip in the Viewer, and click the Filters tab so
that you can see the filter you have applied.

2. Play your audio clip from the Canvas or Timeline windows (not the
Viewer).

You can click the Play button in the Canvas window or press the space-
bar for play/stop. As your movie plays, notice that the Filters tab has
a Timeline ruler and playhead of its own and that the playhead moves
in sync with the playheads for the Timeline and Canvas windows (see
Figure 10-16). Think of these playheads as one big happy family — but
keep your eye on the Filters tab playhead from now on.

3. Stop the Filters tab playhead where you want to place a keyframe.

You can most easily control the playhead by pressing the spacebar to
play or stop, or you can press the familiar J, K, and L keys to control
playback. If you didn’t stop the filter’s playhead at the perfect frame,
you can position the playhead more precisely by pressing ← and →.

4. Set your first keyframe by clicking the Insert/Delete Keyframe button
that corresponds to the filter parameter you want to affect.

You see a keyframe symbol appear at the filter’s playhead position. (The
symbol looks like a diamond, as shown in Figure 10-16.) Make sure that
you’re pressing the keyframe button associated with the parameter you
want to change! If a filter has six different parameters, for instance, you
see six keyframe buttons. Be sure to click the right one.

When you set this first keyframe, it uses the current value set for the
parameter associated with that keyframe. You change that value by
using the next keyframe.

Make sure that you’re setting keyframes within the In and Out points of
the audio clip. If you’re not careful, you can move the filter’s playhead
outside the In and Out points of the clip you’re working with. You can
then set a keyframe outside the clip (resulting in a keyframe that has no
effect). Fortunately, the Filters tab uses black vertical lines to indicate
the selected clip’s boundaries (refer to Figure 10-16).

5. Move the Filters playhead to the next frame where you want to set a
keyframe.

You need to set at least two keyframes to change a parameter from one
value to another over time.

6. Change the parameter’s value, and Final Cut Pro automatically creates
a new keyframe that is set at that new value.

To change a parameter’s value, type a new number or use any slider con-
trols that are available. When you change the parameter’s value, Final
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Cut Pro automatically sets a new keyframe at that point in time. (You
don’t have to click the Insert/Delete Keyframe button.)

Notice how the parameter’s Overlay line moves either up or down from
your first keyframe to this new one; the line shows you how the param-
eter’s value changes from one keyframe to the next. The change is
sudden or gradual, depending on how many frames lie between your
keyframes as well as how much the parameter’s values are changing
between the keyframes.

7. Repeat Steps 5 and 6 to set more keyframes.

You’re free to set more keyframes so that you can change a parameter’s
value as often as you want. Experiment to find the settings that achieve
the effect you’re looking for.

8. If necessary, render your keyframed audio clip before listening to it.

Make sure that the clip is selected on the Timeline, and choose
Sequence➪Render Selection➪Audio.

As you would expect, you can easily edit keyframes you have already set in a
filter. Simply click an existing keyframe on the Viewer’s Filters tab. Then, drag
the keyframe up or down to change its value, or drag it left or right to change
its position in time. You can also delete keyframes by pressing Option and
clicking the unwanted keyframe. (Your mouse pointer becomes a pen symbol
while you’re holding down Option.)

Keyframe 
symbol

Timeline
Ruler
markers 

PlayheadInsert/Delete Keyframe buttons

Boundaries of the clip’s In and Out points

Figure 10-16:
Setting

keyframes
for a filter.
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Disabling and deleting filters
If you want to turn off a filter temporarily — without losing any of its settings —
you can toggle it off and on by selecting the check box that’s next to the filter’s
name (refer to Figure 10-14).

To delete a filter (and lose any settings you have adjusted), click the filter’s
name to select it and press Delete.

Getting quick access to 
your favorite filters
If you take the time to tweak filter settings and you know that you want to
apply those same custom settings to another audio clip, you can save that
filter as a Favorite by following these steps:

1. Open the Final Cut Pro Effects window.

To open the Effects window, choose Window➪Effects or click the Effects
tab in the Browser window.

2. Click and drag the customized filter from the Viewer’s Filter tab to the
Favorites bin in the Effects window.

Technically, you can drag the filter anywhere in the Browser, but custom
filters are easier to find if you know that you always keep them in your
Favorites bin. Also, filters in the Favorites bin are available to all your
Final Cut Pro projects, not just the current one.

3. Rename the filter now (as you would rename any clip in the Browser
window) so that you can recognize it later.

That’s it! Now you can apply the filter to any clip on the Timeline by choosing
Effects➪Favorites from the menu bar and then choosing the custom filter
from your Favorites submenu. Note: The Effects menu has two Favorites
menu items. Make sure that you choose the one on the Audio Filters menu.

Exploring Audio Filters
The preceding section explains how to apply and edit audio filters. In this
section, I look at the different kinds of filters that Final Cut Pro offers, and
I show how you can use these filters to improve and stylize your movie’s
audio. The Final Cut Pro audio filters are grouped into the following major
categories:
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� Equalization filters

� Echo and reverberation filters

� Compression and expansion filters

� Noise-reduction filters

Equalization filters
Equalization filters (that’s EQ filters, for short) let you raise or lower the
volume, not of an entire clip but of individual sound frequencies within that
clip. Having that capability is very useful because sound is made up of a wide
range of frequencies and each frequency determines the pitch (the highness
or lowness) of the sound. For instance, a man’s deep voice has a lower fre-
quency than the higher pitch of a woman’s voice, and the rumble of a car
engine has a lower frequency than the hiss of recording tape.

You may want to use audio that has been marred by some unwanted element —
for instance, the buzz of fluorescent lights on-set or the hum of traffic. Fortu-
nately, you can use an EQ filter to isolate a certain troublesome frequency
within the audio and lower the volume of this frequency so that it’s less
noticeable.

That’s the good news about EQ filters. Now, for some bad news: First, don’t
expect these filters to solve major audio problems because the filters make
only subtle audio shifts (that is, the filters aren’t helpful if you recorded dia-
logue while a neighbor ran his leaf blower). Second, getting good results from
these filters takes lots of trial and error, and if you’re not careful, you can end
up distorting your audio. In other words, experience is a big plus.

Final Cut Pro sports three equalization filters that specialize in working with
different ranges of frequencies, and each filter offers different parameters you
can tweak. If you want to explore each of these, I suggest that you read a more
comprehensive book, such as Final Cut Pro 4 Bible, by Zed Saeed, J.J. Marshall
and Jeffrey Chong (Wiley).

Echoes and reverberations
You can use the Final Cut Pro Echo and Reverberation filters to better match
sound to the physical setting of a movie scene. Reverb in particular is useful in
matching the acoustics that are found in a wide variety of enclosed settings —
for instance, a sprawling auditorium. Because Echo is a bit more extreme,
use it to match the sound of a big outdoor setting, such as a huge canyon.
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Both filters let you set the following parameters so that you can hone your
effect to perfection:

� Effect Mix slider: Sets how much of the original, unfiltered sound that
Final Cut Pro mixes with the effect the filter creates. The higher the
number, the more affected the sound.

� Effect Level slider: Sets the volume of the affected sound in decibels
(as opposed to the volume of the original, unaffected sound).

� Brightness slider: Gives the effect more punch (without changing its
volume). Experiment with this parameter to get a feel for its effects.

If you’re using Reverb specifically, click the Type pop-up menu to set the
style of reverb you want, depending on the kind of environment you’re trying
to acoustically match (a tunnel, a medium-size room, or a long hallway, for
instance).

For the Echo filter, you can also use its Feedback slider to set how long each
echo lasts; use its Delay Time slider to set the time between each echo.

Compression and expansion filters
You may want to expand or limit an audio clip’s dynamic range, which is the
range between the clip’s softest and loudest volume levels.

By choosing the Compressor/Limiter filter, you can compress (reduce) a clip’s
dynamic range by lowering the volume of its loudest points. Of course, you
can always try adjusting the clip’s volume by setting keyframes — see the
section “Changing the volume for part of a clip,” earlier in this chapter —
but the Compressor/Limiter filter can do the same thing with a more subtle
touch, and you can apply the filter to many clips quickly.

On the other hand, you could use the Final Cut Pro Expander/Noise Gate filter
to decrease a clip’s dynamic range by raising the volume of only its softest
parts — for instance, if an actor goes from whispering to shouting and the
shouts are at a perfect volume but the whispers are barely audible.

When you use either of these filters, you can fiddle with the following controls:

� Threshold slider: In the case of the Expander filter, this control sets how
low, in decibels, a clip’s volume can go before the filter does its job. For
the Compressor filter, this control sets how high the clip’s volume can
go before the filter goes to work.

� Ratio slider: Sets the amount of compression or expansion that’s applied
to the clip after its high or low volume passes the threshold point.

228 Part IV: Adding Pizzazz 



� Attack Time slider: Sets how quickly the filters react to changes in the
volume of the clip.

� Release Time slider: Sets how slowly the filter eases out of its volume
change.

Noise-reduction filters
The three Final Cut Pro noise-reduction filters help reduce unique kinds of
noise you record accidentally — perhaps a microphone wasn’t tuned right
or some electrical conflicts occurred in your recording setup. You can also
use an equalization filter to reduce other kinds of noise (such as the dull hint
of distant traffic). Final Cut Pro offers the following noise-reduction filters:

� The Vocal De-Esser: This filter eases any heavy S sounds your micro-
phone picks up while an actor speaks.

� The Vocal De-Popper: This filter reduces the harsh pop of spoken P
sounds that were picked up by an overly sensitive mic.

� The Hum Remover: This filter is a bit more obscure. Use it to reduce the
hum from electrical equipment in your audio’s background. (You can’t
hear these hums on-set, but your recording equipment picks them up
nonetheless.) Make sure that you have good headphones — you need
them in order to pick up and adjust the subtleties of hum.

Copying and Removing Audio Attributes
After you set an audio clip’s volume level, determine its pan, or apply audio
filters to the clip, you can quickly copy those attributes to any number of
other audio clips (saving you from manually applying the same settings
repeatedly). For instance, you may have dozens of audio clips that make
up a voice narration on the Timeline. After you change the volume level
for one of those clips, you can apply the same volume setting to all the
other narration clips.

Follow these steps to copy and paste audio attributes:

1. Select a clip on the Timeline that already has attributes you want to
copy to other clips.

Those attributes can be volume levels, pan settings, or specific audio
filters you have applied to the clip.

2. Copy the clip by choosing Edit➪Copy or pressing Ô+C.

Don’t worry if your audio clip is linked to video.

229Chapter 10: Audio Excellence



3. Select on the Timeline all the other audio clips to which you want to
apply the original clip’s settings.

Refer to Chapter 7 for all the ways you can select multiple clips on the
Timeline. A quick option is to use the Selection tool and hold down Ô
while selecting each clip.

4. Choose Edit➪Paste Attributes.

The Paste Attributes dialog box appears, as shown in Figure 10-17.

5. In the Audio Attributes section of the Paste Attributes dialog box,
select the check box next to the attribute you want to paste from
the original clip to the selected clips.

For instance, to paste volume levels from the original clip, make sure
that you select the Levels check box. If you don’t want to paste the
original clip’s audio filters, don’t select the Filters check box.

By selecting these attributes, you decide which attributes from the origi-
nal, copied clip are pasted to the selected clips on the Timeline. If you
don’t want to copy certain attributes from the original clip to your new
clip (such as video attributes, in case you copied a clip that had video as
well), simply leave the check boxes next to those attributes unchecked.

If the original, copied clip used keyframes in its settings, Final Cut Pro
applies those keyframes to the new clips as well. You may or may not
want this, but if you do, you can select the Scale Attribute Times check
box to scale the distances between those keyframes so that they fit any
longer or shorter clips that the keyframes are pasted to.

6. Click OK.

The clips you selected on the Timeline now have the desired attributes
from the original, copied clip. If you don’t like the results, you can undo
your actions by choosing Edit➪Undo.

Figure 10-17:
The Paste
Attributes

dialog box.
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Chapter 11

Composing a Soundtrack
In This Chapter
� Importing video into Soundtrack

� Taking a tour of the Soundtrack interface

� Finding and editing loops to the Timeline

� Setting volume, pan, and key

� Exporting your finished score

As though being a great video editor weren’t enough, Final Cut Pro HD
includes a separate, stand-alone application named Soundtrack, which

lets you compose original musical scores for your Final Cut Pro movies — no
musical experience required!

The way Soundtrack works is simple: The application contains a database of
hundreds of musical loops — recordings of a particular instrument, like a
drum or guitar, that play a short rhythm or melody. Each loop typically lasts
just a few seconds, but Soundtrack lets you repeat them (loop them) as many
times as you want so that a single loop, like a bass drumbeat, can fill as much
time as you want. And, you can, of course, easily layer multiple loops so that
they play together — for instance, a bass drum loop, with a funky snare
drum, with a catchy guitar riff, with some other loops added for musical
background.

Soundtrack doesn’t stop there. It offers lots of flexibility to make composing
music as easy as possible. For instance, you can set your music to play at any
pace you want (measured in beats per minute), and the loops automatically
adjust to play at that pace, without changing pitch. (Usually, when you play
audio faster or slower, its pitch changes.) What’s more, if you want to change
the musical key in which a loop plays (so that it plays a few notes higher or
lower), Soundtrack make this adjustment without breaking a sweat.

Of course, not all movie soundtracks can be pieced together with loops. For
instance, if you’re looking for music with a well-defined, original, melodic
theme or music that’s tightly integrated to your video, your best option may be
to use original music that has been scored by a real, live composer. Loops are
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suitable for lots of other scenarios too — for instance, to create background
music that you can use in a corporate video or infomercial or in a fast, driving
track for an action sequence.

Even if a composer scores your final music, Soundtrack is great for creating a
placeholder score. You can then get a better feel for how your story plays with
music (you can even edit your video to the placeholder music), and your com-
poser can get an idea of what you want your final, custom score to do.

Soundtrack can work with loops that are made for Sonic Foundry’s ACID
product line (popular in the PC world). Tons of unique loop libraries are
available that cover different genres, such as jazz, trance, and country. To
browse and buy loop libraries, start by visiting the following Web site:

www.sonicfoundry.com/loop_libraries/default.asp

You may wonder what the difference is between Soundtrack and Apple’s
GarageBand, which ships with its iLife suite of software. Although both pro-
grams offer thousands of loops for building music, the big difference between
the two is that Soundtrack can import video (so that you can compose music
to your final edit), and GarageBand can’t. On the other hand, GarageBand, in
addition to using loops, lets you compose original music with a large variety of
software instruments (you can piece together any sequence of individual notes
you want), which is quite a nice feature. Ideally, Apple really needs a program
that combines the Soundtrack video playback feature with the GarageBand
software instruments. In fact, that program is Apple’s LogicAudio Pro, but,
unfortunately, it costs hundreds of dollars and has a steep learning curve.

Getting Started
Let’s get some basics out of the way before you score music with Soundtrack.

Installing and launching
Soundtrack is a stand-alone application. If you chose to do a full install of
Final Cut Pro HD (or Version 4), you should see the Soundtrack icon in the
Applications folder on your hard drive (see Figure 11-1). Double-click the
icon, and Soundtrack launches.

If Soundtrack wasn’t installed, you have to dig up your Final Cut Pro Install
DVD, launch the Final Cut Pro Installer, and then choose the Custom Install
option. Doing a custom install lets you add only certain components of Final
Cut Pro to your hard drive, one by one.
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A quick overview of the interface
When you launch Soundtrack, you’re greeted by its impressive interface, an
untitled project. I advise you to save your project right away by choosing the
familiar File➪Save As command.

The Soundtrack interface is composed of two major elements: the Media
Manager and the Project Workspace (see Figure 11-2). The following sections
give you a quick summary of what each element does, along with unique fea-
tures that are within the elements.

Media Manager Viewer PlayheadProject Workspace

Timeline Tracks

Figure 11-2:
The

Soundtrack
interface.

Figure 11-1:
Look for the
Soundtrack
icon in your
Applica-

tions
folder.
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The Media Manager
The Media Manager is a bit like the Final Cut Pro Browser in that you go to
the Media Manager to select media before adding it to your score. For the
most part, you use the Media Manager to search for loops (usually, according
to keywords, such as drums or strings) and to load video files on your hard
drive (typically, video exported from Final Cut Pro that you want to score).

The Project Workspace
The Project Workspace is where you assemble your score. The Workspace is
divided into the following key components:

� The Viewer: The Viewer displays the video you’re scoring music to.

� The Timeline: The Timeline is where you assemble all your music loops
into a real, live score (just as you would assemble clips of media on the
Final Cut Pro Timeline). The Timeline has the following familiar elements:

• The playhead: When you play the Timeline, it plays from the point
where the playhead is. You can move the playhead to any point by
clicking that point on the Timeline.

• Timeline tracks: The Timeline is divided into tracks, which are
used to stack different loops together so that multiple loops can
play during the same period. (A track is also dedicated to the
movie you’re scoring, and this track always resides at the top of
the Timeline.) Each track is identified by its track header, which
you can see on the far left side of each Timeline track. The track
header features a number of controls that affect each track; I
explore them shortly.

• Measurements of time: The Timeline also lists measurements of
time, running from left to right. This Timeline shows not one, but two,
measurements of time. The first, displayed above the Timeline video
track, measures minutes and seconds. The other measurement,
above the first loop track, lists musical measures and beats. (For
instance, the measurement 9.1 on the Soundtrack Timeline means
that you’re in the ninth measure, at the first beat of your score.)

If you know how to sight-read music, you should be comfortable
with beats and measures. If you don’t, consider this: When music is
composed, the notes are arranged according to beats, which are
like intervals of musical time. Even if you know nothing about
music, you have the magical ability to detect these beats as music
plays, by simply tapping your foot (each tap falls on a beat). And,
beats of music are grouped into measures. Depending on the
music, you may have 3, 4, or 8 beats in every measure. (As you tap
the beats with your foot, you can almost feel the beginning of each
measure.) But, these details are a bit unnecessary. The truth is that
you never have to think about beats and measures to make great
music with Soundtrack. These measurements merely make musi-
cally experienced composers feel more comfortable in Soundtrack.
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By default, Soundtrack displays its Media Manager and Project
Workspace as a single window or as two separate windows. (You see a
single window if your screen’s resolution is set higher than 1024 x 768
pixels.) You can manually choose either option by choosing View➪
Layouts and making your selection from the Layouts submenu.

� Play controls: You can control the playback of your musical score in
progress (and its accompanying video) by using the Play and Stop buttons
(see Figure 11-3). Buttons are also available to jump your playhead — and
with it, the view of the Timeline — to the beginning or end of your score
and to set your score to loop.

Creating Your Soundtrack
Now, I come to the good stuff. You’re just moments away from scoring some
video!

Getting video into soundtrack
You can import any QuickTime video into Soundtrack, regardless of its com-
pression, frame rate, or pixel resolution. Generally, though, the video you
bring into Soundtrack comes directly from a Final Cut Pro Timeline sequence
that you’ve finished editing and are ready to score.

Exporting video from Final Cut Pro
When you export a movie meant for Soundtrack, Final Cut exports it as a
.ref (reference) file. The file itself doesn’t contain the video and audio data
that is used by your movie, but the file contains pointers to the real media
files that are elsewhere on your hard drive. This way, the size of the exported
movie stays very small (because it doesn’t contain any media). However, be
sure that the media the file references stays put on your hard drive — if you
move the media, rename it, or delete it, the reference file no longer works.

Time in beats

Time in secondsStop

Go to end
Loop

Play

Go to beginning

Play from beginning

Figure 11-3:
The Timeline

Play
controls.



To export video from Final Cut, follow these steps:

1. In the Final Cut Pro Browser, select the Timeline sequence you want
to export.

If you’ve already set In and Out points in the Timeline sequence, Final Cut
Pro exports only the video and audio between those points. Any Timeline
tracks you’ve turned off or muted aren’t recorded in your export.

2. Choose File➪Export➪For Soundtrack.

3. From the Save Exported File As text box, name your exported movie,
navigate to the folder you want to save it in, and click Save.

Final Cut Pro then exports your Timeline sequence as a reference movie.
Unlike standard QuickTime movies, this file has an icon indicating that
it’s a Final Cut Pro reference file.

You’re now ready to import your Timeline video into Soundtrack!

Importing video into Soundtrack
Follow these easy steps to import any QuickTime video into Soundtrack,
ready for scoring:

1. Click the File Browser in the Soundtrack Media Manager (see 
Figure 11-4).

The Media Manger is on the leftmost side of the Soundtrack interface
(refer to Figure 11-2).

2. Use the File Browser to find your video file, as follows:

• Click the File Browser’s Computer button to see the contents of
your entire hard drive.

• Click the Home button to see the contents of your user account’s
Home folder.

• Double-click the folders to see their contents, and use the Back
button or Path pop-up menu to backtrack through open folders.

3. If you want to see a preview of the video, just double-click its file to
play a preview.

4. Drag the video file from the File Browser to the Soundtrack Viewer.

Or, you can drag the file to the Timeline video track. Either way, Sound-
track displays the movie file in its Viewer and in the Timeline video track.
Soundtrack also places the audio of your imported movie (if any exists)
in a new audio track. You can identify this track by the filmstrip icon
that’s displayed in the track’s header, as shown in Figure 11-5.
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Filmstrip icon Viewer Video track

Audio tracks Video track audio

Figure 11-5:
The Viewer

and the
Timeline

video track.

Back button

Forward button Computer button

Home button

Preview of video fileFigure 11-4:
The File

Browser.
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You can also drag any video file from your Mac’s Finder directly to the
Soundtrack Viewer. With Soundtrack on-screen, click the Finder icon in
the OS X Dock and locate your video file in a Finder window.

Establishing your score’s master settings
A few key settings define the musical character of your score. The important
thing to remember about these major settings is that you can change them at
any time, and Soundtrack instantly adjusts the loops to reflect your change.
Don’t worry about locking in the right settings for your score right from the
start. You can start working and make adjustments as you go along.

You can apply several major settings to a score by using controls in the
upper-right section of the Timeline, as shown in Figure 11-6.

If you have musical experience (even from piano lessons that were forced on
you as a kid), these elements should be familiar. Even if they’re not, no sweat,
they’re straightforward. The master settings are as follows:

� BPM: This term refers to beats per minute. The higher your score’s BPM,
the faster the music’s tempo and the faster it generally feels.

� Key: The key of a score determines the pitch in which your loops play.
The individual Soundtrack loops are all recorded in various keys, but
when you move them to the Timeline, they’re automatically converted
to the Timeline master key. (That’s a good thing because if loops were to
play together in different keys, they would probably sound horrible
together — something like what happens when most of us sing along
with our favorite songs.) If you have a specific key in mind for your
score, you can set it here. Otherwise, you should keep the default key of
A. After you lay down some loops, you can always change your score’s
master key and see whether a new key is more pleasing to you.

� Time signature: The first number in a time signature tells you how many
beats are in each measure. The second number tells you what kind of
musical note gets a full beat (4 = a quarter note, and 8 = an eighth note,
for instance). A 4/4 time signature, for instance, means that you have 4
beats in a measure, and a quarter note gets a full beat (4 quarter notes
would make a full measure). If this description is getting too technical
for you, don’t worry: You can compose a great score without thinking
one bit about time signatures.

Figure 11-6:
Master

settings for
your score.
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� dB: This term stands for decibels. This value sets the volume level of
your entire score. See the section “Changing volume, pan, and key,” later
in this chapter, for more details.

Finding the right loops
The first step in composing a score is to choose the loops you want to use.
Because Soundtrack includes more than 4,000 loops, you could spend a day
“auditioning” them all. Fortunately, you can use the Soundtrack Media Manager
(see Figure 11-7) to refine your search and find the right sound more quickly.

View as Buttons button

Back button

Search tab

Forward button

Disclosure triangle

Favorites tab

Stop button

Figure 11-7:
The Media

Manager
Search tab.
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Follow these steps:

1. Click the Media Manager Search tab.

2. Click the Search tab’s View as Buttons button.

The Search tab works in two different views, but I think that its View as
Buttons mode is the easiest for beginners.

3. Click a keyword button to display any loops that are described with
that keyword.

Any loops that match the keyword you select are displayed on the
Search tab. For instance, clicking the Drums keyword button shows all
available drum loops.

You can easily miss available loops. By default, the Search tab displays
only 50 loops at a time, although many more may match your keyword
search. To see those extra loops, click the Search tab’s Forward button.
Likewise, use the Back button to see the preceding set of 50 loops.
Alternatively, you can set Soundtrack to display as many as 250 loops at
one time: Just choose Soundtrack➪Preferences, and use a new value
from the Search Results pop-up menu.

4. Click any loop on the Search tab to play it.

While you’re listening to your loop, you can also note some somewhat
irrelevant information about it, such as the tempo (in beats per minute)
and the key in which the loop was originally recorded. I say that this
information is “somewhat irrelevant” because Soundtrack ultimately
makes the loop fit in with the key and the tempo you’ve set on the
Timeline. (In fact, when you play a loop from the Search tab, Soundtrack
automatically plays it in the Timeline’s key and tempo, to give you the
clearest sense of how the loop works with your overall score.)

What may be more useful to you is to note the loop’s beats (8 or 16, for
instance). This number tells you how many beats the loop lasts; the
more beats, the longer the loop — and the more musical variety the loop
is likely to offer.

You can see even more information about a selected loop by clicking the
disclosure triangle next to the Additional Information heading (refer to
Figure 11-6).

You can get the best idea of how a loop works in your score by listening
to it while simultaneously playing your movie and any other loops
you’ve placed on the Timeline. To do this, play the loop from the Search
tab, and click the Play button in the Timeline Play controls to start your
movie’s playback.

5. Click the Search tab’s Stop button to stop playing a loop.

6. To add a loop to the Timeline, drag a loop to an empty track, or empty
space, on the Timeline.
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Expand or limit your search
You can refine your search by using the following tools on the Search tab:

� Multiple keywords buttons: You can select multiple keywords buttons
by holding Ô while clicking each button. For instance, if you select both
the Drums and Intense buttons, you see only the loops that use both
keywords in their descriptions.

� Refine Search field: You can type portions of a loop’s name in this field
(and press Return) to search for those elements.

� Further search refinements: You can make selections from the Keywords,
Time Signature, and Key drop-down menus to limit your search results.
For instance, you can use the Keywords drop-down menu to search all
loops solely by genre (jazz or orchestral, for instance), or you can use the
Key drop-down menu to show loops that were originally designed in a
minor key. (Minor keys are typically good for music with a more subdued
and darker emotional feel.)

Designating loops as favorites
As you get familiar with the many Soundtrack loops, you develop a prefer-
ence for some over others. Rather than fish for them in the humongous
Soundtrack database, you can designate your cream-of-the-crop loops as
Favorites so that you can easily access them from any Soundtrack project.
Consider the following points when organizing your Favorites:

� To designate a loop as a Favorite, select it on the Soundtrack Search tab
and click the Search tab’s Add Favorite button.

� To access your favorite loops from any project, click the Media Manager
Favorites tab. You can play a favorite loop and add it to the Timeline,
just as you would from the Search tab.

� To kick a loop out of your Favorites list, select it on the Favorites tab
and click the tab’s Remove Favorite button.

Editing loops on the Timeline
After you’ve found a good loop, you should add it to the Timeline (and there-
fore to your soundtrack). In this section, I describe how to add loops to the
Timeline and how to edit loops after they are there.

Moving a loop to the Timeline
Select the loop from the Soundtrack Media Manager, and drag the loop to an
existing Timeline track. Or, you can drag the loop to the empty area on the
Timeline below the last track, and Soundtrack automatically creates a new
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track to accommodate your loop. Remember that you can place different
loops on the same track. In other words, each distinctive loop doesn’t require
its own track.

Repeating a loop
After you’ve added a loop to the Timeline, you probably want it to play multi-
ple times — that is, you want it to loop! You can create a looping effect by
dragging the same loop from the Media Manager to the Timeline repeatedly —
but you have an easier way. Drag the right edge of a loop to extend it. As you
drag, you see that the loop extends across the Timeline. You can drag the loop
to repeat only its first beat or so, or you can keep dragging until you see the
extended loop’s rounded edge, which indicates that the loop has fully
repeated (see Figure 11-8).

Resizing a loop
You can resize a loop on the Timeline by dragging its edges either inward
(toward the center of the loop) or outward. If you resize a loop so that it
overlaps another loop, the overlapped loop is overwritten because two loops
that share the same track can’t play at the same time.

Selecting single and multiple loops
You can select any loop by clicking it, at which point the loop is highlighted
on the Timeline. You can select multiple loops by holding down Ô as you
select each one.

Original loop

Adding 4 beats

Fully repeating the loop

Figure 11-8:
An 8-beat

loop is
extended by
4 beats and

then by a
full 8 beats

so that it
fully

repeats.
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Moving a loop
You can select a loop (or multiple loops) and drag it to a new position on any
track on the Timeline. Again, if you move a selected loop so that it overlaps
an existing loop, that overlapped loop is overwritten.

Copying a loop
The easiest way to copy a loop is to select it on the Timeline and, while hold-
ing down Option, drag the selected loop to a new position. By holding down
Option, you make a copy of the selected loop. You can also use the Mac’s
standard Copy and Paste commands: Select any loop, choose Edit➪Copy,
position the Timeline playhead in a new spot, and choose Edit➪Paste.

Deleting a loop
To delete a loop, select the loop (or multiple loops) on the Timeline and
press Delete.

Splitting and joining loops
You may want to split a loop on the Timeline so that it’s treated as two inde-
pendent parts (see Figure 11-9). You may do this to separate the two parts of
the loop (to put other loops between them) or perhaps to transpose a small
segment of the original loop. (See the section “Changing volume, pan, and
key,” later in this chapter, for more details.)

To split a loop, select it on the Timeline and position the Timeline playhead
at the part of the loop you want to split. Then, choose Edit➪Split (or press S).

Likewise, you can join two adjacent loops by selecting them both (click each
one while holding down Ô) and then choosing Edit➪Join (or press J).

Before

AfterFigure 11-9:
A loop that

has been
split into

two parts.
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Adding a track
You can Control+click an existing track on the Timeline (you can more easily
Control+click the track itself rather than its heading) and choose either Add
Track Above or Add Track Below from the pop-up menu that appears.

Deleting a track
To delete a track, Control+click anywhere within the unwanted track and
select Remove Track from the pop-up menu that appears.

Looking at your Timeline options
In this section, I provide some helpful tips and tools for working more effec-
tively with the Soundtrack Timeline.

Track options
You can edit or affect your Timeline tracks in the following ways:

� Naming tracks: Although new tracks normally take on the name of the
first sound loop you place on the track (see Figure 11-10), you can change
a track’s name, if you want. Why do that? Sometimes, working with lots of
tracks is easier when they have clear, well-defined names. For instance,
finding your snare drum track is much easier when it’s named Snare
Drum rather than named with the long, formal name of your snare drum
loop. To change a track’s name, highlight its current name (triple-click
the name to highlight the whole thing quickly) and type a new name.

Track Selection area

Mute control

This track has been given
a straightforward name.

Solo control

Track None field

Track Height control

Zoom slider

Figure 11-10:
Timeline
options.



� Setting track height: As in Final Cut Pro, you can change a track’s height
so that it appears taller or shorter on the Timeline. (You may want a
larger track height to better see a loop’s audio waveform.) To customize
the height of your Timeline tracks, click one of the vertical bars in the
Track height control in the lower-left corner of the Timeline (refer to
Figure 11-10).

� Mute and Solo controls: You can quickly choose to mute a track by
clicking the Mute control in that track’s header. (Look for the small
Speaker icon; refer to Figure 11-10.) To solo the track so that it’s the only
one that plays, click its Solo control (it’s the small Headphones icon).

� Rearranging track order: You may want to rearrange the order in which
the tracks appear on the Timeline. (You usually do this to group all
related tracks for easy management — for instance, you may place all
percussion tracks in the same vicinity.) To rearrange a track’s position
on the Timeline, click the track header’s Track Selection area (the three
vertical dots — refer to Figure 11-10) and drag the track to a new spot.

Snapping, revisited
Like Final Cut Pro, Soundtrack has a Snapping feature that makes it easy to
position loops (and other things) at precise points on the Timeline. You can
toggle snapping on and off by choosing View➪Snapping (or by pressing G).

You can also decide what Timeline elements Soundtrack snaps to. (For
instance, you can snap to increments on the Timeline ruler or to musical
increments, like quarter notes or eighth notes.) Choose View➪Snap To, and
take your pick from the submenu that appears.

Zooming the Timeline view
You can also zoom your view of the Timeline in or out by dragging the
Timeline Zoom slider (refer to Figure 11-10). Dragging the slider to the left
zooms in on your Timeline so that you see a smaller, but more detailed, slice
of time. Dragging to the right zooms out to show you a bigger slice of time.

You can also zoom in and out directly from the keyboard by using the familiar
Final Cut Pro shortcuts. Press Ô+– (that’s Ô plus the minus key) to zoom out,
and press Ô++ (that’s Ô followed by the plus key) to zoom in.

Changing volume, pan, and key
You have many ways to control the volume of your tracks and overall score.
You can also change the musical key your loops play in.
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Changing constant volume
You can adjust the volume of your entire score or that of a single track. You
can also change these volume levels over time by fading the levels up or down
at any moment you choose. The volume controls are described as follows:

� Score volume: You can set the volume level of your entire score by drag-
ging the Master Volume slider left or right or by typing a new decibel
value in the corresponding text box (refer to Figure 11-6).

� Track volume: You can set a track’s volume by adjusting that track’s
volume slider or by entering a new value in the Volume text box (see
Figure 11-11). By default, Soundtrack assigns each track a volume of –6
decibels. This setting gives you some leeway in increasing a track’s
volume to about 0 decibels without risking distortion.

Changing volume over time
You can fade volume in and out over time by setting envelope points that
affect individual tracks or your entire score. (Envelope points are just like the
volume keyframes you set in Chapter 10, so refer to that chapter if you need a
refresher on keyframes.) Follow these steps to set envelope points:

1. Display the volume envelope for a particular track or for your entire
score.

The volume envelope is the equivalent of the Volume Overlay in Final
Cut Pro — again, refer to Chapter 10.

• For a track, click that track’s Show/Hide Envelopes disclosure tri-
angle, as shown in Figure 11-12.

• For your entire score, choose View➪Show Master Envelopes
(again, see Figure 11-12).

2. Double-click the volume envelope where you want to place an enve-
lope point (a keyframe).

Soundtrack places a point on the track’s or score’s volume envelope.

3. Move the envelope point up or down, to adjust its decibel setting.

Volume slider

Mute control

Solo control

Pan slider

Figure 11-11:
Various

track
controls.
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4. Repeat Steps 2 and 3 to set more envelope points at other places in
time.

By creating two or more envelope points with different volume settings,
you create a fade-in or fade-out.

Control+clicking an existing envelope point displays some handy shortcuts on
a pop-up menu.

You can delete unwanted envelope points by clicking them and pressing Delete.

If the Soundtrack Snapping feature is turned on, any envelope points you set
position themselves at the nearest snap point. If you want Soundtrack to set
your envelope points exactly where you click them, turn off snapping by
choosing View➪Snapping.

Changing pan
Pan refers to how stereo audio is balanced between the left and right speak-
ers as it plays. Each track on the Soundtrack can have a custom pan setting.
By default, a track’s pan is set to 0, which means that the two stereo audio
channels of any loop on the track play equally as loudly on the left and right
speakers. You can create interesting (and, often, more realistic) effects by
adjusting the pan so that some tracks play louder on one speaker and other
tracks play louder on the other speaker. (This advice assumes that your audi-
ence hears your score played on stereo speakers positioned far enough
apart. For instance, only the most extreme pan effects register through tiny
laptop speakers that sit next to each other.)

You can adjust the pan of any track on the Timeline by dragging that track’s
Pan slider (refer to Figure 11-11). For instance, to make a track’s pan favor the
right speaker, drag its Pan slider farther to the right. (Dragging all the way in
either direction makes that track play as loudly as possible on one speaker
and makes it silent on the other.)

You can also change a track’s pan settings over time to make loops sound as
though they’re moving from one speaker to another. To do so, use the same
steps I present in the preceding section to change a track’s volume over time,
and apply those steps to the track’s pan envelope.

Disclosure triangle Volume envelope

Envelope points

Figure 11-12:
Setting

points on a
volume

envelope.
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Changing a loop’s key
When you add a loop to the Timeline, Soundtrack converts (or transposes)
the loop from the original key in which it was recorded to the master key
your overall project uses. (Again, think of a loop’s key as the pitch it starts
playing from.) After a loop is on the Timeline, you can transpose it to its origi-
nal key or to any other key. For instance, you may place two copies of the
same loop on different Timeline tracks so that they play simultaneously. By
transposing one of the loops up a full octave (so that it plays at a higher but
complementary pitch), the two loops in effect play a chord, creating a richer
sound in your music. On the flip side, transposing a loop into a key that’s
completely incompatible with the key of your other loops can create some
weird and disturbing musical effects. (But maybe that’s what you want!)

To transpose a loop, click it on the Timeline while pressing Control and
choose Transpose from the pop-up menu that appears. You can transpose
the loop by semitones, which is a musical term for the increments of different
musical keys. If you aren’t familiar with semitones, don’t worry. Choosing a
positive value raises the pitch of the loop, and choosing a negative semitone
value lowers the pitch. (Soundtrack displays this new semitone value on any
Timeline loop you’ve transposed — see Figure 11-13.) With some trial and
error, you should find a new transposed key that works for you.

Sometimes, you can make a repeating loop more interesting by changing its
key at some point in the loop and either returning to the original key later on
or changing the key again (refer to Figure 11-13). But, because each loop can
have only one key at a time, you have to split the loop into different parts so
that you can assign each one a unique key.

You can transpose your entire score’s key over time. To do so, use the same
steps I present in the preceding section to change your score’s volume over
time, and apply those steps to the score’s Transpose envelope.

Numbers indicate by how many semitones a loop is transposed.

Figure 11-13:
The same

loop is
transposed

up by one
semitone
and then

transposed
by two

semitones.



Other Stuff
This section points out some other Soundtrack tools that can help refine
your score or make scoring to key moments easy.

Markers mark important moments
Soundtrack lets you set markers throughout its Timeline to mark important
moments in your score and its accompanying video. For instance, you may
mark a place on the Timeline where you want to change your score’s tempo
or begin to fade volume, or where a dramatic musical hit (such as a heavy
drum or cymbal crash) should occur. Setting markers reminds you of, and
helps you keep track of, all the special moments you should be aware of as
you compose your score.

As in Final Cut Pro, markers appear at the top of the Timeline; they look a bit
like downward-pointing arrows (see Figure 11-14).

You can work with three kinds of markers in Soundtrack, and each type is dis-
played in a unique color, as follows:

� Beat marker (purple): Use a Beat marker to mark an important beat in
your score (for instance, beat 9.1.000). If you ever change the tempo of
your score, the beat marker moves to stay with the specific beat you’ve
marked.

Markers and marker names

Figure 11-14:
Markers on

the Timeline.
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� Time marker (green): Use a Time marker to mark an important event or
moment in your video track. Time markers mark a specific timecode
(01:00:24.30, for instance) and stick to that timecode, no matter what
changes you make to your score’s tempo. For that reason, if you want to
mark an important moment in your video, use a Time marker.

� Scoring marker (orange): Scoring markers are markers you set while
you’re working in Final Cut Pro, as you edit your video. (Refer to Chapter
9 for more details about setting Scoring markers.) When you export a
movie from Final Cut Pro to Soundtrack (see the section “Exporting
video from Final Cut Pro,” earlier in this chapter), any Scoring markers
you’ve set are automatically “recorded” in the export and show up on
your Soundtrack Timeline when you import that video. (Keep in mind
that you can’t move or delete Scoring markers in Soundtrack because
they’re considered part of the exported video.)

Setting markers
Setting markers is easy. Follow these steps:

1. Position the Timeline playhead at the point where you want to place a
marker.

2. Set the appropriate marker, as follows:

• To set a Time marker, choose Project➪Insert Time Marker or 
press M.

• To set a Beat marker, choose Project➪Insert Beat Marker or 
press B.

Managing markers
The following are some handy tips for editing and managing all the markers
you may set on the Timeline. Just remember that you can edit only Beat and
Time markers; you can’t edit Scoring markers that were imported with your
video from Final Cut Pro.

� Naming markers: If you’re setting lots of markers, you can more easily
remember what they all mark by naming them. Control+click any marker
that’s already on the Timeline and choose Edit from the pop-up menu
that appears. In the dialog box that appears, type a descriptive name for
your marker and click OK. You can set Soundtrack to display a marker’s
name directly on the Timeline by choosing View➪Show Marker Titles.

� Moving markers: To move a marker, click and drag it to a new spot on
the Timeline ruler.

� Delete markers: To delete a marker, just click it and press Delete!
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Using Time markers to synchronize video and music
You can use a Time marker to automatically change the tempo of your score
so that a particular moment of the score occurs at a particular moment in
your video. Follow these steps:

1. Place a Time marker to mark in your video a moment you want to syn-
chronize with a moment in your score.

Position the Soundtrack playhead at that particular spot in your video,
and press M to place a Time marker.

2. Select the marker you just placed by clicking it.

3. Position the Timeline playhead at the location of the music you want
to match to your marked video.

4. Choose Project➪Score Marker to Playhead.

Soundtrack either speeds or slows the tempo of your score so that the
music at the Timeline playhead now occurs at the position of the marker
you placed in Step 1.

You can see the tempo change by looking at your score’s tempo enve-
lope. Choose View➪Show Master Envelopes, and note how the tempo
envelope changes suddenly at the position of the marker you matched
to the playhead. Clicking one of the envelope points on the Tempo enve-
lope displays the new tempo value that’s used at that moment. If the
tempo changes that now occur feel too abrupt for you, click and drag
the tempo envelope points to smooth the transition over more time.

Soundtrack can’t make extreme changes to tempo, so if the playhead and
your Time marker are too far apart, Soundtrack can’t match the playhead and
marker.

Applying effects
Soundtrack includes a wide variety of audio effects you can use to stylize and
adjust the sound of individual tracks or your entire score (see Figure 11-15).
For instance, you can use a delay effect to create echoes or even make a
single violin sound more like an orchestral section of strings. Likewise, you
can use a distortion effect to add a bit of “grit” to a sound and change its
emotional impact.

As is the case with the Final Cut Pro audio filters (which I discuss in Chapter
10), the trick to using Soundtrack effects is understanding how a myriad of
effects parameters affect your sound, and that broad topic is outside the scope
of a For Dummies book. If you’re interested in exploring the wide world of
Soundtrack effects, I suggest that you consult the extensive Soundtrack online
help system or a comprehensive reference book, such as Final Cut Pro 4 Bible,
by Zed Saeed, J.J. Marshall, and Jeffrey Chong (Wiley).



252 Part IV: Adding Pizzazz 

Making your own loops and one-shots
If you really want to get fancy with Soundtrack, you can add your own music
and sounds to the software’s “factory installed” loops. You can import this
audio as an AIFF file and use it in one of two ways: You can use the Soundtrack
Loop Utility tool to turn the AIFF file into a repeatable loop that works like all
the other loops available to you, or you can treat the audio as a “one-shot” —
an element of music or sound that’s not designed to repeat, but that comple-
ments the other loops already in your score (such as a single drum hit or
cymbal crash, or spoken dialogue).

A description of this level of customization is outside the scope of a For
Dummies book, but I want to let you know that it’s possible, in case you want
to customize your scores as much as possible. For more information, check
out your Soundtrack documentation.

Exporting Your Score
After you have finished composing your score, you’re ready to export it in a
format that your Final Cut Pro (as well as any other video or audio editing
program) project can work with. When you export, you’re presented with a
Save As dialog box so that you can name the exported file and save it to your
hard drive.

Figure 11-15:
The Effects

window lists
all available

effects.



You can export your score back to Final Cut by using the following two
options, which are on the Soundtrack File menu:

� Stereo Mix: This option saves your score as a stereo audio file. (When
you import your score into Final Cut, it occupies two of your sequence’s
audio tracks.) You should choose this option only if you don’t plan to
adjust the volume of elements in your score, after the score has been
imported into Final Cut Pro. For instance, you can’t change only the
volume of the score’s drums because those drums are no longer recog-
nized as an individual element.

� Export Tracks: This option saves each track in your Soundtrack score as
a stereo audio file. (For instance, if your score uses 10 tracks, you end
up with 10 stereo audio files.) You can therefore import all these individ-
ual stereo files to the Final Cut Pro Timeline and tweak each track’s
volume separately. In other words, you have the most flexibility in
mixing your musical score with other audio elements, such as dialogue
or sound effects, that are on the Final Cut Pro Timeline. The drawback is
that the Final Cut Pro Timeline can quickly become crowded with lots of
audio tracks — and be a bit disorienting.

After you’ve exported your score as an audio file (or files), open the Final Cut
Pro project that it’s meant to work with, import the new audio file as you
would do with any other media, and place the audio file on your movie’s
Timeline.

After you’ve imported your score into Final Cut Pro, you may decide to edit
your movie’s video. You also have to adjust the Soundtrack score you cre-
ated, therefore, so that the score stays in sync with the freshly edited movie.

This task isn’t a problem. You can export your edited Timeline sequence as I
describe in the section “Exporting video from Final Cut Pro,” earlier in this
chapter. As you do this, Final Cut Pro recognizes that your Timeline sequence
already features audio tracks that were created earlier in Soundtrack, and the
software assumes that you want to leave these tracks out of the Final Cut Pro
sequence you’re about to export. (Because you need to re-edit your score,
you don’t want an earlier version recorded with the exported Final Cut Pro
video.) If you want your export to include the Soundtrack score, Final Cut Pro
begins its export by presenting a dialog box that lets you select the earlier
Soundtrack score for inclusion.
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Chapter 12

Creating Transitions
In This Chapter
� Understanding the types of transitions

� Applying transitions

� Rendering and previewing transitions

� Modifying transitions

� Creating and saving custom transitions

� Using transitions effectively

Transitions are special effects for shifting smoothly from one video clip to
the next rather than simply cutting away from one clip and starting

another on the next frame. You’re probably familiar with some of the more
common transitions, such as Cross Dissolve and Wipe. The Cross Dissolve
fades one clip out as it fades a new clip in, and makes the two appear to
merge for a moment, whereas a Wipe slides one shot in over the other.
(George Lucas uses these transitions a lot in his Star Wars movies.)

Final Cut Pro places a dizzying and exotic array of transitions at your dis-
posal, which you can easily apply and customize.

Exploring the Types of Transitions 
in Final Cut Pro

The following list details some of the most important transition types that
Final Cut Pro provides:

� 3D Simulation: As this name implies, these six transitions create a motion
in three dimensions. You can use them to zoom in and out of video clips
or to create different types of spins and swings. These transitions have an
animated, high-tech feel, which you often see in commercials or short
news clips.



The 3D simulation transitions are Cross Zoom, Cube Spin, Spin 3D,
Spinback 3D, Swing, and Zoom.

� Dissolve: A dissolve, the most common type of transition, is an equal
fading out of one clip as another is fading in. These transitions change
the image from one clip into the next by modifying the transparency of
clips as they overlap.

The dissolves that are available to you are Additive, Cross, Dip to Color,
Dither, Fade In, Fade Out, Non-Additive, and Ripple.

� Iris: An iris transition concentrates the focus of a clip in the center by
moving the edges of its frames inward. This effect is similar to closing
and opening the shutter of a mechanical camera. You can create an iris
transition by using several shapes, including Cross, Diamond, Oval,
Point, Rectangle, and Star.

� Map: By selecting or inverting specific channels with Channel or
Luminescence (Color) maps, you can create a transition with dramatic,
effects similar to solarizing. (Solarizing appears to “burn out” the edges
of images, reminiscent of a psychedelic effect from the 1960s.) You can
also fill portions of an image with black, depending on how two clips
interact with each other.

� Page peel: In a page peel transition, the first clip strips away to reveal
the second. Make sure to consider the relationship between the two
images as each one is peeled away, and make any necessary adjust-
ments to the transition. If you peel too slowly between talking-head
shots, the effect may look similar to Mr. Potato Head.

� QuickTime: The Apple QuickTime video format has its own set of transi-
tions, which any program that uses QuickTime (including Final Cut Pro)
can access. Some of these transitions, such as Zoom, are similar to the
native Final Cut Pro transitions; QuickTime, however, has some unique
ones as well, such as Explode, in which the first clip is shattered to
reveal the second.

The main QuickTime transitions are Channel Compositor, Chroma Key,
Explode, Gradient Wipe, Implode, Iris, Matrix Wipe, Push, Slide, Wipe,
and Zoom.

� Slide: Your uncle’s old slide projector could never move slides like this
collection of transitions does. Final Cut Pro can push video frames
around in a variety of ways — from the top or bottom or even from a
split in the middle.

The slide transitions in Final Cut Pro are Band, Box, Center Split, Multi
Spin, Push, Spin, Split, and Swap.

� Stretch and Squeeze: The names say it all. These transitions are great
for creating extreme effects that are psychedelic and fun.

This set of transitions includes Cross Stretch, Squeeze, Squeeze and
Stretch, and just Stretch (for those mellow days!).
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� Wipe: Wipes move one clip out of the way by using another. Wipes differ
from dissolves in that wipes don’t blend. Also, wipes give you more
options than slides, which move a frame in simple directions. Wipes are
fun — for instance, the Jaws wipe is a great way to amuse your friends
when you’re showing video from that fishing trip.

The 14 wipes available to you are Band, Center, Checker, Checkerboard,
Clock, Edge, Gradient, Inset, Jaws, Random Edge, V, Venetian Blind,
Wrap, and Zig-Zag.

Here’s one bit of stylistic advice: Don’t get carried away with all the crazy
transitions offered in Final Cut Pro. Let the mood and emotions of your story
dictate the kind of transitions you use. Just because you have access to a
transition that makes people say “Wow!” doesn’t mean that it’s the best tran-
sition for your project. Also, if your project requires transitions, try to keep
the transitions you pick within the same family: Choose a type of transition
(such as a Cross Dissolve) and stay with it so that you don’t distract the
viewer with a variety of different transition styles.

Applying Your First Transition
Although Final Cut Pro gives you tons of different transitions to use in your
movies, you probably use a simple Cross Dissolve the most, fading one movie
clip gracefully into another clip. However, before you can apply a Cross
Dissolve, you need to trim the clips, as follows:

1. In the Browser window, first double-click one clip and then the other
to load them both into the Viewer window.

2. For the first clip, mark an Out point about 1 second before the end of
the clip.

Position the Viewer playhead on the frame you want, and press O. (Refer
to Chapter 7 for more details about In and Out points.)

3. For the second clip (the later clip in the transition), mark an In point 1
second after the beginning of the clip.

Position the Viewer playhead on the frame you want, and press I.

This trimming is crucial because Final Cut Pro uses the trimmed, unseen
frames of a clip to create a transition from one clip to another. Untrimmed
clips placed on the Timeline (clips that show all their frames on the Time-
line) don’t have any unused frames for Final Cut Pro to use in creating the
transition. See the nearby sidebar “Understanding unused frames,” for
more information.
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Now that you have trimmed the clips, you can try out a Cross Dissolve by fol-
lowing these steps:

1. Place two trimmed clips side by side on the Timeline, as shown in
Figure 12-1.

2. Click the edit point (where the two clips meet on the Timeline) to
select it.

3. Choose Effects➪Video Transitions➪Dissolve➪Cross Dissolve.

The Video Transitions submenu has transitions galore. Subcategories
include dissolves, irises, wipes, and lots more, but for now, stick with
the basic Cross Dissolve. Final Cut Pro responds by placing a transition
over the edit point between the two clips (refer to Figure 12-1).

4. Play the transition on the Timeline.

Figure 12-1:
A transition
in progress.
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If you have a Mac with a newer G4 processor, and if you’re not watching
video through a television that’s hooked to a DV camera, you should be
able to play the transition in real-time. Place the Timeline playhead
before the transition and press the spacebar so that you can see the
transition play in the Canvas window.

If you’re using a Mac with a G3 or an older G4 processor, you may have
to render (or process) the transition before playing it. (Final Cut Pro
warns you by drawing a thin red line over the transition on the
Timeline.) To render a Cross Dissolve, click the transition on the
Timeline to select it and then choose Sequence➪Render Selection (or
just press Ô+R).

Looking at the Many Ways 
to Apply Transitions

Final Cut Pro usually offers more than one way to accomplish a task, and
transitions are no exception. This section describes some alternative meth-
ods you can use to apply transitions.
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Understanding unused frames
All transitions have one thing in common: han-
dles. Handles are the extra frames (outside the
In and Out points of the selected clip) that you
need at the end of one clip and the beginning of
the next clip for a transition to work.

A transition takes a specific amount of time to
unfold. (The Final Cut Pro default for all transi-
tions is 1 second — about 30 frames.) If one clip
disappears over the course of 1 second while
another appears during that same 1 second, the
transition involves a total of 60 frames — 30
frames from the outgoing clip (the earlier clip on
the Timeline) and 30 frames from the incoming
clip (the following clip). When the transition is
half a second, you need the same amount of
time present at the ends of both clips as extra
frames for the transition. (Note: Final Cut Pro
always tries to create a transition with all the

extra frames that are available to it. When the
transition doesn’t have enough extra frames
available, Final Cut Pro shortens the transition.)

The way to deal with handles is to always leave
enough extra footage (frames outside the clip’s
In and Out points) so that you have a handle.
The simplest way to leave handles on clips is to
use the Viewer window to mark the In point a bit
into the clip (as opposed to the first frame of the
clip) or mark the Out point a few seconds ear-
lier than the end of the clip. You don’t have to
create handles at both the beginning and end of
a clip — just the part of the clip you want to
incorporate into a transition. You can also
create handles by trimming clips after they’re
on the Timeline. (Refer to Chapters 7 and 9 for
more information about trimming from the
Timeline.)



Dragging transitions from the Browser 
to the edit point on the Timeline
One of the quickest ways to create a transition is to drag the transition from
the Browser to the edit point — the place where your two clips meet on the
Timeline. Just follow these steps:

1. In the Browser, click the Effects tab to display the Final Cut Pro
effects, grouped by category into bins.

2. Click the small triangle next to Video Transitions, for instance, to see
all available transition families (also in bins); see Figure 12-2.

3. Open a transition bin, and drag a transition to an edit point on the
Timeline (in other words, the place where two clips meet).

If you hate to dig through all those bins each time you want to find your
favorite transitions, drag the transitions to the Favorites bin in the Browser
(or anywhere else in the Browser, for that matter). Final Cut Pro makes a
copy of the transition in this new location and leaves the original where it
belongs. Now, you can use this copy and not jump through as many hoops
each time you need a transition.

Using the keyboard shortcut
You can apply the Final Cut Pro Cross Dissolve transition (which is consid-
ered its default transition) with a keyboard shortcut. What could be simpler?
Just follow these steps:

Figure 12-2:
The Effects

tab on the
Browser

window tab
stores all

transitions.
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1. Select the edit point on the Timeline where you want to add a transition.

2. Press ÔÔ+T (T for transition, of course).

Copying and pasting a transition
You can copy and paste a transition from one edit point to a new edit point
you have prepared. This method is handy if you have a custom transition at
the second edit point and want to apply it at the 20th edit point in the
sequence (I tell you more about custom transitions later in this chapter). To
copy and paste a transition, follow these steps:

1. Make sure that you have handles at the new edit point!

If you’re not sure what handles are, see the sidebar “Understanding
unused frames,” earlier in this chapter.

2. Click an existing transition on the Timeline to select it, and then press
ÔÔ+C to copy it.

3. Move the Timeline playhead to the exact position between the two
clips where you want to copy the transition.

The Final Cut Pro Snapping feature can be very helpful at this point
because it automatically (when you click the Timeline) selects the near-
est edit point for you. To toggle snapping on and off, press N. Or, press ↑
and ↓ to jump the Timeline playhead between clips.

4. Press ÔÔ+V to paste the transition.

Alternatively, you can Option+drag-and-drop the transition from one edit
point to another to make a copy of the transition in the new location.

Editing Clips and Adding Transitions
In Chapter 7, I explain how to insert or overwrite a clip from the Viewer
window to the Timeline. You can also perform these edits while automatically
adding the default Final Cut Pro transition (the trusty Cross Dissolve) to the
clip you’re editing, without having to manually apply the transition. Follow
these steps to edit two clips together and, in the process, perform an insert
edit with a transition:

1. Locate a clip in the Browser and double-click the clip to load it into
the Viewer.

2. Set both an In and an Out point in the clip.

Remember that you can press the letters I and O to set the edit points.
Make sure that Final Cut Pro has enough extra frames past the Out point
to accommodate the transition time.
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3. To add this clip to the Timeline, drag the clip into the Canvas window
(while still holding down the mouse button) and choose either an
Overwrite or Insert edit from the context menu that appears.

Final Cut Pro either inserts or overwrites your clip to the Timeline.

Note that you can also drag the clip directly into the Timeline, but make
sure that you have positioned the Timeline playhead at the end of the
edited clip. The playhead must be positioned right after the clip you just
edited.

4. Locate a second clip in the Browser and double-click the clip to open
it in the Viewer.

5. Set In and Out points for your second clip in the Viewer.

Make sure that Final Cut Pro has enough extra frames before the In point
to accommodate the transition time.

6. Drag the clip from the Viewer to the right side of the media area in
the Canvas window.

Final Cut Pro reveals a set of options, as shown in Figure 12-3.

7. Drag the clip into the Canvas window (while still holding down the
mouse button) and choose Insert with Transition from the context
menu that appears.

You can also choose to overwrite the clip. Either way, Final Cut Pro adds
the clip to the Timeline, but with a Cross Dissolve already attached at
the beginning of the clip, so the clips transition seamlessly with each
other.

Figure 12-3:
Dragging a

clip to the
right side of
the Canvas

window
reveals

overwrite
and insert

options.
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Rendering Transitions
After you’ve placed a transition on the Timeline, you may have to render it
before you can see the results. Rendering is the process by which Final Cut
Pro calculates how to create an effect, such as a transition, and then writes a
new video clip (which incorporates the new frames that the transition uses)
to the hard drive. A thin red line over any clip on the Timeline’s Render
Status bar (refer to Chapter 8) indicates that the clip needs rendering.

However, you may never see that little red line over a clip because Final Cut
Pro 4 has introduced a new technology named RT Unlimited, which offers a
whole new way of showing real-time previews of transitions and other effects.
(With this technology, no rendering is required — at least until you’re ready
to export your final movie or record it to tape.)

RT Unlimited is discussed more fully in Bonus Chapter 1 on this book’s com-
panion Web site; however, understanding the render settings for working with
transitions is particularly useful. Begin by checking to see whether the render
bar over your transitions is a thin red, green, or gray line. If the line is red, you
need to render the transition first or switch from Safe RT to Unlimited RT by
selecting the latter from the RT drop-down menu in the upper-left corner of
the Timeline window (refer to Chapter 8). When Unlimited RT is activated, the
render bar above the transitions changes to orange, indicating that you can
watch a preview, although the software may drop frames on slower machines.
A green or gray line means that you can preview a transition without render-
ing or switching settings.

At any rate, using Unlimited RT can spare you from ever rendering another
transition for preview purposes (to see how it looks as you experiment with
its duration or other factors). If the real-time preview of a transition isn’t
playing smoothly or it appears too blurry, you may want to render the transi-
tion to see it at its best quality level. The remainder of this section discusses
how to render a transition the old-fashioned way.

Rendering a single transition
To render a single transition on the Timeline, follow these steps:

1. Select the transition on the Timeline.

Use the Selection tool (it’s on the Tool palette) to select the transition.

2. Choose Sequence➪Render Selection➪Both from the main menu.

You may also choose Sequence➪Render Selection➪Video if you’re not
concerned about any audio effects or transitions. It’s often easier,
though, to get in the habit of rendering both audio and video, in case
any changes in either one could affect smooth playback.
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Alternatively, you can press Ô+R.

The rendering process begins, and a Render Status bar shows you the
progress. Click Cancel on the status bar or press Esc to cancel the 
rendering.

Rendering all transitions in a range
If you have lots of transitions in a sequence, you may want to render them all
at one time rather than process them individually. By following these steps,
you can render everything in the sequence at one time after you finish apply-
ing transitions:

1. Select or open a sequence in the Timeline window.

2. Choose Sequence➪Render All➪Both from the main menu.

You can also press Option+R to begin rendering everything on the
Timeline.

If Final Cut doesn’t render your transitions, you may need to give it a bit more
guidance. Check the color of the line that appears above your clip on the
Timeline’s Render Status bar (it’s probably green or orange). Then, choose
Sequence➪Render Selection or Sequence➪Render All and make sure that the
same color is checked on the Render menu. By doing this, you’re telling Final
Cut not to ignore clips that fall into certain render classifications. Now, try to
render your transitions again, and they should render right away.

Modifying Transitions
After rendering and previewing a transition, you may decide to change it to
suit your needs. Final Cut Pro enables you to modify transitions in numerous
ways. You can change the duration of transitions, alter their alignments with
respect to the edit point, or simply move them around.

Changing the duration of a transition
You can use several methods to modify the duration of a transition. One of
the most common methods is described in these steps:

1. Control+click the transition on the Timeline.

Make sure that you’re clicking the transition itself, not the edit point
between the two transitioned clips.
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2. Choose Duration from the pop-up menu that appears, as shown in
Figure 12-4.

The Duration dialog box appears.

3. In the Duration dialog box, type a new duration and click OK.

Another way to change the duration of a transition is to simply drag the ends
of the transition (as shown on the Timeline) to change its overall duration, as
follows:

1. On the Timeline, click and drag either end of the transition.

A timecode pop-up tip appears, as shown in Figure 12-5.

2. Drag the edge of the transition, and watch the timecode change.

With a little practice, you can change the duration of fades on the fly.
What’s really cool is that Final Cut Pro displays the results of this cus-
tomization in the Canvas window as you drag.

If you find that Final Cut Pro doesn’t allow you to make longer transitions, it
may be because you don’t have enough unused frames on either side of your
edit points. Before adding clips with transitions to the Timeline, make sure
that you set In and Out points for your clips in the Viewer with enough
frames on both sides to accommodate longer transitions.

Figure 12-5:
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Changing the alignment of a transition
By default, Final Cut Pro centers transitions on an edit point between two clips.
That is, the transition straddles the edit point equally on both sides — half the
transition on the outgoing clip and the other half on the incoming side.

However, after you’ve placed a transition and previewed it, you may want it
to occur earlier or later. For example, you may want the transition to start
immediately after an edit point rather than occur squarely in the middle of
the edit. On the other hand, you may want a transition to begin and end
before it even reaches the edit point between two clips. Fortunately, Final Cut
Pro allows you to quickly change the alignment of a transition so that it
occurs immediately before or after an edit point.

You can change the alignment of the transition by following these steps:

1. Control+click a transition, and choose Transition Alignment from the
pop-up menu that appears.

Make sure that you’re not clicking the edit point between the two transi-
tioned clips.

2. Using the submenu that appears, choose to either start, center, or end
the transition on the edit point between the two Timeline clips.

Figure 12-6 shows the method of transition-alignment selection and its
results.

Figure 12-6:
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Moving transitions
In Final Cut Pro, you can move a transition from one edit point to another.
This process removes the transition from the first edit point and moves it to
the new one. If you have a transition at the next edit point, Final Cut Pro
replaces the transition. To move a transition, click and drag it from its cur-
rent location to the new edit point.

Note that you can even align the transition to center, end, or start on the edit
point. As you drag the transition to the new edit point, you can feel the tran-
sition snap to the edit point (center, beginning, or end).

Replacing and removing transitions
Many times, you may be unhappy with your choice of a transition. In that
case, you can easily replace the current transition on the Timeline with
another one. Final Cut Pro keeps the duration of the preceding transition as
well as the alignment to the edit point and simply applies a different type of
transition. To replace a transition, follow these steps:

1. On the Timeline, select the transition you want to replace.

Use the Selection tool to select the transition. The Selection tool is at the
top of the Tool palette, to the right of the Timeline window.

2. Choose Effects➪Video Transitions, and select another transition from
the submenu options.

The new choice replaces the older transition. Unhappy with this one
too? Keep replacing it until you get the effect you’re searching for.

If you decide not to use a transition you’ve already applied, just select it with
the Selection tool and press Delete. It’s simple!

Fading In and Out
Fading into or out of a clip in Final Cut Pro couldn’t be easier. You can use a
transition at one end of the clip, which automatically creates a fade-in or
fade-out. Although you have other options to fade in and out of a clip, the
transition that’s most commonly used for this purpose is Cross Dissolve.

To fade into or out of a clip, follow these steps:

1. Locate a clip in the Browser and double-click the clip to load it into
the Viewer.
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2. Set an In and an Out point in the clip.

3. Drag the clip from the Viewer onto a video track on the Timeline.

Make sure that no clip is adjacent to this clip on either its left or right
side. The clip must not touch any other nearby clip on the Timeline.

4. Drag a Cross Dissolve transition from the Effects tab in the Browser
window, and drop the transition at the beginning of the clip (see
Figure 12-7).

This step gives you a fade-in from black into the clip.

5. Drag another Cross Dissolve transition from the Effects tab in the
Browser to the end of the clip.

This step gives you a fade-out to black from the clip.

6. Preview the transition. (You may need to render it if your Mac isn’t
generating a real-time preview.)

You have just created, as shown in Figure 12-7, a fade-in and fade-out for
the clip. Remember that you can increase or decrease the amount of
time that these fades last by clicking the ends of the Cross Dissolve and
dragging to make them longer or shorter.

When you’re creating a fade-in or fade-out, click and drag the transition from
the Browser to a clip’s edit point on the Timeline and then press Ô to force
the transition to be placed at the start or the end (whichever you’ve chosen)
of a clip’s edit point. This way, you don’t have to precisely position the transi-
tion yourself — Final Cut Pro does it for you.

Saving and Organizing 
Custom Transitions

You soon find that you use certain transitions more often than others. In
addition, these transitions often have different durations than the 1-second
timespan that Final Cut Pro offers by default.

Figure 12-7:
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and out on a
clip on the

Timeline.

268 Part IV: Adding Pizzazz 



Using the following steps — assuming that you have a few transitions on the
Timeline that have been modified to your preferred duration — you can save
transitions and rename them as you see fit:

1. Drag the Effects tab out of the Browser window so that it’s a separate
window.

2. Press ÔÔ+B to create a new bin in the Browser window.

3. Name this bin something intuitive (Custom Fades, for instance) by
clicking it once to highlight it and then clicking a second time to edit
its name.

4. Drag and drop the new bin into the Favorites bin in the now-separate
Effects window.

5. Drag a transition from the Timeline where you applied it into the new
bin you just created.

This step saves the name of the transition as well as its duration.

6. Rename the transition according to its purpose so that you can
remember what it does.

To rename the effect, double-click its name and type a new name for it.
Editors commonly rename transitions to indicate their duration as well.
For example, Cross Diss10fr means a Cross Dissolve with a 10-frame
duration.

Using the Transition Editor 
to Customize a Transition

The Transition Editor window provides a number of tools and options for
more precise control over transitions. These customizing features increase in
number, depending on the complexity of the transition you’re using. The
advantage is obvious: You can set up a special transition for repeated use
(maybe a 3D-cube spin for a short commercial or a precise type of Cross
Dissolve for a movie project) and then save it for repeated use.

You can load a transition into the Transition Editor window (see Figure 12-8)
in one of two ways: by double-clicking a transition on the Timeline or double-
clicking a transition on the Effects tab of the Browser window. Each method
allows you to change and modify transitions. However, when you double-click
a transition from the Timeline, you modify only that existing transition on
that particular sequence; you don’t modify all transitions of that type.
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The following list presents some tasks you can accomplish in the Transition
Editor window:

� Change the duration of a transition: Enter a new duration in the time-
code field in the upper-left corner of the Transition Editor window (refer
to Figure 12-8).

� Drag a transition: Using the Drag Hand icon, you can either drag the
transition into the Timeline to apply it to a edit point or drag it back to
the Browser into the Favorites bin, which is on the Effects tab.

� Reverse a transition: Click Reverse to switch the direction of a transi-
tion from forward to backward.

� Change the start and end percentage: Use the Start and End sliders to
change the starting and ending percentages of a transition. This method
is especially useful during some wipes in which you may want the transi-
tion to start out at 50 percent (halfway through the transition) rather
than at 0 or end at a value other than 100 percent.

� Change the edit point around a transition: For instance, you can drag
at the ends of the two clips that are shown in the window and change
the location of the edit point between the clips. The transition automati-
cally moves to the new location of the edit point.

� Change the alignment of a transition: Click the Start on Edit, Center on
Edit (the default selection), or End on Edit button at the top of the
Transition Editor window to modify the alignment of a transition.

Duration time code

Start slider

Transition bar

Playhead

Alignment buttons Recent Clips menu

End slider

Reverse button

Drag hand

Figure 12-8:
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Chapter 13

Adding Text to Your Videos
In This Chapter
� Choosing the right font

� Creating a title with a generator

� Superimposing titles and text over video

� Customizing text on the Controls tab

� Understanding how to use text generators in video

� Using LiveType to create animated titles

� Placing titles and text that were created outside Final Cut Pro

Final Cut Pro has always allowed you to create text for all kinds of occa-
sions. You could create title cards to open and close your movie, and you

could create captions, subtitles, and logos to superimpose over video. You
could animate crawls, which are like the running news ticker tape at the
bottom of a news broadcast, or scrolling credits. You could go conservative
with any of these features, by playing it cool with respectable typefaces, or
you could create treatments so wild that they would make your eyes hurt.

Now, thanks to the new LiveType application included with Final Cut Pro, you
can create titles that dance and move unlike anything you have ever seen.
The LiveType text pulses with energy and can add excitement to any produc-
tion. You can also quite easily create high-quality animated titles, which were
previously the domain of graphics experts, using complex software.

What you do with your text and the tools that are included with Final Cut Pro
depends entirely on your vision. This chapter is designed to show you how to
accomplish that vision.

Formatting Text for Display on a TV
One of the first things you should know about text and titles for your videos
is that, because computer monitors and TV sets work differently, text that
looks good on a Mac monitor (or liquid crystal display (LCD) screen) may not



look so hot when displayed on a television set. This situation isn’t important
if you never expect your video to be seen on a TV. This may be the case if, for
example, you’re making videos just for your Web site or for a CD. However, if
you expect someone to watch your movie on a TV, you should keep a few
things in mind. I cover these items in the following sections.

If you expect your movie to end up on a TV, make sure that you test and pre-
view on a TV all the text you’re creating, to ensure that everything looks
good. (Refer to Chapter 2 for details about how to connect a TV to your Mac
via FireWire.)

Selecting the right font size
Tiny print doesn’t cut it in video. Small print, whether it’s used for closing
credits or the fine print of a copyright notice, may look good on your Mac’s
screen but ultimately appears fuzzy and illegible on a television because a TV
screen’s resolution isn’t good enough to clearly display the thin lines that
make up small text. (See the following sidebar, “Text can look bad on a TV but
good on a computer,” for more information.) How do you know what font size
works well? Selecting font size is as much art as science, so, unfortunately, I
can’t give you any hard-and-fast rules. Fonts vary in size among typefaces.
Saying that 12 points is the smallest size font you should use isn’t necessarily
true for all font typefaces; you may be able to get by with 10 points in some
fonts. However, I don’t recommend going much below 10 points, regardless of
the typeface. The bottom line is to test small font sizes on a decent TV before
you commit to using them.

Avoiding thick and thin
For best results on a TV, try to avoid fonts that have thick and thin parts in
each letter. For example, take a closer look at the Cheltenham font — the font
face you’re reading right now. Look at the letter O, and notice how its vertical
lines are thick but the horizontal lines that form the top and bottom of the
letter are much thinner.

In addition to having thicker and thinner parts of letters, the Cheltenham font
has little turns, or serifs, such as those at the ends of the top of a capital T.
Fonts with these little curlies at their ends are called by their family name:
serif fonts. The narrow lines of the serifs on these fonts can buzz (flicker) or
disappear on a television (at least at smaller font sizes). For example, the e
may look like a c or an o. Sans serif fonts, such as Arial, Helvetica, and Futura,
don’t have these serifs (sans means without); therefore, these fonts are easier
to read on a TV. For easy readability, stay with the sans serif family of fonts.
In fact, a proverbial Cult of Helvetica exists in the television business. This
cult is made up of people who use nothing but endless variations on the
Helvetica font. Hey, it works!
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Using textures and colors sparingly
As you can see, Final Cut Pro and LiveType give you the capability to do
some amazing things with a font typeface, such as create bizarre shapes or
apply colored, patterned textures to the lines that make up a font. (You can
also use LiveType to make fancy, animated type for your videos.) However,
when these effects are viewed on a TV, you can run into the same buzzing
and legibility problems that occur with a serif font: Thin, precise lines may
fuzz out, bright vibrant colors may buzz, and darker colors may seem to dis-
appear when they’re superimposed over video that’s also on the darker side.
The key, again, is to view the final output on a TV monitor so that you know
that you’re safe!

To avoid flickering artwork on final video output, avoid using artwork with
lines thinner than 1 pixel. If you’re using Adobe Photoshop or Illustrator files,
be sure to make the lines in the artwork about 2 to 3 pixels thick.
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Text can look bad on a TV but good on a computer
TVs and computer screens (both monitors and
LCDs) work differently. Standard NTSC video
images, the video signal that’s used for North
America (it’s PAL in Europe), are made up of hor-
izontal lines (scan lines) that are drawn across
a screen at a very high rate of speed. Scan lines
create a video frame on the screen about every
1⁄30th of a second. (Technically, the frame rate for
NTSC video is 29.97 frames per second.)

When a computer displays an NTSC image, it
shows all the scan lines that make up a frame
of video together — in one fell swoop. When a
television set shows an NTSC video frame, how-
ever, it creates the frame by quickly displaying
two semiframes, called fields; the TV flashes
one field for 1⁄60th of a second and then flashes
the next field for 1⁄60th of a second. Each of these
two fields that make up a frame are slightly dif-
ferent. One shows only the odd-numbered scan

lines that make up an image (lines 1, 3, 5, and so
on), and the other shows the even-numbered
lines (2, 4, 6, and so on). These two fields are
said to be interlaced; it’s like their even- and
odd-numbered scan lines are laced or meshed
together to create an image. Your TV flashes
these two fields so quickly that your eye and
brain can’t tell the difference and accepts them
as one frame.

In fact, these two interlaced frames don’t match
up perfectly. The brightness and position of the
lines vary slightly, which isn’t a problem when
the screen displays a large object. A thin line,
however, which is what small text is made up of,
doesn’t fare so well. Because of those fields,
small text can appear to vibrate or buzz, espe-
cially in the case of a light vertical line on a dark
background.



Getting Started with a Text Generator
The first step to building a simple text title is to select a text generator for the
text clip. In Final Cut Pro, a text generator is the main tool for creating text. A
generator is just like any effect, except that unlike an effect, which can be
applied only to a clip, Final Cut Pro treats the generator like a clip. Final Cut
Pro can add the generator to the Timeline like any other media you have.

Final Cut Pro offers a number of text generators that do different things, such
as create static text and create scrolling or crawling text. I cover those topics
shortly, but the important thing to know now is that you can select a text gen-
erator in one of the following ways:

� Generator pop-up menu: You can choose a text generator from the gen-
erator pop-up menu that’s in the lower-right corner of the Viewer window
(see Figure 13-1). When you make your choice, the text generator you
choose opens into the Viewer (like any other clip opens into the Viewer),
and you can then edit the text.

You can also find text generators in the Effects tab.

Select a generator from the Text submenu.

Figure 13-1:
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� Effects tab: Alternatively, you can locate the text generators on the
Effects tab of the Browser. Click the Video Generators bin to open it, and
in the Text bin, double-click the text generator of your choice to open it
in the Viewer. (You can also drag the text generator from the Browser’s
Effects tab directly into the Viewer, and then edit the generator’s text.)

Creating Text with Final Cut Pro
The best way to get a feel for how to create text is to look at the process from
start to finish. This section explains how to choose the most common Final
Cut Pro generator, open it in the Viewer, and use the Viewer Controls tab to
tweak the text to your liking. I then describe how to apply the text to the
Timeline in two different ways so that the text appears over a solid-colored
background (good for opening title cards) or is superimposed over a clip of
video (good for captions and subtitles, for instance).

If you mess up any of these steps, don’t worry about it! You can always undo
an action by pressing Ô+Z.

Creating text and adding it to a video
The following steps use the Final Cut Pro generator called Text, which is the
quickest, easiest way to get basic, static text up on the screen. However,
these steps work the same way if you want to apply other generators, which I
look at in the section “Touring the Text Generators” later in this chapter.

1. Open the Viewer window by choosing Window➪Viewer from the main
menu.

You can also press Ô+1 to open the Viewer.

2. Click the Effects tab in the Browser window.

3. Twirl down the small triangle next to the Video Generators bin, and
open the Text sub-bin, which contains the text generators.

4. Double-click the generator named Text (which looks like a small clip
with some color bars on it) to open it in the Viewer.

After you open the Text text generator in the Viewer, you can see white
text that reads SAMPLE TEXT on the Viewer’s Video tab; the Viewer
window also sports a new tab titled Controls.

5. Drag the Viewer Controls tab outside the Viewer so that it opens in its
own window (the Control tab, which is originally a part of the Viewer
window, is shown in Figure 13-2).
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This new Controls tab window lets you type text and edit it, but the
Video tab in the Viewer is where you see what the text actually looks like
while you finesse it. By dragging the Controls tab outside the Viewer (so
that it’s in its own window), you can tweak the text and see it displayed
in the Viewer’s Video tab at the same time.

6. On the Controls tab (now in its own window), replace SAMPLE TEXT
and make changes to your text.

To do so, highlight SAMPLE TEXT in the Text field on the Controls tab
window and replace it with your own text. For example, you may want to
type The End.

7. Tweak the other settings on the Controls tab, if you want.

The other settings in the Text text generator Controls tab work like a
basic word processor. For example, you can change the font by using the
Font pop-up menu. You can also change the location where your text
appears on-screen by clicking the Origins cross hair in the Controls tab.
Your mouse pointer becomes a cross-hair symbol, and you can then click
anywhere in the Viewer window to reposition your text at that spot. See
the section “Understanding the options on the Controls tab,” later in this
chapter, for details on modifying these settings and many more.

Figure 13-2:
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Unfortunately, the Achilles heel of the standard Final Cut Pro Text text
generator is that it doesn’t let you apply different settings to different
parts of the text. All the text has to be the same font, size, and style. For
more advanced text effects, check out the LiveType application, in the
section “Creating Titles with LiveType,” later in this chapter.

When you make changes, you should see them reflected in the Viewer
Video tab. If not, click the Viewer window once, and this should wake it
up so that it shows changes while you make them. Then go back to the
Controls tab window and tweak away!

8. Change the duration of the generator’s text.

By default, all generators create a clip of text that lasts for 10 seconds
(after you add the generator’s text to your Timeline). To change this set-
ting, highlight the timecode in the Duration field (located in the upper-
left corner of the Viewer Video tab) and type a new duration, such as
5:00 for a duration of 5 seconds. Of course, after you place your text on
the Timeline, you can also adjust the text clip’s length by dragging the
clip’s edges, just like any other media clip.

9. Move the generator’s text to the Timeline to superimpose it over an
existing video clip or to make the text appear over a black back-
ground, as follows:

• Superimposed over video: To superimpose the text clip over a
video clip (for example, to display the name of a person who is cur-
rently on camera), first move your video clip to the Timeline,
making sure that the Timeline playhead is over this clip. Next, drag
the generator’s text from the Viewer to the Canvas window, and
then select the Superimpose option from the Edit Overlay that
appears over the Canvas. The Superimpose edit places the text in a
new video track, above your video clip. What’s more, Final Cut Pro
automatically adjusts the duration of your text to match that of the
underlying video clip. Figure 13-3 shows a text clip superimposed
in the Timeline over a video clip.

• Appearing over a black background: If you want the text to
appear over a black background (for instance, if you’re designing
an opening title card), you can drag the text from the Viewer Video
tab down to a video track in the Timeline.

10. If necessary, render the text and play it on the Timeline.

If Final Cut Pro is set up for real-time previews of effects (see Bonus
Chapter 1 on this book’s CD for more details), you don’t have to render
the text to play it. If you see a thin, red bar drawn over the text genera-
tor clip in the Timeline, the text clip needs rendering. Select the text gen-
erator clip on the Timeline, and then choose Sequence➪Render➪Both
from the main menu. After Final Cut Pro completes the rendering, place
the playhead just before the text generator clip in the Timeline and
press the spacebar to play through the text.
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If Final Cut Pro is set up to show real-time previews of text without ren-
dering, the Timeline shows a thin, green bar over the text clip. The text
quality you see playing from the Timeline may seem a bit soft or other-
wise rough because Final Cut Pro is showing you a lower-resolution pre-
view of the text. When you finally print the movie to tape or export it to
a QuickTime digital file (see Chapters 17 and 18), Final Cut Pro renders
the text. To see how clearly the text clip appears when it’s rendered,
select it on the Timeline and choose Sequence➪Render➪Both.

11. Make further adjustments to the text generator by double-clicking it
on the Timeline.

Like any clip, the generator opens in the Viewer window, and you can
use its now-familiar Controls tab to make tweaks.

After altering any of the text generators, you can drag the text from the
Viewer Video tab back to the Browser and rename it in the same way you
would rename any old clip. (This way, you have a copy of the clip to apply
elsewhere in the project.) Later, you can drag this text as many times as you
like into the Timeline. This approach is handy when you need to reuse the
same title more than once.

Figure 13-3:
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Understanding the options 
on the Controls tab
After you open any text generator in the Viewer window (see a rundown of
the different generators in the section “Touring the text generators,” later in
this chapter), the Controls tab appears in the Viewer. On the Controls tab,
you can find the various options you can tweak for that text generator.

Discussing each setting for every text generator is beyond the scope of a 
For Dummies book, but that’s okay because many of the controls are common
among all the generators, and they’re pretty intuitive as well. The following
list outlines some of the most common settings you see when you’re using
the Final Cut Pro text generators:

� Text: The Text pane in all text generators contains the text SAMPLE TEXT
by default. To add your own text, highlight the default text and then type
the new text you require. Some text generators, such as Lower 3rd, have
two separate areas for text entry: one for the top line and one for the
bottom.

� Font: Select the font from the drop-down list. Final Cut Pro uses all the
TrueType fonts that are loaded in your system. (Again, if you have
Adobe PostScript fonts installed on your Mac, you can’t use ’em in Final
Cut Pro. Sorry.) After you select a font from this list, the Text pane
updates the font to show you what the font looks like.

� Size: To select the font size, click in the Size text box and then type the
size (in points). You can also use the slider to change the font size.

� Style: Use the drop-down list to select the style that works for your project.
Options include Plain, Bold, Italic, and Bold/Italic. Italicizing a font is gener-
ally not a good idea for video because it can create flickering on the screen.

� Color: The Color pane offers really cool features, as you can tell by the
detail of the color options shown in Figure 13-4. (Refer to Figure 13-2 to
see where the Color pane is on the Controls tab.) For most video work,
you should avoid highly saturated colors, particularly bright yellow or
red. These colors tend to bleed and do not look very good when played
back on a television or video monitor.

• Eyedropper: The Eyedropper button is right next to the small
drop-down triangle. Clicking the Eyedropper button changes the
cursor to an eyedropper. Click anywhere in the Canvas window
with this Eyedropper tool to select any color you like from the
video that’s displayed in the Canvas. Presto! The color selection is
now in the color swatch to the right of the Eyedropper button back
on the Controls tab. And Final Cut Pro applies this selection to the
text.
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You have the following ways to select the color of your text:

• Color Picker: Click the small, square color swatch that is located
to the right of the Eyedropper tool, and the Color Picker wheel
opens. The Color Picker displays many small squares of various
colors. You can click any color to select it. The Color Picker also
displays the RGB values for the selected color. (RGB values are
numeric descriptions of color that relate to the amounts of red,
green, and blue in that color.) You can modify any of the preset
colors by fiddling with their values. If you happen to know the
values for the color you want, you can type them in the Color
Picker. When you’re finished working in the Color Picker, click OK
to close it.

• Hue, Saturation, Brightness: Not enough options for you yet? Click
the small triangle text to the Eyedropper tool, and down drops a
menu with the HSB sliders. The H stands for hue (or tint), which
changes the actual color, S is for saturation (the intensity of a
color), and B is for brightness. Changing these sliders changes the
color of the small color swatch and gives you direct feedback
about your color choices. Close the menu by clicking the triangle.

� Spacing or Tracking: Spacing refers to the space between the letters.
When you drag the slider to the right, the spacing between the letters in
a word increases. Be careful, however, because you don’t want to move
the slider so far that your audience can no longer make sense of the
words that are crawling across the screen. Note that for tight spacing,
you can type negative numbers in the text box to the right of the slider.
However, some headline fonts bunch up when you use negative values.

� Leading: Leading controls the space between lines of text. You can type
a percentage or use the slider to affect this setting. The higher the per-
centage, the bigger the space between lines of text.

� Origin or Center: You can precisely set where text appears on-screen
(lower-right corner, upper-left, and so on). Click the cross hair in the
Controls tab, and the mouse pointer becomes a cross-hair symbol. Click

Click triangle to reveal HSB sliders.

Eyedropper for color selection

Hue direction

Color swatch

HSB sliders for text color

Figure 13-4:
The Font

Color pane
on the

Controls tab.
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the mouse anywhere in the Viewer Video tab (where you can see your
text) to position the text at that point. (Final Cut Pro centers your text 
at the point.) You can also offset text horizontally and vertically, respec-
tively, by typing values (positive and negative) in the two text boxes to
the right of the Origin cross hair.

� Location: You can choose where you want the text to appear on-screen.
The higher the number, the lower the text is placed on the screen.

� Direction: In the case of a Crawl generator, select either Left or Right
from the drop-down list. Left means that the crawl heads for the left side
of the screen, which is almost always the best option. A crawl that heads
right makes your audience go nuts. In the case of a Scroll, the choices in
the Direction menu are Up and Down, which indicate whether the text
scrolls up or down.

� Auto Kerning: Kinda sounds like the name of a World War I field general,
doesn’t it? When you turn on the Auto Kerning feature by selecting this
check box, the general lines up the characters in an automatic and pre-
cise way so that they’re all nice and tidy. Some fonts don’t respond well
to the general’s commands, so sometimes you may just want to send
him packing.

Note that the Auto Kerning setting affects the Spacing setting as well. If
you have the Auto Kerning setting selected, you can use the Spacing
slider. Turning off the Auto Kerning setting causes the font to use its
default spacing, and the Spacing slider has no effect.
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More handy tips about text generators
Use video filters. You can apply any of the Final
Cut Pro video filters to a text generator. (For
instance, you may add a Wind Blur filter to text to
make it seem out of focus.) See Chapter 14 for
more about filters and how to apply them to clips,
including generators, because hey! they’re 
clips, too.

Animate text. You can animate text (make it
grow bigger and smaller or move all over the
place) by using some settings that are found in
the Final Cut Pro Motion tab and its motion
keyframes. See Chapter 15 for how to animate
clips, including the text generators.

Use only TrueType fonts. Final Cut Pro works only
with fonts in the TrueType format (unless you’re
using the LiveType application, which has its own
format). Mac OS X already ships with a lot of
TrueType fonts built in, but the thousands of fonts
that are in the PostScript format (also known as
Type 1) don’t work. The good news is that if you
have a PostScript font that you just have to use,
you can get a shareware program, such as
TransType (www.fontlab.com), that can con-
vert fonts from one format to another (even
between Macs and PCs).



Touring the text generators
Again, Final Cut Pro offers a number of text generators with different charac-
teristics, purposes, and features to appreciate (and some hazards to watch
out for as well). Some of these may be handy; you may never touch others.
The following sections give you a rundown of all the text generators that are
available in Final Cut Pro and describe their features and benefits.

Crawl
The Crawl text generator in Final Cut Pro produces a line of text that moves
horizontally across the screen. It emerges like a ticker tape from the side of
the screen. In this generator, you can also select the font, size, style, spacing,
color, and vertical location of the text. More details are as follows:

� Typical use: Having text crawl is a common practice on TV news pro-
grams to warn viewers of breaking news. This consists of just a single
line of text crawling across the bottom of the screen from right to left.

� Feature notes: You can do virtually anything with the Crawl text genera-
tor, including all the usual text variations. You can also use it with the
myriad of filters, such as Drop Shadow and Blur.

If you installed the Boris Calligraphy generators from your Final Cut Pro CD,
you also have a supercharged text crawl generator available called Title
Crawl. It’s better than the standard Final Cut Pro Crawl text generator in that
you can apply a deflicker treatment to text, and you can easily set a mask that
lets the text crawl across only part of the screen rather than the whole thing.
The Boris generator also enables you to set a Blend value, which makes text
appear to gently fade in and fade out while it crawls on and off the screen.

Lower 3rd
As the name of this text generator suggests, it enables you to draw two lines
of text in the lower-third portion of the screen. As in most other text genera-
tors, you can select all aspects of the type, including the font, style, size,
tracking, and color. More details are as follows:

� Typical use: This text generator displays text that identifies the name
and organization of a news-feature personality or interviewees in a docu-
mentary. This is a common device that is used during news shows in
which an interviewee is being identified. Of course, as an alternative,
you could also use another text generator and simply change its Origin
value to position it anywhere on-screen.

� Feature notes: Using a bit of a drop shadow when using this text effect
can make the text stand out from the background image. In fact, you
should add a drop shadow to any text you create, unless you’re using
white text over a black background.
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Outline Text
The Outline Text text generator in Final Cut Pro creates an outline around the
letters; for example, you can create black text with a white outline or vice
versa. This generator dresses the text for greater on-screen visibility. More
details are as follows:

� Typical use: Outlining makes text easier to read over a busy background.

� Feature notes: The Outline Text text generator has the basic features of
text-editing software, such as changing the font, the size, and so on.
These features make Final Cut Pro a tool of choice for creating outlined
text. The Final Cut Pro sliders and other tools enable you to create an
outline text clip quickly. Best of all, clip controls for text and line graph-
ics enable you to fill either the text or the outline with an image of a clip
you apply, not just a solid color.

Scrolling Text
The Scrolling Text text generator creates titles that run from bottom to top,
as though on a scroll. You can also flip-flop them to run from the top down.
More details are as follows:

� Typical use: Scrolling is commonly used for displaying credits at the end
of a video.

� Feature notes: The length of the clip to which you apply this text effect
determines how fast the text goes by. When you have long text credits
but the generator you place on the Timeline is only a few seconds long,
the credits flash by. When you have only a few text credits but the
credit’s generator lasts a minute on the Timeline, the credits go by
slowly. You have to experiment with the amount of text and the length of
the text’s clip before you find what works in your project. Layout, spac-
ing, type style, font, and even the color influence the effectiveness and
legibility of the scroll. You have control over all these and more in this
Final Cut Pro text generator. You can also try slowing or speeding the
scroll up a little bit to compensate for the flicker.

Text
We cover this generator earlier in this chapter, so you’re probably familiar
with it. For starters, the Text text generator creates static text in the center of
the screen. (You can adjust the generator’s Origin value to later move the text
to anywhere else in the screen.) Like a full-featured word processor or a good
drawing program, this text generator enables you to control virtually every-
thing about the text, such as the font, size, and color. The only real limitation
is that you can’t mix and match fonts, sizes, or styles together — any settings
you make affect all the text in the generator. If this text generator is too limit-
ing, you can try using an application like BorisFX or the LiveType application,
which is discussed in the section “Creating Titles with LiveType,” later in this
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chapter. Boris’ title tools are superior to many titles created with the Final
Cut Pro built-in titling tools. In fact, you can install the BorisFX tools (which
are included on the Final Cut Pro install disks) and use them exclusively in
place of the text generated by Final Cut Pro.

More details on text generators are as follows:

� Typical use: The Text text generator creates text on-screen between
scenes, like in those reruns of Law & Order or The X-Files.

� Feature notes: You can create beautiful, detailed text by using the
Subpixel feature. (Refer to Figure 13-2 to see this setting on the Controls
tab.) The Subpixel feature in this text generator calculates the text draw-
ing down to a minute and refined (hence, subpixel) level. This type of
calculation is important if the text needs a polished, refined look. The
text takes longer to render when the Subpixel feature is enabled, but it’s
worth it. Don’t miss the Use Subpixel check box, which is at the bottom
of the Controls tab (and easy to overlook). The default view leaves the
check box hidden at the bottom of the Controls tab.

Typewriter
Although typewriters have become boat anchors and doorstops for most
people, they’re still the perfect metaphor for words that are presented one
letter at a time. That’s what this little generator does; it creates one letter at a
time any way you want. More details are as follows:

� Typical use: This text generator mimics an old Teletype machine by dis-
playing one letter at a time on the screen or by splattering letters and
words in a wave. Maybe you’re making a film noir detective film set in
1939 Los Angeles, and you want to indicate the time and place in a style
that’s evocative of the period. You can do this with the Typewriter text
generator. Just keep in mind that getting carried away with this genera-
tor can kill readability.

� Feature notes: The Typewriter text generator defaults to a timing of 10
seconds, which means that the text you type into the generator takes 10
seconds to type onto the screen. Be aware that when you first apply this
generator, you don’t see any text. To see the text move across the
screen, you have to play the effect. Press the spacebar to play the
Typewriter text generator in the Viewer window.

In some instances, you may want to start collecting your favorite titles so that
you can easily apply the same kind of title to different projects. Start by creat-
ing a new Final Cut Pro project, and name it something like Favorite Titles.
Now, whenever you generate a title that you may want to save for later use,
copy and paste the title from the Timeline into your new Favorite Titles pro-
ject. (You can paste it into the Browser window of this new project and orga-
nize the collection of titles into bins.) This way, when you decide to use a
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favorite title, you can just open this Favorite Titles project and then copy and
paste the desired title clip into the new project you’re working on. (Again, you
can paste into the new project’s Browser window or straight to its Timeline.)

Creating titles on colored backgrounds
If you add a text generator to the Timeline without superimposing it on
another clip, the text appears against a black background (as shown earlier,
on the left side of Figure 13-3). To change the color of the text’s background,
you can use another generator, named Color, to create a matte, as follows:

1. Open the Effects window.

You can choose Windows➪Effects from the main menu or click the
Effects tab in the Browser window.

2. Open the Video Generators bin, and then open the Matte sub-bin.

3. Double-click the generator called Color to open it in the Viewer.

4. Set the generator color to the color you want to use as the background
for your text.

Click the Viewer Controls tab, and use the color controls to set the color
you want.

5. Move the generator from the Viewer to the Timeline.

Clicking the Viewer Video tab and then dragging the generator directly
to the Timeline is a quick approach. By doing this, you’re creating a col-
ored matte on the Timeline. (The matte displays just a single color on
the screen.)

6. Move a text clip (containing the title you want) to a track that’s
directly above the matte you just placed on the Timeline.

You’re basically superimposing the title on top of the colored matte.
Refer to the right side of Figure 13-3 to see how two clips look on the
Timeline. Make sure that the text uses a color that works well with the
color of the matte. You can change the text color by following the steps I
outline in the section “Understanding the options on the Controls tab,”
earlier in this chapter.

7. If necessary, render the two clips on the Timeline to see how they look.

Select one of the clips, and then choose Sequence➪Render➪Both from
the main menu.

Rather than superimpose the text over a solid-color matte generator, you
could use a different generator, such as Gradient or Custom Gradient, to
create colored backgrounds that involve a range of custom colors rather
than just one solid color. You can find these generators in the Final Cut
Pro Effects window by going to the Video Generators bin and then look-
ing in the nested Render bin.
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Creating Titles with LiveType
Since the introduction of Final Cut Pro 4 (the precursor to HD), you have not
only the capabilities of quite a competent video editor and text generator, but
also some new applications to make your projects even better. LiveType is
one of these new applications that ships with Final Cut Pro 4 (and HD), and
it’s definitely worth checking out. In fact, you may find it so addictive that
you wouldn’t consider using any other application (including plain-old Final
Cut Pro) to create your video’s titles!

What exactly is LiveType? Well, LiveType is a complete text-generation and 
-animation program that uses a new kind of cool “motion” text called
LiveFonts. Now, rather than select a typically static font, you can choose from
a wide range of font sets that produce interesting movements and fun anima-
tions, or you can even create your own font using its FontMaker utility.
Starting with one of the default sets, you can customize a default font to suit
the needs of your project, or you can assemble your own animation for
manipulating one of your old system fonts or graphic images. For example,
you could import a custom background, choose the Times font, apply a shim-
mering gold surface to it, and then warp it to make it move along a path you
define. The number of things you can do with your text is seemingly limitless!
Hopefully, this type of text-creation package will catch on and other compa-
nies will continue to add to its already large variety of styles and presets.
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Practicing safe text
Home televisions use a cathode ray tube to dis-
play the images of a video. These tubes have a
slight overscan (approximately 10 to 15 per-
cent), where certain items that are closer to the
edges are cropped off and are not seen by the
viewer. The overscan on televisions varies from
one TV to another. Over the years, engineers
have come up with a safety-area grid, which
assures editors that their text isn’t cropped off
on some TVs.

The safety-area grids, called Title Safe and
Action Safe, are available to you via the Final Cut
Pro overlays. To select an overlay, click the Video
tab in the Viewer. Next, choose View➪Show
Overlays (so that the feature is turned on), and
then choose View➪Show Title Safe so that that
menu option is on, too. You see two aqua-colored

rectangles in the Viewer window. The inner rec-
tangle is the Title Safe grid; don’t lay any text out-
side the edge of this inner rectangle. The outer
rectangle is the Action Safe grid; don’t place any
action of importance outside the outer rectangle.
In short, when shooting a video, don’t place a
critical element outside the Action Safe grid; 
otherwise, many home viewers may never see
the critical element.

When laying out titles in Final Cut Pro, be sure to
have these overlays turned on and make sure
that no text is placed outside the Title Safe grid.

One more thing: If you like working with Title Safe
overlays, you can also apply them to the Canvas
window. Just select the Canvas, and follow the
steps I outline earlier in this chapter to turn on
the overlays.



In this section, I demonstrate how to use LiveType (see Figure 13-5) to create a
simple text animation using a few of the presets included with the application.
Although this book cannot possibly cover the entire range of capabilities in
this full-featured program (I already have my hands full with Final Cut Pro!), in
the next section, I demonstrate the range of features that are available in this
powerful and incredibly fun application. By using the following steps as a
guideline for future exploration (and by consulting the Help menu as neces-
sary), you can create text and titles for your videos that are sure to impress
your friends and maybe even a few clients.

Exporting a movie from Final Cut 
Pro to use with LiveType
If you want to use a video clip you created in Final Cut Pro as the background
for a title sequence created in the LiveType application, you first need to
export a movie from Final Cut Pro. This is easy to do by following the steps
below:

1. Select the clip or sequence you want to export by clicking on it in the
Timeline window.

Figure 13-5:
LiveType is

a useful
application
for creating

exciting,
animated

titles.
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Your clip or sequence must already be added to the Timeline for this
export function to work. If you don’t already have a clip or sequence
added to the Timeline, you can do so by double-clicking a sequence in
the Browser or dragging a clip directly to the Timeline or Canvas window.
(You can add a clip to the Timeline in Final Cut Pro in a number of ways,
as discussed in earlier chapters of this book — just choose the one that’s
most convenient for you!)

2. Choose File➪Export➪For LiveType.

3. In the Save dialog box, choose a location for the video you’re exporting.

4. Click Save to begin the export process.

If your video hasn’t been rendered, you may experience a longer wait
while Final Cut Pro renders and writes the video and audio to your hard
drive.

Using LiveType to create a new title
Ready to give LiveType a try? Just do the following:

1. Locate the LiveType application on your hard drive, and click its icon
to launch the application.

2. Choose File➪New from the application’s main menu to create a new
project, or simply use the blank project that opens by default.

You can use a template for your project by choosing File➪Open Template.
The Template Browser should open and present you with a few categories
and a variety of existing templates. Select an option from the Category
window and the Template window. You can also create a new template of
your own by starting with a new project, making modifications, saving it,
and making sure that the .ipr project file is in the appropriate location
on your hard drive (Library\Application Support\LiveType\
Templates).

3. Choose Edit➪Project Properties.

The Project Properties window duly appears.

4. Choose NTSC DV 3:2 (or another video standard, like PAL, depending
on your country of origin) from the drop-down menu, at the top of the
Project Properties window.

The Project Properties window includes a variety of general settings for
size, frame rate, quality, background color, and opacity as well as ruler
and grid settings for layout. If you’re using a preset, you can keep the
preset or tailor the settings to meet your needs.

5. Click OK to accept the new settings.

6. Choose File➪Place Background Movie.
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The Open dialog box appears.

You use the movie clip you exported from Final Cut Pro as the back-
ground for your Live Type project (although you can use any video you
want), and the Open dialog box is there to help you navigate to the clip
you want.

7. Use the Open dialog box to navigate to an appropriate movie file on
your hard drive.

Select a video clip that you have previously created to add texture to
your background. The clip can be a video specially designed for use in a
title sequence, or it can be any video clip that is relevant to your project,
such as a movie you exported from Final Cut Pro.

8. In the Open dialog box, click Open to accept the choice of a back-
ground movie.

9. Create a new track in the LiveType Canvas window by choosing
Track➪New Text Track.

Although many users may use just one track of text in LiveType, you can
create even more complex title sequences by using several tracks of
text. Just perform this step again to create the text tracks you need for
your project. After multiple text tracks have been added, you can follow
the steps for creating individual tracks, and repeat them for each new
text track you have.

10. Click the LiveFonts tab in the LiveType Media Browser window to
select an animated font for your project.

You can also click the Fonts tab to select a more standard font. One cool
feature of LiveType is that you can also work with any PostScript or
TrueType fonts you have on your system. In addition, the Fonts tab is
useful when you decide that an animated font is too lively for your pro-
ject or when you want to customize your own effect.

11. Choose an appropriate font.

12. Click Apply to accept the selection.

13. Enter your text into the text-entry boxes at the bottom of the LiveType
Inspector window.

14. Click the text track in the LiveType Canvas window or its Timeline to
select the text track (it appears in both).

It’s usually easiest to select the text track in the Timeline window at the
bottom. Selecting text in the Canvas window can be tricky, because you
often end up choosing individual letters rather than the entire track. To
select an entire track in the Canvas window, click and drag the mouse to
make a box around the track you want. Of course, selecting individual
letters can be helpful for more advanced use of the application, which
allows you to animate each letter separately rather than just as com-
plete blocks of text.
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15. Adjust the formatting of your text in the LiveType Inspector window.

Several tabs are available in the Inspector window with settings for your
text that you can modify. The main categories are Text, Style, Effects,
Timing, and Attributes. Text includes basic font settings, such as align-
ment, size, tracking, and leading. Style lets you make adjustments to the
shadows and outlines that surround your text as well as the color and
amount of warp, which stretches the text. The Effects tab lists any
effects you apply from the other Effects tab in the LiveType Media
Browser window. (You can test these effects by clicking them in the
Media Browser and adding them by dragging into the Canvas window.)
Finally, Timing allows precise adjustments to speed and duration of the
text track, and Attributes offers settings for the color, opacity, scale, and
color of your text (to name a few).

16. Stretch the text track in the LiveType Timeline window to modify the
duration of the animation.

Grab the ends of the clip in the text track (it’s similar to modifying the
length of clips on the Final Cut Pro Timeline), and expand or contract the
track to suit the length of your title sequence. Note the duration in the
upper-left corner of the Timeline window. You can also move the text track
around by clicking it and dragging it forward or backward on the Timeline.

17. Press the Play button in the LiveType Canvas window to preview your
project.

LiveType automatically generates a RAM preview, which can be pretty
slow depending on the speed of your Mac and the amount of memory you
have installed. To get just a general idea of the animation, you can refer to
the small wireframe (the simple, wire-like outlines that represents an
object or the placement of text) bounding boxes in the upper-right corner
of the LiveType Inspector window, or you can generate a wireframe pre-
view by choosing File➪Render Preview➪Wireframe. You can also render a
preview movie by choosing File➪Render Movie, which is a good way to
check out a more complex animation that quickly eats up RAM.

18. Choose File➪Render Movie to output a finished version of your project.

19. Type a filename for your project in the Save As field of the Save dialog
box.

20. Choose a location for your project on your hard drive.

21. Uncheck the Render Background radio button to create a video of
your text sequence with an alpha channel in place of the background.

One outstanding feature of LiveType is its ability to render title
sequences with alpha channels. By using alpha channels, which define a
transparent layer, you can seamlessly composite your text over a track
of video in Final Cut Pro. By unchecking the option to render a back-
ground along with your titles, you have more flexibility when working
with the clip in Final Cut Pro. For instance, you could choose to replace
the background with another video, or easily add other elements to the
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composite. Of course, if you’re set with the video and text the way it is,
you can select the Render Background option and still use the clip as
part of a Final Cut Pro sequence.

22. Click the Create New Movie File button.

If you have any missing program files, LiveType prompts you to insert
the appropriate disc. After the project is rendered, it should open in a
separate window so that you can view it. After you have rendered and
output your project, you can import it to Final Cut Pro for inclusion in a
Timeline sequence.

Although I have covered in this section a basic method for working with
LiveType, many more capabilities are waiting to be explored. For example,
you can add keyframes to animate your text, making it perform exactly as
you want. Of course, you can also start by checking out all the fun LiveFont
types and effects in the Media Browser window and then creating your own
projects to use your favorites.

Using Titles and Text Created 
Outside Final Cut Pro

You can create titles and text in other programs, aside from LiveType, and
import that text into Final Cut Pro. However, overlaying such text over video
(where the video is shown behind the text) requires special considerations.

Many software packages are available that can help you design cool typeface
treatments, and an entire library of books has been written on creating and
manipulating images in these various programs. One product, Adobe
Photoshop, is recognized as the leader in this field. This program lets you do
some incredible things with typefaces (and logos, not to mention images and
graphics of any sort) that you could never do with Final Cut Pro alone. The
details of working in Photoshop are outside the scope of this book. Refer to
Photoshop 7 For Dummies, by Deke McClelland and Barbara Obermeier (Wiley),
for an excellent guide on the many features of Photoshop.

Working with Photoshop and 
Final Cut Pro

Adobe Photoshop and Final Cut Pro work well together, but they’re still differ-
ent applications. When you move between the two, you may experience some
bumps along the way. Remember the following important points about creat-
ing files in Photoshop and then bringing them into Final Cut Pro:
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� Pixel type: DV video(the Final Cut Pro native format) uses rectangular
pixels — that is, tiny dots of light — to describe an image (remember
that DV video uses 720 horizontal pixels and 480 vertical pixels to
describe a frame of NTSC video), whereas photo and graphics programs,
such as Photoshop, use square pixels. Even though you create an image
in Photoshop that measures 720 × 480 pixels (perhaps to fill a full video
frame), when you import the image into Final Cut Pro, therefore, it looks
distorted because Final Cut Pro converts those 720 × 480 pixels into DV
video’s rectangular pixels (the image was initially designed with square
pixels). Don’t worry, though: A fix is available for this, and I discuss it in
a moment.

� Colors: DV video doesn’t work well with certain colors you may create
in Photoshop, rendering those colors in a way that makes them appear
too bright or washed out. Fortunately, Photoshop displays a yellow
exclamation icon (!) in its Color Picker when the color you select
exceeds the video spectrum that’s safe for DV video. When selecting
colors in Photoshop, avoid this warning by toning down the colors.

� Editability: Final Cut Pro can’t change text and images that are imported
into it from Photoshop (although it does a pretty good job of animating
and reassembling layers). To edit the text and images, you must open
the original files in Photoshop, edit, and then reimport them into Final
Cut Pro.

Preparing Photoshop Text 
for Final Cut Pro

This section outlines how to prepare text files created in Adobe Photoshop
that are headed for a DV video project in Final Cut Pro. As you go through
these steps, bear in mind that the frame size for DV video is 720 × 480 pixels.
But, in Adobe Photoshop, you need to start out working with an image size of
720 × 534 pixels. You need this odd size to prevent Photoshop images (which
use those square pixels) from becoming distorted when you import them into
Final Cut Pro (which, thanks to the DV video format, uses rectangular pixels).

The following list provides you with steps and tips for bringing text that was
created in Photoshop into Final Cut Pro:

1. Create the text as an image in Photoshop. (Refer to Photoshop 7 For
Dummies if you need help.)

The image should have the following dimensions: a width of 720 pixels
and a height of 534 pixels.

2. When you’re finished with your creation, save the file.
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Make sure that you save the file as a Photoshop file, with the .psd exten-
sion. In the Save As dialog box, you can choose Photoshop from the
Format pop-up menu that appears.

3. Make a copy with the same name as the original, and add version 2 or
import to the filename.

You can make a copy by choosing File➪Save As in Photoshop. By enter-
ing a name that’s different from the original file, you’re creating a copy.
Again, make sure that you’re saving the file as a Photoshop file with the
.psd extension.

4. Working with the image copy, choose Image➪Image Size from the
main menu.

The Image Size dialog box opens.

5. Deselect the Constrain Proportions check box.

6. In the Pixel Dimensions area, change the height from 534 pixels to
480 pixels.

Remember these numbers; you need them every time you want to pre-
pare a text in Adobe Photoshop for use in Final Cut Pro.

Figure 13-6 shows the Photoshop file before and after the height change.
In the After state, the Os appear distorted, although importing them into
Final Cut Pro corrects the distortion automatically.

7. Select Resample Image in the Image Size dialog box.

Whoa! Someone flattened the image! Rest assured, though: That’s just
the way it should look now to look good in Final Cut Pro.

8. To make sure that the colors in the Photoshop image look good in
video, choose Filter➪Video➪NTSC.

Figure 13-6:
Before and
after shots
show that

text
prepared 

for Final Cut
Pro looks
distorted.
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You can choose a PAL option if that’s the standard in your country of
origin, or stick with NTSC — which does a good job of limiting many
dangerous colors.

9. Save the file.

Again, make sure that the file is saved with a Photoshop extension
(.psd). If not, do the Save As operation again to add this extension to
the filename.

10. Open the Final Cut Pro project that is to receive the Photoshop file.

11. In Final Cut Pro, choose File➪Import➪Files and then locate the
Photoshop file.

12. In the Choose a File dialog box, select the Photoshop file and then
click Choose.

The Photoshop file is imported into the Final Cut Pro Browser. Use this
Photoshop still as a clip anywhere on the Timeline. Final Cut Pro auto-
matically compensates for the distortion you created in the text, and the
text appears correctly proportioned. However, one of the coolest fea-
tures is that layered Photoshop graphics that are added to the Timeline
in Final Cut Pro have each of their layers automatically placed on sepa-
rate tracks. This makes it possible to animate and position your original
graphic layers any way you want in Final Cut Pro, similar to working in
After Effects or a similar compositing application. Final Cut Pro makes
working with graphic layers almost as simple and fun as working with
multiple video tracks.
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Chapter 14

Special Effects with Filters 
and Color Correction

In This Chapter
� Shooting video that works well with effects

� Going black and white

� Creating a grainy look

� Working with and correcting color

� Fixing and adjusting exposures

� Comparing frames from different clips

� Giving a video a more polished look

� Changing speeds

� Blurring the action

It seems like someone has taken the “special” out of special effects these
days: What was once strange and wonderful on the screen has become

commonplace. For instance, applying a vast array of color filters and treat-
ments to a video was once considered cutting-edge and required the services
of an expensive postproduction shop. Now, you can do it all in spades —
right from your desktop! Indeed, Final Cut Pro hands you a bag of tricks that
would make Houdini green with envy.

In this chapter, I cover the video filters and other tools that are available to
help you create special effects. You can think of a filter as an effect that modi-
fies a clip in some way, such as adding a color or blur to it. You discover how
to use filters to control the look, color, and consistency of a movie. You also
acquire some tricks for enhancing or fixing the color in clips (to create a
mood or to match the look of lighting from one shot to another).

In fact, the word color comes up a lot in this chapter. There’s no doubt about
it: Color is a deep subject, and some people spend their entire lives learning
about it. One cool feature of Final Cut Pro is that it offers tools for controlling
color at many levels without requiring a Ph.D. on the subject. Yet, as easy as



the tools are to use, these same controls and tools can satisfy the expert as
well as the novice. Try out the steps in this chapter on a clip or two, and play
with your new magic wands. Color has never been so easy or just plain fun to
control.

To see your special effects, Final Cut may require you to render them in
advance, depending on your Mac hardware. I give you the steps necessary
for rendering out these effects when necessary, but, if Final Cut doesn’t suc-
cessfully render what you tell it to, see Bonus Chapter 1 on this book’s com-
panion Web site for rendering-related troubleshooting tips (The address for
this site is in this book’s Introduction.)

Shooting Video with Effects in Mind
Before shooting video for a project, try to plan ahead. Think about the look
you want the movie to have before you ever take out your trusty camera. If
you’re doing an artsy short in film noir (that dark, shadowy look that Alfred
Hitchcock and others made so popular in the 1940s), high-contrast lighting
and appropriate camera settings can do much more for the project than any
filter in Final Cut Pro. If you want a high-contrast clip that emphasizes pri-
mary colors for an instructional video for children, for instance, make sure
that you shoot with lots of light. Giving you a rundown of all the considera-
tions for shooting footage is outside the scope of this book, but you can
check out more information in Digital Video For Dummies, 3rd Edition, by
Keith Underdahl (Wiley).

Special-effect video filters and controls in Final Cut Pro can do some amazing
things, but they definitely have limits. Postproduction isn’t the place for turn-
ing lead into gold. If the video is ugly to start with, it may be ugly after you
edit it.

Making a Colored Clip Black and White
A great place to start with this whole color thing is getting rid of it. That’s
right — go black and white. Although many, if not most, cameras now offer the
option to shoot in black and white, this option is rarely used. Why? The color
shot contains so much information that you would be silly not to take advan-
tage of it, even if you plan to drop the color in the postproduction process.

Why go black and white? Removing color is a way to give punch to a video,
resurrect film noir, create a background for a color object or text, or simply
“go retro.” Going black and white is easy to do. Just follow these steps:
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1. In the Viewer window, open the clip you want to convert to black and
white.

You can also double-click the clip in the Browser to load it into the Viewer.

2. In the Browser window, click the Effects tab and then click the small
triangle next to the Video Filters bin.

3. In the Video Filters bin, click the small triangle next to the Image
Control bin to open it.

In the Image Control bin, you can find the Desaturate filter, as shown in
Figure 14-1.

4. Click and drag the Desaturate filter from the Browser to anywhere in
the Viewer window.

The clip immediately becomes black and white because the Desaturate
filter is applied at a 100 percent strength by default. To desaturate means
to take away the color.

5. Click the Filters tab in the Viewer window.

On the other hand, you can drag the Filters tab outside the Viewer
window so that you can make adjustments to the filter while seeing the
effects on the video clip in the Viewer window.

6. Use the Amount slider (refer to Figure 14-1) to set the level of desatu-
ration to your liking.

Placing the slider in the middle creates a value of 0, or no change. Dragging
the slider to the left creates negative values and supersaturates the color
in the clip. If you move the slider all the way to the right (and it has a

Desaturate filter

Figure 14-1:
The

Desaturate
filter

creates a
black-and-

white clip or
sequence.
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numerical value of 100), all the color is removed and only a black-and-white
image remains. Experiment with several values: Sometimes, just removing
a little, but not all, of the color from an image can create a unique effect.

7. Drag the clip from the Viewer to the Canvas window, and drop the
clip on the Overwrite overlay, which appears over the Canvas
window.

Final Cut Pro sends the clip to the Timeline. Alternatively, you can drag
the clip from the Viewer to the Timeline if you feel comfortable with that
approach.

8. Select the clip on the Timeline, and choose Sequence➪Render➪Both.

9. After Final Cut Pro renders the clip, position the playhead just before
the clip on the Timeline and press the spacebar to play the clip.

Getting That Old, Grainy Video Look
Getting people’s attention is hard in a media-crowded world. Not everyone or
every project needs to go high-tech with videos that look like something from
the 22nd century. Some projects make more sense looking old or oddly out of
fashion. A video with a different look — if it fits the video and its message —
can get the right kind of attention from its viewers.

Suppose that an old video you caught on cable TV really inspires you. How
did the video get that gritty, grainy look? Who knows, really, but you can use
the Noise generator in Final Cut Pro to get the same or similar effect. Just
follow these steps:

1. Drag a clip from the Browser to the Timeline into a video track.

(Refer to Chapter 7 if you need a refresher on how to put clips on the
Timeline.)

2. Click the Effects tab in the Browser window.

3. Click the triangle next to Video Generators to open this bin, and then
click the triangle next to Render to open this bin.

In the Render bin, locate the Noise generator.

4. Drag the Noise generator to the track that’s above the clip on the
Timeline.

Generators work just like clips in that you can place them directly on the
Timeline.

5. Drag the ends of the Noise generator so that the clip stretches out to
cover the entire clip or sequence on the tracks beneath it, as shown in
Figure 14-2.
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If the Noise generator on the Timeline track is so long that you have to
scroll to find its start zand end points (which can be disorienting and a
bit time consuming), go back to Step 3 and double-click the Noise gener-
ator from the Browser. Final Cut Pro opens the Noise generator in the
Viewer window (like any other clip), and from there, you can set narrow
In and Out points before dragging the generator to the Timeline.

6. On the Timeline, drag the playhead over the Noise clip.

You see the Noise generator noise in the Canvas window.

7. Double-click the Noise generator clip on the Timeline so that it loads
into the Viewer window.

8. In the Viewer window, click the Motion tab and click the small trian-
gle next to the Opacity setting.

9. Move the Opacity slider, as shown in Figure 14-3, to get the grainy
look you want.

The Canvas window shows this effect as you move the Opacity slider.
Keep moving the slider until Final Cut Pro generates the amount of grain
you want.

10. Select the Noise generator clip on the Timeline, and choose
Sequence➪Render➪Both.

11. After Final Cut Pro completes the rendering process, move the play-
head just before the clip on the Timeline and press the spacebar to
play the clip.

After the Noise generator is on the Timeline, a quicker way to adjust noise
levels is to click the Overlays button (the button that looks like a bar graph),
which is in the upper-left corner of the Timeline window (refer to Figure 14-2)
and then simply drag the opacity line of the Noise clip up and down.

Figure 14-2:
Drag the

Noise
generator

from the
Effects tab

to the track
that’s above

the clip on
the Timeline.
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Changing Colors
Changing the colors in a clip can be very handy and easy. First, a note of cau-
tion: This section is not about color correction. You can find info on that topic
later in this chapter. This section is about giving a colored look to a clip or a
project and about shifting colors to match a particular look and feel. These
tools give you the power to change the color of the sun (really). That washed-
out, golden-autumn look in O Brother, Where Art Thou? isn’t far out of reach.
You can also make an ever-so-subtle change in a clip to warm it or cool it.

I discuss video generator matters and the RGB balance filters in this section.
Later, in the section “Checking Out More Handy Filters,” I tackle a third tool,
the Tint filter, which can help you achieve the look you want.

Using mattes
An easy way to create a color change effect is to simply add a filter, which is
something like a digital version of those tinted plastic color filters that you
may have clamped over the lens of a 35mm camera. But, the Final Cut Pro
filter is much easier to use, and you have all the colors of the rainbow at your
disposal! In Final Cut Pro, a filter can be an effect that alters the clip in some
way, such as adding a sepia tint or a glow to the clip. This type of filter is
called a matte. Specifically, to place a glow over a particular clip, as though
the subjects were in a kind of golden fog, follow these steps:

Opacity sliders

Figure 14-3:
By using the
Motion tab,

you can
modify the
opacity of
the Noise
generator

clip to
create a

grainy look
for a

project.
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1. Drag a clip from the Browser to a video track on the Timeline.

2. Click the Effects tab in the Browser window.

3. Click the small triangle for the Video Generators bin to open it, and
then click the Matte triangle to open the Matte bin.

4. In the Matte bin, find the Color matte.

5. Drag the Color matte to the track that’s above the clip on the Timeline.

Again, generators work just like normal clips on the Timeline.

6. Drag the ends of the Color matte so that the matte clip stretches out 
to cover the entire clip on the track beneath it. (This is similar to
Figure 14-2.)

7. On the Timeline, place the playhead anywhere on the Color matte so
that you can preview the effect.

If you do this, you can later see in the Canvas window any changes you
make to the Color matte.

8. Double-click the Color matte on the Timeline, and then click the
Controls tab in the Viewer window.

9. In the Color Parameters area of the Controls tab, click the triangle to
reveal the color controls, as shown in Figure 14-4.

Eyedropper tool

Click the color swatch to access the Color Picker

Figure 14-4:
Use the

color
controls to

add a
yellowish

glow to the
clip that’s
under the

Color matte.
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Final Cut Pro offers the following ways to select a color:

• Color swatch: You can click the small, square color swatch and
select a yellowish color from the Color Picker selection box that
pops up (refer to Figure 14-4).

• Eyedropper tool: You can click the Eyedropper tool. After the
cursor turns into an eyedropper, you can click any color you like in
the clip, as displayed in the Canvas window. The Color matte then
picks up the color you selected with the Eyedropper tool.

• Sliders: You can use the sliders labeled H, S, and B to alter the hue,
saturation, and brightness settings of a color. You can preview any
changes you make by looking in the square color swatch above the
sliders (refer to Figure 14-4). After you have settled on a color you
like, it’s applied to the Color matte.

10. Click the Motion tab in the Viewer window, and click the small trian-
gle next to Opacity.

11. Move the slider in the Opacity pane until the transparency of the
Color matte is just right.

Note that when the playhead is located over the clips on the Timeline,
the Canvas window shows you an update of the final color effect.

12. Select the Color matte clip on the Timeline, and choose Sequence➪
Render➪Both.

13. After Final Cut Pro renders the clip, position the playhead just before
the clips on the Timeline and press the spacebar to play the clip.

Using the RGB Balance tool
Rather than use a low-opacity matte, you can change the color of any given
part of the spectrum in the video by using the RGB Balance tool. The controls
are precise, and the numbers next to the sliders let you track and record
edits. To change color with the RGB Balance filter, follow these steps:

1. Drag a clip from the Browser to a video track on the Timeline.

2. On the Timeline, drag the playhead anywhere on the clip so that you
can later see a good preview of the effect in the Canvas.

3. Double-click the clip.

This step opens the clip in the Viewer window.

4. Click the Filters tab in the Viewer window.

5. Click the Effects tab in the Browser window.

6. On the Effects tab, click the Video Filters bin to open it, and then click
the Color Correction bin.

302 Part IV: Adding Pizzazz 



7. Find the RGB Balance filter in the Color Correction bin, and drag it
onto the clip on the Timeline.

You can avoid Steps 5 through 7 by choosing Effects➪Video Filters➪Color
Correction from the menu bar and then selecting the RGB Balance filter.
It’s just another way to do things.

8. On the Filters tab in the Viewer, use the RGB balance parameters to
adjust the colors and thus achieve the look you want (see Figure 14-5).

Any video image is made up of three color channels: red (R), green (G),
and blue (B). The red set of sliders, for instance, changes the amount of
red in the highlights (whites), midtones (grays), and blacks of the image.
So, you have individual control of the amount of R, G, or B in the high-
lights, midtones, and blacks. To create a golden glow, increase the high-
lights and midtones for both red and green. Red plus green equals
yellow, and tweaking just the highlights makes the overall look lighter,
giving the clip a sunny yellow feel.

The tiny color sliders can be a pain to use, but they have one redeeming
feature: Those tiny arrows at the ends of each slider enable you to
change the numeric color values one unit at a time. Use the numbers to
keep track of where you were and where you are. If you make a mistake,
use the tiny Reset button at the top (marked with a red X, as shown in
Figure 14-5) to reset everything to the default settings.

9. Select the clip on the Timeline, and choose Sequence➪Render➪Both.

Figure 14-5:
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10. After Final Cut Pro completes the rendering process, position the play-
head just before the clip on the Timeline and press the spacebar to
play and view the clip.

If you have used Adobe Photoshop, you should feel right at home with the
RGB balance controls. The RGB Balance tool in Final Cut Pro is, in many
ways, identical to the Color Balance tool that’s in Photoshop.

Working with Color-Correction Tools
Final Cut Pro gives you surprisingly powerful color-correction tools that were
available only on very high-end editing systems (or from dedicated postpro-
duction shops) only a few years ago. The Final Cut Pro Color Corrector filter,
in particular, is helpful for improving the look of DV video. For instance, you
can use the filter to lighten shots that are too dark and to change orange,
blue, or green tints that were caused by shooting in lighting conditions that
the DV camera wasn’t expecting. (The white balance of a camera usually
needs to be set for shooting in different lighting situations, such as sunny
daylight, cloudy daylight, indoor light, and light cast by fluorescent lights
that are in many offices.)

Keep in mind that the Final Cut Pro Color Corrector can’t make poorly shot
video look perfect. There’s no substitute for knowing what you’re doing with
a videocamera. In other words, make sure that scenes have adequate light
and are exposed properly, and anticipate the kind of light you’re shooting in
by adjusting the white balance of a camera. However, the Final Cut Pro Color
Corrector can push “bad video” into “okay video” territory and can turn
“okay video” into “polished video.”

Before you start, you should view the output on a television or professional
video monitor. (For the details on setting it up, refer to Chapter 2.) An RGB
monitor or LCD display isn’t the best device to base color corrections on
(unless you expect the finished movie to be shown only on a computer — for
instance, a video you may post only on your Web site).

Now you’re ready to get started with some basic color correction. Just follow
these steps:

1. Drag a clip from the Browser to a video track on the Timeline.

2. Position the Timeline playhead anywhere on the clip so that you can
see the clip in the Canvas window.

3. Select the clip on the Timeline, and apply the Color Corrector filter to it.

You can choose Effects➪Video Filters➪Color Correction➪Color Corrector
from the menu bar. Alternatively, you can find the filter on the Effects tab
of the Browser window and drag it to your clip on the Timeline.
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4. Double-click the clip on the Timeline to open the clip in the Viewer.

A new Color Corrector tab appears in the Viewer window.

5. In the Viewer window, click the Color Corrector tab.

The Color Corrector filter defaults to Visual view (as shown in Figure 14-6).
If you find yourself in Numeric view (with just numbers and sliders), click
the Visual button in the upper-left corner.

6. Click the Auto Contrast button for the filter (refer to Figure 14-6).

This step maximizes the range from black to white in the clip, which is
the starting point for any color correction for the clip. Notice that the
Blacks, Mids, and Whites sliders automatically move to achieve the best
overall luminance distribution in the image. An image is essentially
made up of dark tones (blacks), light tones (whites), and tones in
between (grays, or midtones).

If a video clip seems dark, clicking Auto Contrast can make a big
improvement, and you can then fine-tune the clip by further adjusting
the Whites, Blacks, and Mids sliders. For instance, you may increase the
Whites and Mids of a dark image. If the clip gets too washed out,
increase the Blacks slider a bit to compensate.

Select Auto Balance Color button

On/Off check box

Saturation slider Auto-Contrast buttonReset buttons

Figure 14-6:
The Color
Corrector

filter.
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You can quickly compare the corrections against the original, uncor-
rected image by selecting the On/Off check box for the filter (refer to
Figure 14-6).

7. Click the Select AutoBalance Color button.

This button looks like a tiny eyedropper next to the Balance color wheel.

When you select this button, the pointer turns into an eyedropper when
you place it over the Canvas or the Viewer window.

8. In the Canvas or Viewer window, use the Eyedropper cursor to click
an area of the picture that’s supposed to be pure white.

You’re looking for an object that should be pure white (or close) but may
have a color tint because of poor lighting or white balance problems in
the camera. Be careful not to select an overexposed area, such as a high-
light or a white, blown-out light source. Instead, select a well-exposed
surface.

When you click the white in an image (or what you want to be white),
the Color Corrector filter analyzes the RGB mix of colors in areas that
share that color throughout the image and adjusts the center knob of
the Color Balance wheel to offset the mix of colors that are tinting the
whites.

In most cases, you immediately see a change for the better in the whites.
If they were green or bluish, they’re closer to white after this step, even
if they’re not pure white.

9. Tweak the Color Balance and Hue controls to make additional, small
adjustments to color.

Both of these controls effectively let you change certain colors in an
image into new ones. You can adjust the color balance by dragging the
small circle in the middle of the Color Balance dial from the middle area
toward a surrounding color, such as red, magenta, cyan, or green. To
speed the dragging, hold down Ô while you drag across the colors.
Whites become the color you drag toward.

Similarly, you can change the hue (the color of an image) by dragging the
Hue dial to a new color value.

You probably don’t make big adjustments with these tools (unless you’re
going for a completely unrealistic look in the color). They’re more for
nudging color a bit here and a bit there to give it a bit of punch or to
soften it slightly.

In any event, if you make some adjustments you don’t like, you can reset
any changes by clicking the Reset buttons, which are in the lower-right
corners of the Color Balance and Hue controls (refer to Figure 14-6).

10. Adjust the saturation by using the Saturation slider in the Color
Corrector.



You may want to adjust the saturation (which makes colors appear a bit
more vibrant). I find it helpful in some cases — for instance, to bring out
the red in someone’s cheeks or to slightly brighten the color of a shirt or
the blue of the sky. But, be subtle with these saturation adjustments.
Otherwise, the scenes and subjects may appear to glow!

11. To see how the newly color-corrected clip plays, select it on the
Timeline, and choose Sequence➪Render➪Both. Then, after Final Cut
Pro completes the rendering process, position the playhead just
before the clip on the Timeline, and press the spacebar to play and
view the clip.

If you apply a color corrector to a clip and then decide not to use the filter,
you can remove the filter from the clip. Switch the Color Corrector filter to
Numeric mode (click Numeric in the upper-left corner of the Color Corrector
tab), select the filter as it’s listed in Video Filters, and press Delete.

You’re probably wondering why, in the preceding steps, I didn’t address the
Mids controls (the slider in the center). To adjust the Midtones, you usually
need a cinematographer’s gray chip chart, which is a piece of cardboard with
a neutral gray on it. If you didn’t use a chip chart during the shooting
process, leave the Mids controls alone in the Color Corrector.

Selecting and changing 
the color of an object
Although most people use color-correction tools to adjust the overall look of a
video, these tools can be equally effective in altering the color of specific
objects in a scene. This capability can be useful in a number of situations.
Perhaps you just shot a commercial for a client that features a red car.
Unfortunately, the client comes back to you a week later and says that she
wants the car to be purple rather than red. Without adequate color-correction
tools, you would have to reshoot the car, losing lots of time and money in the
process. What should you do in this situation? Let Final Cut Pro come to the
rescue! Using the Color Corrector filter, the Eyedropper tool, and a few careful
adjustments, you can select a colored object and change it to any color your
heart desires.

Follow these steps to select and change the color of an object with the Final
Cut Pro Color Corrector filter:

1. Drag a clip from the Browser to a video track on the Timeline.

2. Position the Timeline playhead anywhere on the clip so that you can
see the clip in the Canvas window.
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3. Select the clip on the Timeline, and apply the Color Corrector filter 
to it.

You can choose Effects➪Video Filters➪Color Correction➪Color Corrector
from the menu bar. Alternatively, you can find the filter on the Effects tab
of the Browser window and drag the filter to your clip on the Timeline.

4. Double-click the clip on the Timeline to open the clip in the Viewer.

A new Color Corrector tab appears in the Viewer window.

5. In the Viewer window, click the Color Corrector tab.

The Color Corrector filter defaults to Visual view (refer to Figure 14-6). If
you find yourself in Numeric view (with just numbers and sliders), click
the Visual button in the upper-left corner.

6. Click the eyedropper tool, under the Limit Effect area of the Color
Corrector window (refer to Figure 14-6).

If the Limit Effect area isn’t visible, click the arrow on the left side of the
screen to twirl down this option.

7. Click in the Canvas window the solid-color object you want to change.

Of course, it’s easiest to choose an object with a unique color that’s not
used in other parts of the same clip. For instance, if you choose a green
shirt in a scene that was shot in the woods, Final Cut Pro selects all simi-
lar colors in the clip, which means that some of the trees become part of
your selection. To preview your selection, you can click the key-shaped
button on the right side of the Color Corrector window to better inspect
the areas of color you have selected. A black-and-white matted image
makes it clear which areas are selected. White sections represent the
color that was selected with the eyedropper tool, and the black sections
represent those areas that are unselected and not affected by changes 
in color.

8. Adjust the Color Selection, Saturation, Luminance, Edge Thin, and
Softening controls to improve the precision of your selection.

Tweak the selection area of the object and color you have selected. The
top set of handles under Limit Effect adjusts the overall color tolerance,
the Saturation controls affect the amount of color in an image, and the
Luminance controls affect the amount of brightness. Edge Thin and
Softening affect the outline of the selected color area to make it more or
less defined. A little experimentation can produce good results.

9. Use the Hue wheel to select a new color, and watch the effect it has in
the Canvas window.

The original color you selected changes to a different color.
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Copying color-correction 
settings to other clips
After you have adjusted a master clip with the color-correction filters to look
the way you want, you should adjust the look of other clips in your sequence
to match the master clip. For instance, if you have dialogue in your movie
between two actors, you probably shot multiple angles to cover the scene.
Switching between these different shots reveals inconsistencies in color and
lighting. That’s why you would copy color-correction adjustment from a
master shot to the other clips you edit. This is where the Copy Filter controls
come into play.

Use the Copy Filter controls in the upper-left corner of the Color Corrector
window (they look like arrows with the numbers 1 or 2 inside) to apply the
same filter to other clips in your Timeline sequence, based on their relative
positions from the clip you have selected. For instance, to apply the effect from
the selected clip to a clip that comes next in your sequence, click the Copy
Filter To 1 Forward button. To copy the filter that was applied two clips before
your selected clip, press the Copy Filter From 2 Back button, for instance.
Other options include Copy Filter To 2 Forward and Copy Filter From 1 Back.

Of course, you can just click and drag the Drag Filter button (the button in
the upper-left corner that looks like a hand grabbing a clip) onto a clip on the
Timeline to apply the current settings to it. If you have a long or complex
sequence, copying filters can seriously reduce the headaches of making
manual adjustments to every occurrence of a clip. To compare frames side by
side, you can also use the Frame Viewer, which I discuss in the section
“Comparing Results with the Frame Viewer,” later in this chapter.

You can easily compare the color-correction effects that are applied to your
clips by using keyboard shortcuts to jump among them. For instance, press-
ing Control+↑ temporarily moves the playhead one edit back to the preceding
clip (until you release ↑), and Control+↓ moves the playhead ahead one edit
to the next clip in your sequence. Other keyboard shortcuts are available for
moving the playhead two edits back (Control+Shift+↑) and forward
(Control+Shift+↓).

Fixing or Adjusting Exposures
Occasionally, you come across a situation in which you aren’t happy about
the exposure of some video you’re working with. (Exposure refers to the
range of bright to dark values in the image.) Perhaps the image is a bit too
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dark (see Figure 14-7) or too bright because the camera operator who shot it
didn’t do a good job of setting the exposure level for the given scene. On the
other hand, the video exposure may look decent when viewed by itself, but
when you try to mix it with footage taken from another camera, the two don’t
match. One camera may have recorded things a bit brighter than the other,
which can be a bit jarring for viewers.

Of course, Final Cut Pro can help you adjust the video exposure to help com-
pensate for these headaches. With one obvious filter and another that’s some-
what obscure, you can make serious strides in fixing problem video clips.

Be aware that extreme exposure problems can’t be fixed. Glaring errors in
exposure have to be prevented when you’re shooting the video. For more infor-
mation on how to regulate exposure while shooting, see Digital Photography For
Dummies, 4th Edition, by Julie Adair King (Wiley).

Two effects filters can help you in this correction process: Proc Amp and
Brightness and Contrast. Proc Amp, which sounds like the opening band at a
rock concert, stands for process amplifier. The Proc Amp filter enables you to
adjust aspects of exposure during the editing process. (If you’re a Photoshop
user, you may notice that Proc Amp is similar to the Photoshop Adjust
Hue/Saturation control.)

Follow this step-by-step guide to editing exposure levels in a project:

1. Drag a clip from the Browser to a video track on the Timeline.

2. Position the Timeline playhead anywhere on the clip so that you can
see the clip in the Canvas window.

3. Select the clip on the Timeline, and apply the Brightness and Contrast
filter and the Proc Amp filter to it.

Figure 14-7:
An under-

exposed
shot: before

and after
treatment 

in Final 
Cut Pro.
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You can apply the filters by choosing Effects➪Video Filters➪Image
Control. Alternatively, you can find the filters on the Effects tab of the
Browser window (in the Image Control bin) and drag them to the clip on
the Timeline.

4. Double-click the clip on the Timeline to open it in the Viewer.

5. In the Viewer window, click the Filters tab.

You should now see the two filters — with accompanying controls — that
you just applied to the clip on the Timeline (as shown in Figure 14-8).

6. On the Filters tab, adjust each of the filters you just applied.

Move the filters’ sliders or repeatedly click the small arrowheads that
are at the end of each slider until you get the results you want.
Alternatively, you can type numeric values into the filters’ fields.

The Brightness and Contrast filter controls are pretty self explanatory.
The Proc Amp filter controls aren’t as easy to figure out, so the following
list describes what these controls do:

• Setup: Changes the black level in a clip. Blacks should be deep and
dark with no grays in them. Look for blacks in hair or dark areas of
the shot.

• Video: Affects the whites in an image. Adjust this slider until the
whites start to glow in the image, and then back off a bit until
they’re just below that glowing level.

Figure 14-8:
The

Brightness
and

Contrast
filter and the

Proc Amp
filter help

you fix clips
with

exposure
problems.
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• Chroma: Affects the color level or saturation. Be sure to check on
an NTSC or PAL video monitor to determine the final amount of
color you want to add to the clip.

• Phase: Gives you control over the hue (color) in a clip. Whether
you want to make the colors greener or redder, the Phase control
can help.

7. To see how the newly color corrected clip plays, select it on the
Timeline, choose Sequence➪Render➪Both. Then, after Final Cut Pro
completes the rendering process, position the playhead just before the
clip on the Timeline and press the spacebar to play and view the clip.

A handy reference to use is another shot in a movie whose exposure and
colors you like. Compare the two shots, and make adjustments until you like
what you see.

Comparing Results with 
the Frame Viewer

Comparing frames from different clips is the best way to make sure that your
video maintains a consistent look, especially if you use color-correction tools
or need to line up shots for a special effect. Of course, adjusting all your
video clips to look the same, regardless of how they were shot or where they
occur in a sequence, can be difficult without viewing them together. Using the
Frame Viewer in Final Cut Pro, you can see a side-by-side comparison of two
frames from different clips in your sequence. Using the Frame Viewer
together with the color-correction tools mentioned in this chapter is a helpful
way to get harmonious results.

Follow these steps to open and compare two clips with the Frame Viewer:

1. Place two clips from the Browser on a video track on the Timeline.

If you want, you can also use two clips that are already placed on the
Timeline. For instance, if you have already used the color-correction
tools to adjust a single clip, you may decide to compare it with any other
clip that’s on the Timeline.

2. Position the Timeline playhead anywhere on the first clip so that you
can see the clip in the Canvas window.

3. Choose Tools➪Frame Viewer from the menu bar.

The Frame Viewer opens to reveal a window with your current frame or
(depending on your default settings) a split screen of your current frame
(on the right) and a frame from another edit (on the left), as shown in
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Figure 14-9. You can choose from several options, depending on which
frames you want to see side by side. Although a vertical alignment (V-Split)
is usually the default, you can choose to view clips horizontally (H-Split).

4. Open the pop-up menu in the lower-right corner, and select Current
Frame.

Choosing an option from this menu automatically displays your current
frame (or another edit point) in the right half of the Frame Viewer window.

5. Select Previous Edit from the pop-up menu in the lower-left corner.

The Out point of the preceding clip in your sequence is shown on the
left side of the screen. To toggle between right- and left-side views of
your clips, click the Swap button to move between them. Other frame-
viewing options are 2nd Edit Back, Current w/o Filters, Next Edit, 2nd
Edit Forward, In Point, and Out Point. Depending on what you need to
see, you can choose any of these options for either side of the frame.
You may also switch between horizontal (H-Split) or vertical (V-Split)
positions by pressing the corresponding buttons.

Checking Out More Handy Filters
In this section, I discuss more cool filters and other special effects that can
help give your video a unique look. Here’s an abbreviated guide to applying
these effects — for more detail, check out earlier steps in this chapter:

Figure 14-9:
The Frame
Viewer is a
handy tool

for
comparing

frames from
different

clips.
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1. Place a video clip on the Timeline.

2. Position the Timeline playhead over the clip so that you can see it in
the Canvas window.

This way, you can preview the changes in the Canvas.

3. Double-click the video clip to open it in the Viewer.

4. Click the Filters tab in the Viewer window.

5. Click the Effects tab in the Browser window, and drag any desired
effects to either the Viewer window or the selected clip on the
Timeline.

Each filter and its controls appear on the Filters tab in the Viewer
window.

6. Adjust the controls for each filter on the Filters tab of the Viewer
window while watching their effects in the Canvas window.

Just a dash of any of the following filter combinations can set your project
apart. Remember: These are just the tip of the iceberg.

Final Cut Pro offers many other filters that, with some tweaking and combin-
ing, may give you exactly the look you want. Try adding multiple filters to a
clip and making adjustments to each one on the Filters tab in the Viewer
window to obtain complex and precise results. Just make sure that you don’t
apply filters more than once by mistake. You can easily lose track of several
filters on the same clip. When you’re not working on adjusting a particular
filter, twirl up its arrow (to the left) to make room for the filters that are
above and below it in the Viewer window.

� Tint, Sepia, and Desaturate: Combining these three filters (in the Image
Control filters bin) at one time can create some interesting effects.

The Sepia filter tints a clip with a sepia tone, the yellowish-brown color
that’s often visible in old photos. You can change the color of the tint by
clicking a color picker or by using two sliders (labeled Amount and
Highlight) to control the amount and the brightness of the tint you
apply. The Tint filter is less useful than the Sepia filter because you can
select only the color and the amount. You may want to switch between
the Tint and the Sepia filters to see which effect you find more pleasing.
As mentioned, the Desaturate filter allows you to remove some color
from the image. At the highest saturation setting (100), the image
becomes completely black and white.

� Channel Blur, Channel Offset, Color Offset, and Invert: You can find
these filters in the Channel bin. Blurring on a color channel (by adjusting
just one of the RGB blur sliders in the Channel Blur effect) and leaving the
rest alone can give a poorly focused shot a deliberate soft focus in one or
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more parts of the color spectrum. The Channel Offset filter shifts one
color layer to one side and creates a double-exposure look that can work
as a dream effect. The Color Offset filter alters the color values in the red,
green, and blue channels with sliders, and Invert looks like something
from an old science fiction movie; it inverts all colors to their complemen-
tary colors (colors that are opposite each other on the color wheel).

� Sharpen and Edge Detection: These tools, in the Video Filter QuickTime
bin, have a sharpening effect. They can also make a scene look more
three-dimensional and give fuzzy or slightly out-of-focus elements more
clarity. Rather than use sliders, you adjust these filters by selecting values
from a drop-down menu. You need to experiment with the extremes in the
numbers here to see the possibilities for these filters. Used together, these
filters can also produce dramatic, deliberately grainy results.

� Emboss and Lens Flare: Also in the QuickTime bin are several unusual
tools for dramatically changing the look of a scene. Emboss mimics the
Photoshop filter of the same name and turns the scene gray with hard
edges. Lens Flare does just what it says: It gives you hundreds of possi-
ble lens flares, like the rays and circles of light from the sun that some-
times appear on video or in photographs. You can select the size, shape,
and color of the flare.

Blurring the Action
If you want shots to convey movement and speed, you may want to add a little
blur to the action. By using the Final Cut Pro blur filters, you can help create or
enhance the sense of motion. Follow these steps to achieve a blurry scene:

1. Drag a clip from the Browser to a video track on the Timeline.

2. Position the Timeline playhead anywhere on the clip so that you can
see it previewed in the Canvas window.

3. Double-click the clip to open it in the Viewer.

4. Click the Filters tab in the Viewer window.

5. Click the Effects tab in the Browser window.

6. On the Effects tab, click the triangle next to the Video Filters bin to
open it, and then do the same to open the Blur sub-bin.

7. Drag each of the blur filters (Gaussian, Radial, Wind, and Zoom) from
the Effects tab to the Filters tab in the Viewer window.

Alternatively, you can drag the filters onto the clip on the Timeline. Hey,
you make the choice, but the results on the Filters tab should look like
those shown in Figure 14-10.
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8. Start by selecting only the check box next to the Wind Blur filter.

You can see that the Wind Blur filter is checked in Figure 14-10.

9. Move the wind direction indicator and the sliders until you get the
desired effect.

The Canvas window shows the results. You can move the playhead
around in the Canvas window to see what the results look like in other
parts of the clip — but you can’t judge this kind of effect well until you
see it in motion.

10. Try turning on the other blurring filters (by selecting the check boxes
next to them) to exaggerate the blurring effect.

11. Select the clip on the Timeline, and choose Sequence➪Render➪Both.

12. After Final Cut Pro completes the rendering process, view the newly
rendered effect on the Timeline.

You probably want to make some tweaks to the blurs, so return to the
Effects tab in the Viewer window, change some settings, and render again.

Saving and Applying Customized Filters
If you have taken the time to tweak the parameters of a video filter, you can
save that tweaked filter as a Favorite so that you can easily apply it to other
clips that need the same filter treatment. This process saves you from having
to repeatedly apply the same filter and adjust its settings each time it’s
applied. To save a filter as a Favorite, follow these steps:

Figure 14-10:
Using a

combination
of blurring
filters can
create an
illusion of

motion.
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1. Open the Final Cut Pro Effects tab.

You can click the Effects tab in the Browser window or choose
Window➪Effects to activate that tab in the Browser.

2. Open an already filtered video clip in the Viewer window, and click
the Viewer Filters tab.

3. Click the name of the filter you want to save, and drag it to the Favorites
bin in the Effects window (see Figure 14-11).

Final Cut Pro saves the filter to the Favorites bin, with all the unique
parameters you set for it. You can now apply the filter to new clips just
as you would do with any other filter. (You may want to rename the cus-
tomized filter while you’re in the Browser window.)

Technically, you can drag your filter anywhere in the Browser, but I rec-
ommend putting it in the Favorites bin, where it’s easy to find and is
available to all your projects. If you want to make this customized filter
available only to your current project, consider placing it in another bin
within your project.

Figure 14-11:
A

customized
filter is

saved to the
Favorites bin
in the Effects

window.
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Chapter 15

Motion Effects
In This Chapter
� Understanding advanced effects tools

� Creating effects in Wireframe mode

� Creating effects with the Motion tab

� Using keyframes to change effects over time

� Zooming and panning for the Ken Burns effect

Some projects call for you to do crazy things to your video clips, such as
resize them, rotate them, reposition them, overlap them, change their

opacity (to make them seem partially transparent), and more. You typically
see these kind of effects in stylized montages that are featured in commer-
cials, music videos, and the opening credits of TV news shows, sports pro-
grams, or even documentaries.

Creating these types of effects is the topic of this chapter. I cover how to
manipulate video clips in all sorts of advanced ways. I also explain how to
use handy tools, called keyframes, to add motion to these effects so that the
effects change over time.

Manipulating Images in Wireframe Mode
Wireframes are thin outlines (like wires that define the shape of an object) in
the Canvas window that simply represent the motion or relative position of a
video clip or graphic. Using wireframes greatly speeds the creation and pre-
view of composites or other motion effects. To tap in to advanced Final Cut
Pro effects work, you need to shift into Wireframe mode, which then lets you
quickly change the size, rotation, position, and shape of any video clip in your
project. To switch Final Cut Pro to Wireframe mode, make sure that either the
Canvas or Timeline window is active and then choose View➪Image+Wireframe
from the menu bar.



If you didn’t notice a change after switching to Wireframe mode, try selecting
a video clip on the Timeline (move a clip there, if necessary) and make sure
that you’ve positioned the Timeline playhead over the clip you’ve selected.

When you select the clip, you see the Canvas window display boundaries
around your video clip, along with a big X that runs through the image (see
Figure 15-1). In this mode, the boundaries of video and still images appear as
thin blue lines that also serve as handles for the media. You tweak these han-
dles to change the look and position of the imagery on-screen, as I explain in
the next subsection.

Drag any corner to scale

Drag interior to move

Clip’s current track number

Drag any side to rotate

Figure 15-1:
An image in
the Canvas
window in
Wireframe

mode.
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Scaling, rotating, and moving images
You can create some impressive video effects simply by scaling, rotating, and
repositioning images on-screen. In fact, these straightforward tasks are the
building blocks for most of the advanced effects you’re likely to create in
Final Cut Pro.

To start manipulating an image clip that’s already on the Timeline, follow
these steps:

1. Make sure that you’re in Wireframe mode.

Remember, choose View➪Image+Wireframe.

2. Choose the Final Cut Pro Selection tool.

The Selection tool is the topmost tool on the Tool palette (it looks like
an arrow).

3. Select the clip on the Timeline, and make sure that you can see it in
the Canvas window.

You see the clip in the Canvas window when you position the Timeline
playhead over it. But you must select the clip you want to work with on the
Timeline. You need to select it to see its wireframe in the Canvas window.

4. Click and drag the clip in the following ways in the Canvas window
(see Figure 15-2):

• Scale: To change the size (or scale) of an image, click one of its
four corners in the Canvas window and drag the mouse pointer
away from the center of the image to make it larger, or toward the
center to make it smaller.

• Rotate: To rotate an image, click the image in the Canvas anywhere
on its wireframe border (but not the corners) and drag your mouse.

• Move: To move an image (so that it’s off-center), move your mouse
into the center of the image (anywhere away from its edges) and
drag the image to a new spot in the Canvas window.

5. Select the clip on the Timeline, and choose Sequence➪Render
Selection➪Video to render the clip, if necessary.

Depending on the changes you’ve made and the render mode (Safe RT
or Unlimited RT) Final Cut Pro is in, you may have to render before play-
ing the clip from the Timeline (see Bonus Chapter 1 on this book’s CD
for more information on rendering).



Cropping or distorting an image
You can crop an image so that it ends at any point you choose. You can also
distort images to make them appear warped, stretched out, or compressed
(see Figure 15-3).

Figure 15-3:
An image

that has
been

cropped
and

distorted.

Figure 15-2:
An image
has been

moved,
scaled

down, and
rotated in

the Canvas
window.
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To crop or distort an image, follow the same steps you use for scaling, rotat-
ing, and moving images (as described in the preceding section), except that
rather than use the Final Cut Pro standard Selection tool when manipulating
an image in the Canvas window, you use its custom Crop or Distort tools,
which are described as follows:

� Crop: Select the Crop tool from the Final Cut Pro Tool palette (see Figure
15-4). Crop any side of an image in the Canvas window by clicking and
dragging that side of the image inward, toward the center of the Canvas
window. When you crop at the corner of an image rather than its side,
you crop two adjacent sides at one time.

� Distort: Select the Distort tool from the Final Cut Pro Tool palette (see
Figure 15-4). Click the tool on any corner of the wireframe that sur-
rounds the image in the Canvas window, and drag your mouse to distort
the image.

If you hold down Option while you’re using either the Crop or Distort tool,
you can scale, move, or rotate an image by its wireframe, as though you were
using the Final Cut Pro standard Selection tool. This shortcut saves you from
having to switch back and forth between the standard Selection tool and the
Crop or Distort tool.

Working in Wireframe mode in the Viewer
You can do all of these manipulations to a clip (scaling, moving, cropping,
rotating, and distorting) in the Viewer window as well, not just in the Canvas
window. I recommend doing them in the Canvas window after a clip is on the
Timeline because the Canvas window simultaneously shows you the clip

Crop tool Distort tool

Figure 15-4:
The Crop

and Distort
tools.
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you’re trying to manipulate as well as any other clips that happen to share
the same sliver of time. (Final Cut Pro places these clips on different tracks of
the Timeline.) This way, as you manipulate a clip, you see how the changes
affect the whole scene of your movie.

However, you may want to quickly manipulate a clip that’s directly in the
Final Cut Pro Viewer without dragging the clip to the Timeline and viewing it
from the Canvas window. In this case, open the clip in the Viewer (double-
click it from the Browser window) and choose View➪Image+Wireframe from
the menu bar. As a result, Final Cut Pro displays the same familiar wireframe
outline on top of your clip. At this point, you can make any manipulations
you want by following the steps I just covered.

Changing Images with the Motion Tab
Using Wireframe mode to manipulate images in the Canvas window is the
most visual and intuitive way to move, scale, rotate, crop, and distort clips.
However, you can accomplish the same thing by entering numerical values
for a clip on the Viewer Motion tab. The Motion tab also offers a couple of
new effects, such as Drop Shadow and Blur, which you can apply to a clip.

I usually prefer the visual appeal of Wireframe mode, but sometimes, using
the Motion tab is helpful (especially when you have to be precise). For
instance, I recently used Final Cut Pro to mock up a Scenes menu for a DVD. I
wanted four thumbnails of the DVD movie scenes to appear on the menu
simultaneously. Of course, I wanted the thumbnails (which were just clips on
the Final Cut Pro Timeline) to be the same size and to be perfectly aligned.
Creating this menu was easier to do by entering the scale and position infor-
mation for the clips on the Motion tab than by attempting to use Wireframe
mode to arrange all the thumbnail clips visually in the Canvas window.

To alter a clip by using the Viewer Motion tab, follow these steps:

1. Place a clip on the Timeline.

2. Position the Timeline playhead over the clip to see it in the Canvas
window.

This way, as you make changes to the clip on the Viewer Motion tab, you
see the changes in the Canvas window.

3. Double-click the clip on the Timeline to open it in the Viewer.

4. Click the Viewer Motion tab.

The Motion tab has all sorts of clip settings you can adjust, including
scale, rotation, and crop values (see Figure 15-5). The numeric values on
the Motion tab reflect any adjustments you already made to this particu-
lar clip when it was in Wireframe mode.
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5. Change the Scale, Rotation, and Center settings of the clip, and see the
changes in the Canvas window, as follows:

• Scale and Rotate: To set the scale and rotation of a clip, drag the
respective slider or dial or type a numeric value into the respective
field.

• Center: To center the clip in a new position on-screen, click the
cross-hair button in the Center area of the Motion tab, and the mouse
pointer becomes a cross-hair symbol. Then, click your mouse any-
where in the Canvas window to center the clip at that new point.

6. For the other controls, either click the small triangle next to each con-
trol name or select a check box to reveal any other controls available
on the Motion tab, as follows:

• Crop: You can set the number of pixels to crop off the side of an
image. Even better, you can set a value to feather each side of an
image so that its edges appear to gracefully fade away (a nice,
sophisticated look).

• Distort: You can define the position of each of the four corners of
an image by adjusting their X and Y coordinates. If you’re thinking,
“Wow! That’s too many numbers to worry about,” I agree whole-
heartedly and recommend distorting an image visually in Wireframe
mode (as discussed in the section “Manipulating Images in Wire-
frame Mode” earlier in this chapter).

Figure 15-5:
Clip settings

on the
Viewer’s

Motion tab.
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• Opacity: Remember that the less opacity you give to a clip, the
more you can see through it to other clips that are behind it (if
you’ve stacked clips together on different Timeline tracks). Drag
the Opacity slider, or enter a value between 0 and 100. The higher
the number, the less transparent the clip.

• Drop Shadow: Adding drop shadows to images creates neat 3D
effects, which often make the images seem more realistic. For
instance, you can add drop shadows to text generators you place
on the Timeline to make the text stand out more. As another exam-
ple (in making the DVD mock-up menu that I referred to earlier in
this section), I placed a drop shadow under each Scene thumbnail
to make the thumbnails appear to float above the menu back-
ground. Final Cut Pro gives you lots of drop shadow control. The
Offset value defines the number of pixels that a drop shadow
appears away from its subject. You can set the angle of a shadow
from its subject, color, opacity, and softness (how gracefully the
edges of the shadow blend with what the shadow falls on).

• Motion Blur: You can create a stylized sense of motion by applying
a motion blur to clips. You can control the power of the blur and
the number of steps that the blur uses. Leave some time to render
a few experiments before finding the right settings for this one,
because it can take a while for the computer to process.

If you tweak settings on the Motion tab and then decide that you don’t
like those tweaks and want to quickly reset the changes so that you can
start over, click the Reset button next to each value on the Motion tab
(refer to Figure 15-5). This action brings each setting back to the Final
Cut Pro default value.

7. Select the clip on the Timeline, and choose Sequence➪Render
Selection➪Video to render the clip.

You don’t have to close the Motion tab. After playing the rendered clip
on the Timeline, you can go right back to the open Motion tab and tweak
the settings some more, although you need to render again to see your
changes in action (depending on your processor speed, memory use,
and render settings).

Using Keyframes to Change 
Motion Settings over Time

The first half of this chapter outlines how to do all sorts of fancy things to
your images, by using either intuitive wireframes in the Canvas or the numer-
ically precise approach of the Motion tab in the Viewer. These two methods
may be enough for the projects you tackle, but you can do more. In fact, con-
sidering the power of the Final Cut Pro effects and compositing features, the
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rubber doesn’t really meet the road until you combine the techniques I
described in the previous sections with the concept of keyframes, which let
you change a clip’s motion settings (with all the things you can control on the
Motion tab) over time.

Assume that, using the skills you have just acquired in this chapter, you scale
a video clip to 50 percent of its original size. When that clip appears in your
movie, its size (or any other settings you define for it, such as opacity, posi-
tion, cropping, or distortion) doesn’t change, unless you use keyframes to
adjust it over time. What if you want that clip to appear in your movie at 50
percent of its original size and then, over a few seconds, begin slowly growing
to dominate the scene? The only way to change the Motion tab values, such
as Scale, over time is by setting keyframes for each of them.

Keyframes are essentially marks you place in your movie that describe any
motion settings you want to give a clip at a particular time. Final Cut Pro
notices the keyframes you place in your movie and, if the motion values in
those keyframes change over time, Final Cut Pro smoothly changes the value
between the two keyframes over time. For instance, if the Scale value in
Keyframe A is 50 percent and the Scale value in Keyframe B is 100 percent,
Final Cut Pro continuously scales the clip from 50 percent to 100 percent
between those keyframes.

The speed of the changes between keyframes depends on how much time (in
seconds and frames) exists between each keyframe you set. For instance, if
you set a keyframe in your movie at 5 seconds and another at 10 seconds,
any values that change between those keyframes change over 5 seconds (the
time between the two keyframes). To go back to the preceding scaling exam-
ple, the video clip gracefully scales from 50 percent to 100 percent over 5 sec-
onds. However, if you set a keyframe at 5 seconds in your movie and set the
next keyframe at 6 seconds, the scaling effect takes place in only a split
second, and the clip scales up very quickly. In other words, the more time
between keyframes, the slower the transition (that is, the more slowly a clip
changes its scale, opacity, position, or any other value you may have changed
between the keyframes).

Using keyframes to set clip opacity
If you have read Chapter 10, you’re probably already comfortable with key-
frames. (Chapter 10 covers how to use keyframes to change the volume level of
clips over time to make some parts of a single clip soft and others louder.)

To use keyframes to dynamically change the opacity level of a clip (so that 
it appears to get more or less transparent over time), place keyframes on an
overlay, which is a fancy word for a line. After this overlay is activated, it
appears on the clips on the Timeline. Follow these steps to make your
changes:
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1. Place a clip on the Timeline.

2. Click the Clip Overlay button on the Timeline to toggle on the overlay
that controls opacity for a clip.

The Clip Overlay button is in the lower-left corner of the Timeline (see
Figure 15-6), and it toggles the overlays (for audio and video) on and off.
When it’s on, you should see a thin black line representing the opacity
level for video appear at the top of all video clips on the Timeline — it
appears white for video clips that are already selected.

To better see the Opacity Overlay and the keyframes you’re about to put
on it, you may want to enlarge your view of the Timeline tracks. To do so
quickly, click one of the taller vertical bars on the Timeline Track Height
button, to the right of the Clip Overlay button.

3. Select the Pen tool from the Tool palette.

The mouse cursor turns into a pen symbol. The Pen tool lets you create
keyframes in the Timeline window.

4. To place a keyframe, click the Pen tool on an Opacity Overlay.

You should place a keyframe at a place in time where you want to set a
new opacity level. When you place a keyframe, you see a small black dia-
mond icon placed at that point on the Opacity Overlay.

5. Adjust the opacity level of the keyframe you just placed.

Move your mouse over the keyframe, and the pointer becomes a cross-
hair symbol. Click and drag the Keyframe icon (the small diamond icon)
up to increase the opacity level of the clip for that keyframe or down to
decrease the opacity (in other words, to make the clip more transpar-
ent). As you drag your mouse, a tiny pop-up box tells you the opacity
level.

Opacity overlay

Clip Overlay button

Timeline Track Height button

Figure 15-6:
Turn on the

Clip Overlay
to view and

set
keyframes.
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The change you make to the opacity level carries through for the rest of
the clip unless you set another keyframe at a different opacity level.

6. Place another keyframe within that clip, and adjust its opacity level.

You’re just repeating Steps 4 and 5 — with this exception: When you
adjust the opacity level of the second clip, you should notice that the
Opacity Overlay line moves from one keyframe to another over time. (It
begins to form what looks like a mountain range — refer to Figure 15-6.)
That’s keyframing in action!

7. Place any other keyframes you want within the clip.

The more keyframes you set now, the more practice you get for free.

8. Play the clip on the Timeline to see the opacity changes in action.

Editing existing keyframes
You can change the opacity setting for an existing keyframe, and you can
change where the keyframe is located in the clip (in other words, when in
time the keyframe occurs). To make either change, click the keyframe (make
sure that you have the Pen tool selected) and drag the keyframe to either the
left or right to move its location within the clip (so that it plays earlier or
later in time). Or, you can move the keyframe up or down to adjust its opacity
level. To adjust the levels of adjacent keyframes simultaneously, hold down Ô
and drag the keyframe line between two keyframes up or down.

To delete an existing keyframe, make sure that you have the Pen tool
selected, hold down Option, and click a keyframe. Final Cut Pro then gives
the keyframe the boot and adjusts its Opacity Overlay as if the keyframe were
never there.

If you’re doing quick-and-dirty keyframe adjustments (moving them in time or
changing the level of their opacity), you can do so without selecting the Pen
tool. With the standard Selection tool, just click the keyframes and adjust them.

Using keyframes to set 
other motion values
The easiest way to change the opacity levels of a clip over time is by 
adding keyframes to the clip’s Opacity Overlay, as described in the 
section “Using keyframes to set clip opacity,” earlier in this chapter. If 
you need to create keyframes for other motion settings — such as Scale,
Origin, Rotation, Crop, or Distort — Final Cut Pro requires you to use a 
different approach.
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Setting keyframes on an overlay (such as the Opacity Overlay on the
Timeline), where you can see the values of each keyframe relative to each
other over time, is fairly natural and intuitive. You can also use keyframes
with options on the Motion tab to create a cool effect that you see in lots of
Ken Burns–style documentaries, which move and scale a large photograph
around the screen (rather like zooming and panning). In fact, the Apple
iMovie 4 does something like this effect and even calls it the Ken Burns effect;
however, Final Cut Pro can do it with more control. Remember that if you’re
not interested in doing Ken Burns–style effects, you can still use these same
principles and steps to make other motion keyframes do anything you want.
Just follow these steps:

1. Click and drag a still image from the Browser window to the Timeline.

2. Select the clip on the Timeline, and position the Timeline playhead
over the clip so that you can see its image in the Canvas window.

Watch the Canvas window to see how the Motion settings you make
affect the image. The results should look something like Figure 15-7.

Some black areas appear around the edge of the image if the proportions
of the image aren’t exactly the same as the video frame. This appearance
is normal, so don’t worry.

Figure 15-7:
Importing a

still image
and

dropping it
into the

Timeline
makes the
image look
like a video

clip in the
Canvas

window.
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3. Double-click the still clip on the Timeline to open it in the Viewer.

This step opens the clip on the Motion tab and activates the motion
tools for the clip.

4. Click the Viewer Motion tab.

Ah, yes, the Motion tab. You should feel right at home here. If not, flip
back a few pages to the section “Changing Images with the Motion Tab.”

5. Position the playhead on the Timeline at the beginning of the clip.

You place the first keyframe at this position. Technically, you can place
this keyframe anywhere in a clip, but this time you’re starting at the
beginning of a clip. By the way, turn snapping on (pressing N toggles it
on and off) to help snap the playhead to the edges of clips.

6. Back on the Viewer Motion tab, set the clip starting values for settings
such as Scale, Rotation, and Center.

For instance, you can set the scale at 100 percent (which, if the picture
comes from a large-scan or megapixel camera, makes the picture too
large to fill the 720 x 480–pixel video frame for DV). Starting with a large
image is often the best approach because you may want to begin by
showing just a small part of the picture, which fills the entire video
frame.

At any rate, you see the current state of the image in the Canvas window.

Rather than make these adjustments on the Viewer Motion tab, you can
make the same kind of changes by clicking and dragging the image in the
Canvas window, just as you do earlier in this chapter. (See the section
“Manipulating Images in Wireframe Mode.”) Just make sure that you’ve set
the Canvas window to Wireframe mode (choose View➪Image+Wireframe)
and that you’ve selected the clip you’re working with on the Timeline. We
often use both approaches to change images. We use the mouse in the
Canvas window to make a general change and then use the Motion tab
(with its numerical precision) for precise tuning.

7. Click the Add Keyframe button in the Canvas window to insert the
first keyframe (refer to Figure 15-7).

By doing this, you’re placing the first keyframe where the Timeline play-
head happens to be and assigning the keyframe values on the Motion
tab at that time.

8. Drag the Timeline playhead to the next place in the clip where you
want to set a keyframe.

The more time between keyframes, the slower the changes when the clip
plays.
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9. On the Viewer Motion tab, enter the values you want for this new
keyframe so that Final Cut Pro can automatically place the keyframe.

If you’ve moved the Timeline playhead after setting the first keyframe
(as you did in Step 8) and then you change one of the motion settings,
Final Cut Pro guesses that it should throw caution to the wind and place
a keyframe for you. Handy, eh?

You can change as many of the motion values as you want. Two natural
values to tweak are Scale, to make the picture appear to zoom in or out,
and Center, which centers the picture in a different spot, to make it
appear to move or pan across the screen as your clip plays. These
changes all become part of the keyframe you’ve just placed.

10. To set more keyframes in the clip, repeat Steps 8 and 9.

You can create simpler animations and effects with just two keyframes,
but fancier ones involve several keyframes.

11. Select the freshly keyframed clip on the Timeline, and choose
Sequence➪Render Selection➪Video to render it.

You’re now ready to play the clip. Depending on your real-time settings
and the number and types of motion values the various keyframes
require, you may not have to render before previewing the finished
effect. In many cases, you can play a real-time preview directly from the
Timeline. Lucky dog!

When you play your rendered clip, you can see the motion you created. For
instance, an image can be made to scale from one size to another and move
across the screen.

That’s how to set motion keyframes in a clip. I oriented this example toward
zooming and panning a still picture à la Ken Burns, but you can apply these
steps to any other kind of motion effects you have in mind.

Just about any parameter in Final Cut Pro can be keyframed, including filter
settings and even text properties such as kerning and text size. For your next
project, you may want to try experimenting with your titles by keyframing
various text properties to create interesting effects.

Editing motion keyframes
As you animate motion effects, you probably should tweak keyframes a bit to
fine-tune your effects. To edit keyframes you’ve already placed on the Timeline,
use keyboard commands to jump the playhead to existing keyframes in a clip
and then use the Viewer’s Motion tab to review and change the motion values
of any keyframe. Follow these steps to edit motion keyframes:
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1. Double-click a keyframed clip on the Timeline to open it in the Viewer.

2. Click the Viewer Motion tab, which allows you to see the clip’s current
motion settings.

3. Position the Timeline playhead near the clip you just opened in the
Viewer.

4. Press Shift+K to move the Timeline playhead forward to the next
keyframe in a clip, or press Option+K to move it back to the preceding
keyframe.

As the Timeline playhead jumps to the nearest invisible keyframe, the
values on the Viewer Motion tab change to reflect the settings of each
keyframe.

5. To edit a keyframe, change its values on the Viewer Motion tab.

You don’t have to reapply the keyframe; just change its values.

6. To edit more keyframes, repeat Steps 4 and 5.

7. Select the clip on the Timeline, and choose Sequence➪Render
Selection➪Video to render the clip, if necessary.

Do you want to delete a keyframe? If you set it recently, you can always undo
the placement of a keyframe by choosing Edit➪Undo. If, for instance, you set
the unwanted keyframe during another work session, which is often the case,
you can’t use the Undo command. In the Viewer window, make sure that the
Motion tab is selected and choose the Delete Point tool (the pen with a minus
sign next to it) from the Pen tool pop-up menu to the left of the Timeline.
Click any keyframe to delete it.

Creating a Multiple-Screen Effect
In the steps in this section, I tell you how to produce a fun effect by creating
multiple-screen segments in your sequence. This effect was advanced stuff for
movies in the 1960s. In recent years, this technique has been used for cutting-
edge advertising and to simulate a retro look that’s associated with older films.
Follow these steps to create a multiple-screen effect:

1. Place two clips on the Timeline, one over the other (one in Track V1
and the other in Track V2).

It doesn’t matter which clip is in which track, but keep in mind that the
clip you see in the Canvas window is the clip in Track V2 (the top track)
because it’s the top clip. The clip in Track V1 is hidden behind the clip in
Track V2.

If the Canvas window isn’t visible, press Ô+2 to open it.
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2. Place the playhead anywhere over your clips on the Timeline.

This step ensures that the Canvas window displays your clips and
updates the effect you’re about to create.

3. Select the clip in Track V2 (the top track) by clicking it.

This step is important because wireframe handles show up only on clips
that are selected and only if the playhead is in the selected clip on the
Timeline. Many times, users get frustrated trying to figure out why
they’re not seeing wireframes. Almost always, the problem is that they
don’t have the clip selected on the Timeline.

4. In the Canvas window, choose View➪Image+Wireframe.

The wireframe appears around your image. The number 2 in the center
of the frame lets you know that the clip in Track V2 is displayed.

5. Click and drag any corner handle on the wireframe toward the center
of the frame so that the image is approximately 40 percent of its origi-
nal size.

Don’t be concerned about the precise size. Simply drag until the clip is
smaller than approximately half its original size. Note that as the image
of the top clip shrinks, the clip behind it (on the lower track) appears.

6. Click the Track V2 (top) clip, and drag it to the upper-right corner of
the Canvas Window, as shown in Figure 15-8.

7. In the Canvas window, select the video clip from Track V1 (the lower
clip) and resize the clip by dragging one of its corners.

Figure 15-8:
Click the

clip you just
shrank, and

drag it to the
upper-right

corner of
the Canvas

window.
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Without worrying about precision, make this clip about the same size as
the first one you shrank.

When you click the background clip in the Canvas window, this clip
automatically becomes selected on the Timeline as well. Wireframe view
is turned off from the first clip and is presented on the clip you just
selected.

8. Move the lower clip you just shrank to the lower-left corner of the
Canvas window by clicking the image and dragging it (see Figure 15-9).

9. To render, select the top clip and choose Sequence➪Render Selection➪
Video.

10. After the rendering is complete, place your playhead just before the
clips on the Timeline and press the spacebar to play your clip.

The 1960s are back!

You can continue to layer clips in the video tracks and to size them as shown
in the preceding example. Final Cut Pro allows you to have as many as 99
video tracks, which lets you create complex layering effects. Multiple tracks
can create the look of a surveillance video, with several screens showing at
one time, as well as a similar effect that was produced in the movie Timecode
and the TV series 24. This effect presented real-time action that was created
by four synchronized videos playing at the same time on-screen.

Figure 15-9:
Multiple

screens —
a swinging

1960s effect
brought to

life.



336 Part IV: Adding Pizzazz 



Chapter 16

Compositing
In This Chapter
� Choosing and applying a composite mode

� Understanding alpha channels

� Using a matte to hide parts of a video clip

� Creating a key for green- and blue-screen effects

This chapter discusses compositing, which is the merging of two or more 
different images into one. A classic example of compositing is the trick of

making an actor appear in front of a background that he was never in. First, you
film the actor in front of a solid-color background, such as a blue screen. Later,
you remove the blue screen and place the actor over a new background, such
as a beach, an exploding building, or other object. Compositing can also be
used to create a collage of images and text, such as the titles you typically see
at the beginning of a news or sports program or a documentary — all moving
and fading in and out gracefully. (This kind of work uses the skills I describe in
Chapter 15 for scaling and moving images and changing their opacity.)

In this chapter, I cover how to do compositing as well as discuss some related
compositing topics, such as mattes, which let you selectively crop parts of an
image. When you combine the information in this chapter with the details in
Chapters 14 and 15, you can create some impressive visual work!

If you expect people to watch your finished movie on a TV, make sure that
you also preview and check all your compositing work on a TV! Composited
images can appear subtly different on a TV, particularly in the way that colors
interact and in the sharpness of an image’s edges, compared with the way
they’re displayed on your Mac’s computer screen.

Get ready to render! If you don’t like to sit around waiting for clips to render,
this chapter isn’t for you! The advanced effects work that I show you how to
do in this chapter requires you to render your clips with every tweak you
make. The good news is that when you’re willing to put in a little extra time,
you can achieve some very cool results!



Choosing a Composite Mode
Composite modes allow you to set how the colors of one clip mix with the
colors of a second clip. For this discussion, Final Cut Pro has many compos-
ite modes that I loosely group in two categories: practical and artistic.

Multiply composite mode, which eliminates white pixels from an image, is an
example of Practical mode. You may want to use it if, for example, you want
to separate a still image from a white background. Screen composite mode is
similar, but it drops out black pixels.

Artistic composite modes, on the other hand, are good for creating a pretty, 
colorful picture that’s based on the interaction of the colors in the two clips. For
example, Difference mode subtracts the color values of a clip from a clip in the
Timeline track above it. Figure 16-1 shows the results of two clips when com-
bined with Difference mode. As you can see, Difference mode is best reserved
for moments when you want to be “artistic” and achieve fantasy effects.

Final Cut Pro offers 13 composite modes. In this section, I explain the effect of
each mode on your images. If you can’t grasp what these modes do just by
reading, don’t worry about it. Even the most experienced composite-mode
users don’t go by mathematical descriptions of pixel behavior when it comes
to choosing composite modes. Most just try out a few until they find one they
like. You can do the same.

When discussing compositing, I often use the term layer. A layer is simply a
video clip that’s on its own Timeline track. Compositing involves merging
clips, and each clip is considered a layer in the overall composited effect.
(Other programs, such as Photoshop, use the concept of layers, and the con-
cept here is the same: A layer is an element that can be merged with another.)

Figure 16-1:
The clip on

the left was
placed on
top of the

middle clip,
and the

Difference
mode was
applied to
create the
clip on the

right.
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Also, when I use the term bottom clip or top clip, I’m referring to how Final Cut
Pro stacks clips together on different tracks of the Timeline. A bottom clip
may be on Track V1 on the Timeline, and a top clip may be on Track V2.

The following list provides a brief explanation of each composite-mode effect:

� Normal: This mode is the default for all clips that are edited into the
Timeline. Normal mode shows the clip on the topmost Timeline track,
without any modifications.

� Add: This mode combines the values of the color pixels of the top clip
with those of the bottom clip and creates a final image that is brighter
than the two combined.

� Subtract: This mode subtracts the values of the color pixels of the top
clip from those of the bottom clip. The final image is darker than the
original two.

� Difference: Difference mode subtracts the color values of the bottom
clip from those of the top clip. This mode can give you some artistically
interesting combinations, depending on the colors of the two clips.

� Multiply: This mode compares the color values of the pixels of the top
clip with those of the clip below it and then multiplies the two values
together. If the image is dark, this mode has little effect. This mode dark-
ens a light image. Multiply, commonly used to drop out white back-
grounds from stills and other images, is one of the more useful modes.
For example, if someone gives you a Photoshop still with a logo against a
white background, you can use Multiply mode to drop out the white and
place the logo over the video layer of your choice. (Hopefully, the logo
doesn’t have any white in it, because that gets lost too!)

� Screen: This mode is another one of those useful modes that can save
the day in a pinch. Screen mode drops out the black pixels of a clip. If
you have a video clip or a still that has an element you want to save over
a black background, you can apply this mode to the clip to eliminate the
black pixels. If you find a mathematical explanation of this mode easier
to understand, here it is: Screen mode compares the color values of the
pixels in the top clip to those of the bottom clip and multiplies the
inverse of each. Now you know!

� Overlay: Overlay mode combines the color values between the two
layers and maintains the highlights and the shadows. You can use this
mode to combine images so that they appear to merge into one another.

� Hard Light: Hard Light mode multiplies the colors, depending on the
color values of the clip. This mode often creates a slightly dramatic, color-
ful look to the final composite. Again, the result depends on the colors you
have in the layers, and experimenting can produce quite a pleasing effect.

� Soft Light: This mode darkens or lightens the layers. The colors that
result from this compositing mode depend on the original layer color.
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� Darken: Darken compares the color values of two composited clips and
displays the darker of the two.

� Lighten: The opposite of Darken, this mode compares the color values
of the two composited clips and displays the lighter of the two.

� Travel Matte-Alpha: This mode applies a matte to the top clip, using
information from the bottom clip. You can use travel mattes to create
halos or cutout borders that combine the two layered clips. The Alpha
option of this mode ignores the RGB channels and looks for only the
alpha channel — if one is present. I discuss alpha channels in a moment,
but they define colors that are intended to be transparent, and you 
can create them using Adobe Photoshop or another photo-editing 
application.

� Travel Matte-Luma: This mode works just like the preceding one except
that it uses luminance values (black and white values) rather than the
alpha channel to create the final matte . The advantage here is that 
you don’t need an alpha channel in an image beforehand. Anything that
is black in the image is invisible (transparent), whereas anything that is
white is visible (or opaque).

For readers who have worked with Adobe Photoshop or After Effects, keep in
mind that the 13 Final Cut Pro composite modes behave exactly as they do 
in the Adobe applications.

Applying a Composite Mode
Composite modes are used on layered clips (clips that are stacked together
on different tracks) on the Timeline. To apply a composite mode, you must
first add two clips to the Timeline, right on top of one another. (Refer to
Chapter 7 if you need a refresher on how to do so.) Figure 16-2 shows how
these layered clips appear on the Timeline.

Figure 16-2:
Composite
modes are
applied to

the topmost
clip in a
layered
setting.
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After you have placed two clips in different tracks on top of each other,
follow these steps to apply a composite mode:

1. Select the top clip.

2. Choose Modify➪Composite Mode from the menu bar and then select
one of the composite modes, as shown in Figure 16-3.

Final Cut Pro applies the composite mode to the topmost clip.

Note that composite modes create an effect between two layers, working
downward. In essence, the layer (that is, the clip) that has the composite
mode applied to it needs another layer (clip) beneath it to create an effect.
You can technically apply the composite mode to the bottom layer, but it
doesn’t show any changes because it has no layer beneath it.

Figure 16-3:
Choosing a
composite

mode.
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Understanding Alpha Channels
Channels are layers that create a final image when they’re combined. Most
video clips have three channels of color: red, green, and blue. These color
channels combine to create all the other colors you see in the clip. However,
you can create some video and still images with a fourth channel, the alpha
channel. This alpha channel contains information that pertains to the trans-
parency of the clip. Alpha channels tell Final Cut Pro which parts of the image
to make visible and which parts to make invisible.

For example, you may be working with an artist who is using Adobe After
Effects to create a movie of an animated logo against an alpha-channel back-
ground. You can import this movie (assuming that it’s saved in the QuickTime
format) into Final Cut Pro and layer it above an existing video track. Final Cut
Pro recognizes the animation’s alpha-channel background and makes it trans-
parent, and the logo remains visible and composites it cleanly over your video
track. If the artist had created this animation without an alpha-channel back-
ground (for example, with a solid-black background), it would be more diffi-
cult to composite the logo with your video in Final Cut Pro. (In truth, you can
use a different compositing mode to knock out the logo’s background, as dis-
cussed earlier in this chapter, but that topic is more complicated and can lead
to some problems.) The point is that by building artwork with built-in alpha-
channel backgrounds, you make it very easy to composite that art with your
Final Cut Pro video.

In some situations, Final Cut Pro may misinterpret the alpha channel that’s
built into some artwork you’re trying to use. This problem may be obvious in
some artifacts, such as edge-fringing or halos around your final composited
image. These artifacts make your final composite look grungy and rough at the
edges. If you have these problems, select the clip on the Timeline, choose
Modify➪Alpha Type, and select a different type of alpha from the submenu
(Straight, Black, or White). Experiment with different alpha types. The problem
disappears and the edges appear smooth when you choose the correct type.

Compositing with Mattes and Keys
Mattes and keys are common in software programs that are devoted to com-
positing and creating special effects. Even though Final Cut Pro is mainly a
nifty editing program, it also has many built-in features and functions that
allow you to create these interesting compositing effects. Mattes and keys are
described as follows:
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� Mattes: Mattes are still images that are used to create various cutout
effects. In fact, you can think of mattes as cardboard cutouts. (Imagine a
cardboard sheet with a circle cut out in the middle that reveals any image
behind it.) In fact, digital mattes get their name from the old-fashioned
mattes that surround a professionally framed art print or photograph. Of
course, mattes in the digital world are much more versatile than cardboard
mattes. In Final Cut Pro, you can fill the inside or outside of the matte with
different video or stills. You see this feature in effect in the next section.

� Keys: Keys, which are essentially another type of matte, eliminate cer-
tain color or luminance values from an image to create transparency.
You use keys to create, among other things, the “weatherperson effect”
on your local news: A meteorologist is photographed in front of a blue or
green background, and later, that particular color is keyed out (made
transparent) so that the image of a satellite weather map can appear
behind the meteorologist.

Creating a simple matte
You can easily apply simple mattes to your clips in Final Cut Pro. This section
discusses how to apply a quick-and-dirty matte, such as the one shown in
Figure 16-4, just to get your feet wet. As an extension of these steps, I explain
how to composite your matted clip over another image so that you can see
how the two different clips interact.

Figure 16-4:
An oval

matte
applied to a

video clip.
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Follow these steps to create a simple matte:

1. Drag a video clip from the Browser to the Timeline.

2. Position the Timeline playhead over the clip so that you can see the
clip in Canvas window.

3. Select the clip on the Timeline, and choose Effects➪Video Filters➪
Matte➪Mask Shape.

Notice that an invisible rectangular matte automatically crops your clip,
as shown in the Canvas window. You can adjust the shape of the matte
in just a moment.

By the way, you can find all the Final Cut Pro matte-related filters by
choosing Effects➪Video Filters➪Matte, but for now, I stick with the Mask
Shape filter because it illustrates the basics of a matte so well.

You can also apply a filter to your clip by opening the Final Cut Pro
Effects window (choose Window➪Effects), opening the Matte bin, and
dragging the Mask Shape filter onto the Timeline clip.

4. To fine-tune your matte, double-click the video clip on the Timeline to
open the clip in the Viewer.

5. Click the Viewer Filters tab.

Remember that you can use the Filters tab in the Viewer to tweak any
filter you apply to a clip.

6. From the Viewer Filters tab, adjust the matte settings (see Figure 16-5):

• Shape: Adjust the matte shape by clicking the Shape drop-down
menu. (You can change it to an oval, round, rectangle, or diamond
shape.)

• Size: Change the matte size by tweaking its Horizontal Scale and
Vertical Scale values. (You can drag the respective sliders or type a
value up to 200.)

• Center: To center the matte in a new position on-screen, click the
cross-hair button in the Center area of the Mask Shape filter. (The
mouse pointer becomes a cross-hair symbol.) Then, click your
mouse anywhere in the Canvas window to center the matte at that
new point.

• Invert: You can invert a matte (swap the areas of the clip that the
matte hides and reveals) by selecting the Invert check box.

When you position the Timeline playhead over the clip, you see in the
Canvas window the changes that were made.
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Softening the edges of your matte
By default, the edges of a matte are hard, meaning that the edges appear to
have been cut with a very sharp knife to create well-defined lines. You can
soften those edges so that your video clip seems to gracefully fade into the
edges of the matte, as shown in Figure 16-6. This option is especially handy
when you want to composite the matted clip with another image (which I
explain how to do in a moment).

Figure 16-6:
The matte,

softened
with the

Mask
Feather

filter.

Figure 16-5:
Tweak 

these filter
settings to
customize
the matte.
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You can easily soften the edges of a matte you have already applied to a clip
by following these steps:

1. Position the Timeline playhead over the matted clip whose edges you
want to soften.

This way, you can see the clip displayed in the Canvas window.

2. Select the clip on the Timeline, and choose Effects➪Video Filters➪
Matte➪Mask Feather.

When you apply the Mask Feather filter to a matted clip, you notice a
subtle softening of the matte edges. You can increase this effect.

3. Double-click the video clip on the Timeline to open it in the Viewer.

4. Click the Viewer Filters tab.

5. From the Viewers Filters tab, adjust the Soft settings of the matte.

Drag the filter slider, or type a number as high as 100. The larger the Soft
number, the softer the edges of the matte become.

Compositing your matted video clip with another clip
Now that you have applied a matte to a video clip (effectively hiding some
areas of the clip behind the matte), you can composite this matted clip with
another video clip so that the areas hidden by the matte reveal the second
clip behind it, as shown in Figure 16-7. Just follow these steps:

Figure 16-7:
The 

matted clip
composited

with a 
new clip.
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1. Place the second, new clip on the Timeline.

2. On the Timeline, drag the matted clip onto the track that’s directly
above the new clip.

In other words, if the new clip is on Track V1, drag the matted clip onto
Track V2 so that Final Cut Pro stacks the two clips together.

Final Cut Pro composites (combines) your matted clip with the new clip.
Remember that the clip that’s on a higher track number appears first, but the
clip matte is transparent, so you can see through to the new clip below!

Using intricate mattes
As you can see, the Final Cut Pro filter tools let you create mattes with simple
shapes. To create a more sophisticated matte design — such as a design featur-
ing rows of vertical columns, something that resembles Venetian blinds, or a
matte featuring lots of random cutouts — you can use a graphics program like
Adobe Photoshop to create the matte (in black and white, typically), save it as a
Photoshop file (or even a .tiff or .jpeg file), and then import the graphic into
Final Cut Pro. Then, on the Final Cut Pro Timeline, you can stack the matte on
top of another video clip, select the matte, and then choose Modify➪Composite
Mode➪Travel Matte-Luma. If you created the matte using an alpha channel in
Photoshop, try choosing Modify➪Composite Mode➪Travel Matte-Alpha.

Compositing with keys
Another way of creating composites is by using keys. You create a key by
using a clip in which the subject is filmed against a blue or green background.
(Green backgrounds tend to be the color of choice these days, but blue can
have advantages too.) You later replace the colored background with another
background element, such as a computer-generated scene. (Virtually no
recent special-effects movies, such as Star Wars or The Matrix, could have
been made without the use of keys.)

This process may sound simple, but creating a clean key is quite a bit of
work. Many companies, such as Ultimatte and others, specialize in creating
high-end software that has the sole purpose of creating clean color keys. The
Final Cut Pro tools aren’t nearly as sophisticated as some on the market, but
they’re not a bad place to start.

To create a key, follow these steps:

1. Drag the foreground and background shots from the Browser, and
stack them on different tracks on the Timeline.

Place the key (the subject that’s shot against a green or blue back-
ground) on the top track, and place the background you want to insert
on the bottom video track (see Figure 16-8).
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2. Position the Timeline playhead over the stacked clips so that you can
see them in the Canvas window.

This way, you can use the Canvas window to preview the clips as you
tweak them.

3. Select the green-screen layer (for example, the hand shown in Figure
16-8) by clicking it and then choosing Effects➪Video Filters➪Key➪
Blue and Green Screen.

Final Cut Pro applies the Blue and Green Screen filter to the top clip.
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Shooting for green or blue screens
If you’re struggling to create a good green- or
blue-screen effect, remember this adage from
the keying pros: Most of the work for green-
screening is already done by the time the video
ends up in your hands. The real trick, therefore,
to getting a clean key is to shoot your video right
in the first place.

Filming actors or other elements in front of a
green screen is an art as well as a science.
Some of the best directors in Hollywood call on
companies and professionals who specialize 
in shooting green-screen. Use the following
guidelines to achieve the best results:

� Green or blue: The general rule is that if you
have lots of flesh tone in the shots, use a
green color. (This is one reason that green
screens have become fairly popular these
days.) Also consider the colors your subject
will feature. If an actor is wearing a loud,
neon-green shirt, you don’t want to film her
in front of a green screen, because remov-
ing the green-screen color without taking
out part of your actor’s shirt may be difficult.

� Use the right color grade: The blue or green
you may see in a green-screen shot is not
just any green or blue. These paints are a
standard color that don’t occur naturally in
the majority of subjects, and they’re used to
calibrate most keying software. You should

obtain paints for keying from a photo-supply
or specialty-paint store. (In other words,
don’t use that old house paint that’s on the
shelf in your garage.) Many photo-supply
shops also sell background cloth with the
right shade of blue or green. This hanging
cloth saves you the trouble of painting and
gives you the ability to set up virtually any-
where.

� Light and paint the background evenly: 
A crucial task is lighting and painting the
screen evenly so that no part is lighter or
darker than the rest. Uneven areas make it
very hard for Final Cut Pro to key out what
you want keyed out, because the software
is, ideally, looking for a single color to sep-
arate, and it doesn’t interpret uneven areas
(such as light green and dark green) as a
single color. To get a good key, you should
also avoid shadows caused by wrinkles and
creases in the fabric.

� Keep your distance: Maintain a distance of
at least 10 feet between your subjects and
the green- or blue-screen background. The
distance prevents the color of the screen
from reflecting subtly onto your subjects.
Without such a distance, you’ll complicate
your efforts to get a proper key later and
can make your subjects look as though they
have strange skin conditions!



4. To adjust filter settings, double-click the green-screen key layer to
open it in the Viewer window.

5. Click the Filters tab, as shown in Figure 16-9.

The settings for the Blue and Green Screen filter appear.

Figure 16-9:
The Blue

and Green
Screen filter

settings.

Figure 16-8:
You can

extract a
subject that

is shot
against a

green
screen,

such as this
hand, by

using the
Final Cut Pro
compositing

tools.
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6. From the Key Mode drop-down list, select Blue or Green, depending
on the color of the background of the video.

See the sidebar “Shooting for green or blue screens,” earlier in this chap-
ter, for more details about the blue-versus-green debate.

7. While keeping an eye on the image in the Canvas window, click and
drag the Color Level slider to a lower setting until the color of the
blue or green screen disappears.

Drag the slider slowly so that you can see the green color in the video drop
out bit by bit. You may have to tweak this setting to your satisfaction. The
slider defaults to 100. You may also move the Color Tolerance slider to
remove shades that are adjacent to the key color you have chosen.

8. Click and drag the sliders to adjust Edge Thin and Edge Feather para-
meters and tweak your work, as follows:

• Edge Thin: The Edge Thin parameter creates a choking-in or -out
of the outer boundaries of your subject.

• Edge Feather: The Edge Feather parameter creates a slight feather
to an edge.

Tips for getting clean keys
The basic key filters in Final Cut Pro are just the first step in getting a clean
key. You can use many other tools on the Effects➪Video Filters➪Key menu to
help clean up the key. The following list gives you a brief rundown of a few of
these tools:

� Luma Key: The Luma Key filter allows a key based on luminance values
(such as black and white) as opposed to color values (green or blue).
For example, if you shot an all-white element against a solid-black back-
ground, you may want to use this key to drop out the blacks and retain
the white element.

� Difference Matte: This type of key compares two layers and eliminates
what they have in common. You need to prepare for using this matte
when you’re in the shooting phase. The Difference Matte requires you to
film a shot twice: once with the subject in front of the background and
the second time with just the background and without the subject.
Ideally, these shots are identical (except for the presence of the subject,
of course). In other words, you don’t want even a slight difference in the
camera position or angle, for example. (That’s why it’s important to use
a good tripod.) The final results compare the two layers and eliminate
the background while retaining the subject.

The main advantage to the Difference Matte method is that the back-
ground doesn’t have to be blue or green. It can be any color, as long as it
doesn’t change.
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� Spill Suppressors: In many cases, when you finish filming the green or
blue-screen shots, you may notice that your subjects have a little of the
screen color reflected on them (this is called spill). Final Cut Pro has two
filters that can help correct this spill — one for green and one for blue.
These suppressors eliminate color spills, which are otherwise difficult to
get rid of by using a simple key. To apply a suppressor, click your clip on
the Timeline to select it and then choose Effects➪Video Filters➪Key➪Spill
Suppressor➪Green or Blue.

The following matte tools are also useful for creating clean keys:

� 8-Point and 4-Point Garbage mattes: Garbage mattes are rough mattes
that eliminate parts of the image that aren’t used in the final key. For exam-
ple, in some keying work, you may notice a black line at the edge of your
video frame. By using a Garbage matte, you can quickly mask out the areas
around your subject and get rid of the distracting edges on the frame.

To apply the Garbage matte, select a clip on the Timeline and then
choose Effect➪Video Filters➪Matte menu. After you apply the 4-Point or
8-Point Garbage matte, double-click the Timeline clip to open it in the
Viewer. On the Viewer Video tab, you should see each point that the
filter controls labeled clearly with a number, as shown in Figure 16-10.
(You can adjust these points to crop offending parts from a frame; my
example is exaggerated to illustrate the point.) Drag the Viewer Video
tab outside the Viewer, and then click the Viewer Filters tab. (This way,
you can adjust the filter while seeing its results at the same time on the
Video tab.) The Filters tab displays coordinates for four or eight points
(clearly labeled). You can move these points by clicking the cross hair in
the Filter setting and clicking different portions of the image on the
Viewer Video tab to create a new matte shape.

Figure 16-10:
An 8-point

Garbage
matte, as

shown on
the Viewer
Video tab.
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� Matte Choker: The Matte Choker is the ideal substitute for the Edge
Thin slider that is found in some of the Final Cut Pro key filters. Edge
thinning is the process of removing the outer edges of your subject. The
Edge Thin sliders in the Final Cut Pro key filters often produce a harsh
edge. Use the Matte Choker instead to slightly choke (move the matte
inward around the subject) the matte in to cut out some of the green or
blue fringes that may appear around the edges. You apply the Matte
Choker by selecting a clip on the Timeline and then choosing
Effect➪Video Filters➪Matte➪Matte Choker. The slider settings allow you
to decide how much edge thinning you want to do and how much you
want to feather or soften the edge.
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Part V
Outputting Your

Masterpiece



In this part . . .

When you’re finished editing and adding any music,
transitions, titles, effects, or other elements, you’re

ready for Part V, which focuses on outputting your movie
to its final destination. I show you how to record your fin-
ished masterpiece back to videotape (for tape duplication
or broadcast) and how to save your finished movie to a
QuickTime digital file, which you can later burn to a DVD
or CD-ROM or broadcast over the Internet.



Chapter 17

Recording to Tape
In This Chapter
� Setting up for recording

� Recording directly from the Timeline

� Printing to video

� Editing to tape

� Editing online versus offline

One of the last stages of working on a project in Final Cut Pro is to record
your edited project from a sequence to tape. Recording your final edited

project to tape is the most common method for delivering your project to a
broadcast house or to a client.

As with anything else in Final Cut Pro, you have numerous options and
choices available to you at this stage. Make your final choice based on your
equipment and the needs of your clients or whoever is awaiting the delivery
of the final master tape.

Setting Up for Recording
Before you record your edited project to tape, you must first set up your
equipment for recording to tape. You must also check some equipment issues
and verify settings in Final Cut Pro before you proceed. Check the following
items before preparing to record your project to tape:

1. Connect your equipment.

If you have a basic DV setup — which simply entails connecting a DV
device, such as a camera, directly to your computer with a FireWire
cable — your life becomes rather simple. Because a FireWire cable han-
dles both the in and the out of video and audio, you should just confirm
that your Mac and DV device are hooked together by a FireWire cable,
which plugs into each device’s FireWire port.



If you’re recording to a VHS tape, skip ahead to the sections “Recording
to VHS” for more information.

Remember that part of the beauty of the Panasonic DVCPRO HD format,
which Final Cut Pro HD supports so well, is that it permits you to easily
hook a compatible HD deck to your Mac via a simple FireWire cable. In
other words, with the DVCPRO HD format, you can get HD video into
your Mac just as easily as you can get DV video into it. But, because most
For Dummies readers use DV equipment, that’s what I focus on here.

2. Set the proper mode.

Check to make sure that your DV deck or camera is in VCR mode.
Sometimes, VCR mode is also labeled VTR (Video Tape Recorder). Final
Cut Pro cannot record to your DV device if it is set to Camera mode. If
your DV device has multiple inputs (often labeled Video 1 or Video 2, or
Line 1 or Line 2), be sure to check that you’re on the right input. Video
decks often have an Input button that switches the inputs to the deck or
the camera. The indications for the selected input appear either on the
front panel of the deck or inside the viewfinder of the camera.

3. Check the Final Cut Pro settings.

Choose Final Cut Pro HD➪Easy Setup. In the Easy Setup window, check
out the summary of the Easy Setup you have set for Final Cut. (Refer to
Chapter 2 for more information about Easy Setups.) Make sure that
under Playback Output Video, you have chosen Apple FireWire, as
shown in Figure 17-1. The External Video For Recording option should
show the Same as Playback setting. This setting indicates that you’re
ready to output via FireWire. If your Easy Setup doesn’t indicate these
settings, you can choose Final Cut Pro HD➪Audio/Video Settings and
make the necessary adjustments. (Again, refer to Chapter 2 for more.)

4. Render your sequence by double-clicking it to open it and choosing
Sequence➪Render All➪Both.

Figure 17-1:
Check the

Easy Setup
box before
recording 

to tape.
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You may not need to render, depending on your project, but to be safe,
take this step to prepare your sequence for recording. Rendering both
audio and video ensures that any items that need rendering are ready
for output. Without rendering, some of the items, such as effects, may
not play in your sequence. Also, audio that isn’t rendered may cause
your sequence to drop frames or stutter during playback. See Bonus
Chapter 1 on this book’s companion Web site for more about rendering.

Looking out for dropped frames!
Many other editing systems come with video cards that perform most of the
processing tasks that are otherwise done by the computer, but this isn’t the
case with Final Cut Pro. It relies almost entirely on the processing power of
your computer. In some cases, if the requirements of the video overwhelm
the processing power of your computer, Final Cut Pro can drop some video
frames, which results in jittery playback and stutters in your video. Dropped
frames are simply frames that Final Cut Pro has missed in playback or cap-
ture because your computer’s processor had too many things to manage at
one time.

To be sure that you’re notified if frames are dropped as you record to tape,
choose Final Cut Pro HD➪User Preferences and, on the General tab, make
sure that the Report Dropped Frames During Playback option is checked, as
shown in Figure 17-2.

Checking this option ensures that Final Cut Pro warns you about any frames
that may be dropped during recording to tape. If you get this warning, you
need to take steps to prevent frames from being dropped, such as increasing
the memory allocation for Final Cut Pro, closing all other applications, and
suspending any network tasks that may be taking place. Also, check to make
sure that your scratch-disk settings aren’t set to render to your internal
drive, which is a common cause of dropped frames (because you’re reading
and writing to the same drive, it’s liable to have more errors). Then restart
your computer and attempt to record to tape again.

Figure 17-2:
Checking

this box
ensures that
you receive
a warning if
frames are

dropped.
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Recording to DV tape with 
a camera or deck
If you’re recording to a DV device, such as a camera or deck, you have much
less to worry about compared to someone who is recording to a format such
as Betacam SP or others. With a DV camera or deck, you only need a single
FireWire cable to connect the device and the computer. Traveling over this
FireWire cable is your video, audio, timecode, and even device control infor-
mation. The device control information is what allows Final Cut Pro to control
the transport mechanism (play, rewind, and fast forward, for example) of
your deck or camera.

You must be sure that your DV device is switched to VCR (or VTR, depending
on your deck or camera), as opposed to camera. A basic DV camera often has
a setting that allows you to choose between a camera and a VCR function.
Final Cut Pro doesn’t record to a camera that is in Camera mode.

You may also want to check the recording-prevention tab on your DV tape to
be sure that it isn’t on the Save setting. DV tapes have a small tab on one side
that switches between Record, which means that you can record over exist-
ing material, and Save, which means that you cannot record on the tape.

Recording to VHS
VHS remains one of the most common video formats, and you may want to
record your Final Cut Pro movies to VHS rather than to DV tape. Fortunately,
Final Cut Pro offers a quick and easy way to do this, as long as you have a DV
camera or deck as well (I use the term DV camera from now on). Most DV
cameras have analog video and audio output connectors, which allow you to
play your camera signal out to a TV set. But, rather than connect a TV to your
DV camera, you can hook up a VHS VCR and use it to record the video or
audio signal that’s coming from your camera to a VHS tape. The DV camera
effectively works as a middleman between your Mac and the VHS deck: The
camera receives a DV video signal from your Mac through its FireWire cable,
converts that signal to analog, and then sends the signal to the VHS deck for
final recording.

The connectors that are used to connect a DV camera to a VCR are the same
RCA connections that are found on the back of your home stereo, as shown
in Figure 17-3. Most VHS decks have RCA video and audio inputs. (These
inputs should be on the back of your VCR. Usually, the video input is yellow,
and the audio inputs are red and white — one carries the left channel of
stereo audio, and the other carries the right channel.) All you need is a pair
of RCA connectors to connect the video and audio outputs of your DV device
to the video and audio inputs of your VHS deck. Your DV camera may have
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already shipped with the cables that you need — a common cable these days
has three (yellow, red, and white) RCA connectors on one end and a single
small connector at the other, which connects to your DV camera. If you don’t
have these connectors, you can get them from Radio Shack or any other
store that sells stereos.

If your DV camera and your VHS VCR both have S-Video connectors, you may
want to consider using an S-Video cable to connect the two devices. S-Video
is desirable because its signal quality is better than that provided by RCA
connectors, and this increased quality results in a better-looking video image
being transferred from your camera to the VHS tape (not significantly better,
but a little sharper to the discerning eye). S-Video carries only a video signal,
though, so you still need to attach two RCA connectors between your camera
and VCR to transfer stereo audio (one connector for the audio’s left channel
and one connector for the right channel).

To connect your equipment using RCA connectors, follow these steps:

1. Connect your RCA cables to the video or audio inputs on your VCR
deck.

You need to connect three cables to your deck: one for video and two for
audio.

If you opt to use an S-Video cable to transfer video, connect that cable to
the S-Video input on your VHS deck.

Figure 17-3:
Use RCA-

type
connectors
to connect

your DV
camera to a

VHS deck.
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2. Attach the other ends of your RCA cables to your DV camera’s audio
or video input connector.

Many DV cameras — particularly small ones — have only one connector
port for both RCA video and audio. These cameras often provide you
with a special cable that has three RCA connectors at one end (these go
to your VCR in Step 1) and a single connector at the other end (this goes
into your camera).

Again, if you opt to use S-Video, connect this cable to your DV camera’s
S-Video connector.

3. Be sure to hook up the output of your VHS deck to a television so that
you can see whether the recording is proceeding successfully.

That’s it! You should be ready to record your DV camera signal to a VHS
tape.

Just because you attach a VCR to your DV camera doesn’t mean that the
recording works. Some VHS decks have multiple inputs (sometimes labeled
Line 1 and Line 2), which means that they can have more than one device
attached to their inputs at a time. These VCRs have to know which input to
record a signal from, so you may need to tell your VCR to record the signal
from a different input. (You can usually find a button on the VCR or remote
control that lets you switch from one input source to another.) To make sure
that your VCR is getting a signal from your DV camera, you should be able to
see and hear your Final Cut Pro project via the TV that’s connected to your
VCR; this confirms that the DV signal is making it into the VCR. To be sure, do
a test recording and then play your VHS tape to see that the DV camera signal
made it to the tape.

If you don’t have a DV camera or deck but need to record your Final Cut Pro
video to a VHS VCR (or any other analog device), you have one last resort:
You can get a media converter box (a small device made by Sony and a few
other companies) that connects to your Mac via a FireWire cable and con-
verts the DV signal that’s coming through the FireWire cable to an analog
signal that VHS decks can understand. By attaching a VHS deck to the RCA
connectors on this type of media converter box, the box can fill the same
middleman role as a DV camera. Of course, the quality of the box you use
varies as much as the price (devices can range from around $100 to more
than $1,000), so be sure to investigate your purchase carefully.

Although having the option of recording DV video to VHS tape is nice, keep in
mind that the quality of the VHS video format is pretty low. (That’s why so
many people prefer to watch movies on DVDs.) Also, converting a signal from
one format to another (DV to analog) tends to slightly deteriorate the signal,
resulting in even lower quality. On the other hand, some viewers may not
notice this loss of quality, or it may be acceptable, given your purposes.

360 Part V: Outputting Your Masterpiece 



Recording to Tape
When you’re ready to record your show to tape, you can use three main
approaches. In the next few sections, I explain the pros and cons of each of
these approaches. The three possible recording methods from Final Cut Pro
are as follows:

� Play back from the Timeline.

� Print to video.

� Edit to tape.

Each of these methods has its advantages and disadvantages. But, more than
anything else, the path you take is dictated by the type of equipment you
have and the ultimate destination of your tape.

Recording directly from the Timeline
This method may sound too good to be true, but it’s real, and it works like a
charm. In this method of recording to tape, you just press the Record button
on your deck or camera and play your Timeline in Final Cut Pro. If the set-
tings in Final Cut Pro are correct and all your hardware is set up correctly
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A few words on resolution and compression
If you captured DV video into your Final Cut Pro
workstation, you should output it as DV as well.
You can certainly use your DV camera or a media
converter box to convert the DV signal to analog
and then record to a VHS deck. However, sending
that analog signal to a Betacam SP or higher tape
format doesn’t increase the resolution of the DV
signal.

DV video has a compression ratio of 5:1. DV,
therefore, compresses the video to one-fifth the
size of its uncompressed state. This compres-
sion is efficient, and the video resolution looks
quite good. But sometimes the DV format can
show its limitations, such as during recompres-
sion with text and other effects. When used with
some effects, especially after it’s rendered a

few times, DV can show blockiness and slight
deterioration around the edges of text and
objects. Certain broadcasters may not accept
DV formats, although more are accepting this
format every day.

To avoid the limitations of DV and work with
high-end formats like Digital Betacam or
Betacam SP, you should purchase an Apple-
approved, third-party card that is meant for cap-
turing high-end video and then outputting your
video to the deck of your choice. This path can
be fairly expensive because you need to pur-
chase the video card and a high-end tape deck
as well as faster drives, perhaps, to handle the
high data rate. But, depending on your needs,
this may just be the ticket for you.



(see the section “Setting Up for Recording,” earlier in this chapter, to verify
your setup), your Timeline records to tape. The pros and cons of this method
are as follows:

� Pros: The most obvious pro is that this method is fast and easy. In our
opinion, this is the Official For Dummies recording method. You don’t
have to bother with any dialog boxes or struggle with incomprehensible
settings. Your entire Timeline is simply sent to tape. This method also
frees you from worrying about timecodes or control tracks on your tape.
In some other methods of recording to tape, your tape needs to be
striped; that is, it needs to have a timecode or control track laid down on
it. This isn’t the case when you record from the Timeline. (Read more
about control tracks in the sidebar “Insert versus assemble edits,” later
in this chapter.)

� Cons: The main disadvantage of this method is a lack of control. You
can’t specify whether you want to simply edit one shot into a tape that
already has a project on it, also known as insert editing. You also cannot
specify leader elements, such as color bars or slates, to go before your
show. If you want bars and other elements in the beginning of your tape,
see the next section, “Printing to video,” for details about how to do it.

To record directly from the Timeline, follow these steps:

1. Open your sequence and render all items by choosing Sequence➪
Render All➪Both or by pressing Ô+R.

Before you record to tape, you must make sure that all items have been
properly rendered. This step ensures that all effects and other items
have been rendered and are now ready to go to tape. Without rendering,
some effects may not play. Rendering audio is also critical to avoid drop-
ping frames during your recording process. Computer processing
demands that are created by audio tracks in your sequence can cause
frames to be dropped. Rendering your audio mixes the audio tracks and
creates a single file that Final Cut Pro plays during the playback. This
avoids on-the-fly recalculations for audio sampling rates.

2. Place the playhead at the start point.

You should place the playhead on a blank area of the Timeline just
before your project starts. Anything that is under the playhead is
recorded to your tape, so placing the playhead just before your movie
starts helps to avoid an abrupt beginning.

3. Press Record on your deck or camera.

Wait a few seconds after you press Record. Some decks take a few seconds
to get up to speed, and you don’t want your project to start the moment
your tape plays. After a few seconds, you’re ready to play your Timeline.

4. Press the spacebar to play your Timeline.

5. Press the spacebar to stop playback.

362 Part V: Outputting Your Masterpiece 



When you’re done, press the spacebar again to stop playback. You can
also press the Stop button on your deck to stop recording.

Rather than press the spacebar for playback, you can also choose other play-
back options from the Mark➪Play submenu. You have choices such as In to
Out, which plays only from In to Out points you may have marked in your
sequence, and Play Reverse, which plays backward from the current position.

Printing to video
You can also record your Timeline to tape by choosing File➪Print to Video.
This option lets you add industry-standard color bars, countdowns, and
slates to the beginning of the tape. In essence, this method differs from play-
ing your Timeline in the sense that it allows you to add some elements before
and after your sequence. The pros and cons of this method are as follows:

� Pros: A simple dialog box allows you to add bars, a slate, and other
options to your edited movie without adding them to the Timeline. You
can also loop your sequence, which may be important in some situa-
tions. (Venues such as video kiosks and convention booths often require
videos to be looped for playback throughout the shows.) Finally, the
timeline is automatically rendered because it’s required in order to accu-
rately playback effects and transitions.

� Cons: The cons of this method are a lack of precise controls, such as
insert editing, a type of editing that allows you to insert shots with frame
accuracy into a tape that already has material on it.

To print to video, follow these steps:

1. Render all the items on your Timeline by double-clicking the
sequence to open it and choosing Sequence➪Render All➪Both.

2. Choose File➪Print to Video.

The Print to Video dialog box appears, as shown in Figure 17-4.

3. Select your options in the Print to Video dialog box.

The Print to Video dialog box is divided into Leader, Media, Trailer, and
Duration Calculator sections, which are described as follows:

• Leader choices are elements that appear before your movie, whereas
the trailer choices follow your movie. For example, in the Leader
area, you can check the Color Bars option and then specify how
many seconds of color bars you want. (For more on working with
color bars, refer to Chapter 14.) You can also use these sections to
add a few seconds of black at the end or beginning of your tape to
avoid an abrupt start or stop of your movie. (I recommend that you
use this feature.)
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• A slate is a single page or graphic placed at the beginning of a
sequence that contains information about the program. You can
include information about a clip or sequence that includes various
titles, credits, running times, starting timecode, and dates.

• The Duration Calculator shows you the final length of the media
you have selected when printing to tape. The Media box shows the
total length of all your media clips; the Total box displays the
Media length plus the length of all extra elements you may have
added, such as color bars or black.

• The choices in the Media section allow you to loop a sequence and
specify the media you want to have printed to tape. For example,
you can print the sequence from the In point to the Out point or
loop it 10 times.

4. Click OK when you have made your selections.

5. When Final Cut Pro displays a message that you can start recording,
press Record on your deck.

Depending on your choices in the Print to Video dialog box, Final Cut
Pro may take some time to render some of these elements. After you get
a message to start recording, press Record on your deck. Wait a few sec-
onds, and then click OK in the dialog box that gives you the message to
start recording. Final Cut Pro begins playing back the leader, and then
your show, and, finally, the trailer choices you made.

In some cases, you may want Final Cut Pro to start recording on your deck
and stop recording automatically. To use this feature, choose Final Cut Pro➪
Audio/Video Settings. On the Device Control tab, edit your Device Control
preset by clicking the Edit button. In the Device Control Preset Editor, turn
on the Auto Record and PTV After option and enter a time in the time field.
After Final Cut Pro has edited the video to tape, it stops after the time you
specified.

Figure 17-4:
The Print to

Video dialog
box.
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Editing to tape
The third option, Edit to Tape (on the File drop-down menu), lets you do
sophisticated, frame-accurate insert and assemble edits, if you have the right
kind of deck. (See the sidebar “Insert versus assemble edits,” later in this
chapter.) This option is best reserved for high-end decks, such as the ones
that use Betacam SP or Digital Betacam tapes, or new HD decks, like the
Panasonic AJ-HD1200A. These decks tend to be quite sophisticated (with a
price to match) and are common in production companies and broadcast
environments. The pros and cons of this method are as follows:

� Pros: The Edit to Tape method allows the most sophisticated control of
any of the recording options. You can choose to just insert a shot into
the middle of a project that exists on tape. You can even edit just the
video or the audio portion of that shot as well. Another advantage to
this type of editing is that you can specify in which frame of the tape you
want the edit to occur and what timecode to use. For a production envi-
ronment and broadcast situation, this type of control is critical.

� Cons: If the Edit to Tape operation has a disadvantage, it is that on DV
tapes, you cannot easily (or cheaply) perform an insert edit (some more-
expensive professional decks, such as the Sony DSR-1800, can do this).
Sophisticated setups are required in order to ensure accuracy, such as
devices with serial control and black-burst generators. Also, the frame
accuracy of the insert edit depends on the frame accuracy of the deck
you’re using. In some cases, the decks may have a slight offset and may
be a frame or two off from being frame-accurate. For the general user,
however, the most significant drawback is the high cost of the required
equipment.

Performing an Edit to Tape operation
To perform an Edit to Tape operation, follow these steps:

1. Choose File➪Edit to Tape from the menu bar.

The Edit to Tape window appears. This window looks similar to the Final
Cut Pro Canvas window, except for some critical differences. Figure 17-5
shows the Edit to Tape window.

2. Choose Editing from the drop-down list at the top of the Edit to Tape
window to do an insert edit. For an assemble edit, choose Mastering.

If you’re unsure of the difference between editing and mastering, see the
sidebar “Insert versus assemble edits,” later in this chapter.

3. Double-click the sequence in the Browser that you want Edit to Tape
to open.

You can set an In and an Out point in your sequence by pressing I and O.
When you perform the Edit to Tape operation, only the video that is
between the In and Out points is edited to tape. In the absence of an In
or an Out point, the entire sequence is edited to tape.
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4. Set your In and Out points on the tape.

By using the Shuttle or the Jog sliders, you can move around on your
tape and set In and Out points. (Note: If you’re in Mastering mode, you
can set only an In point. If you’re in Editing mode, you can set both In
and Out points.) To set In or Out points, cue the tape to the desired spot
and click the Mark In or Mark Out buttons, as appropriate. You can also
manually set In and Out points by entering timecodes in the In and Out
Timecode fields. If you’re going to perform an insert edit, correctly
selecting these In and Out points is critical. For a more detailed explana-
tion of setting In and Out points, refer to Chapter 7.

5. If you’re in Mastering mode (for an assemble edit), click the Mastering
Settings tab at the top of the Edit to Tape window.

On the Mastering Settings tab, you can choose your leader and other
options for recording. Add leader and trailer elements, such as color
bars and black, as you desire.

6. Click and drag your sequence from the Browser window to the Edit to
Tape window.

As you drag your sequence over the window, the Edit Overlay appears.
The choices in the Edit Overlay are Insert, Assemble, and Preview. Drop
your sequence on the appropriate choice.

The Edit to Tape operation begins automatically. You can press Esc to
cancel an Edit to Tape operation at any time. If any rendering is required
before the Edit to Tape operation, a dialog box appears to step you
through the process of rendering.

Figure 17-5:
The Edit to

Tape
window.
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Performing insert edits with frame accuracy
Another feature of insert edits in the Edit to Tape window is that they are
frame-accurate. Under proper conditions, therefore, you can replace just one
shot on your tape that lies in the middle of a recorded project. This feature
allows a greater degree of control — many editors use it to fix issues with
their projects. For example, you may have edited an entire hour-long show to
your tape and later decided to replace the video of just one shot in the show,
which you have already put on tape. Using the Insert Edit overlay in the Edit
to Tape window, you can replace just the video of a single shot on your tape.

However, before you take the severe step of insert editing onto your master
tape, you need to be sure that your Final Cut Pro setup is frame-accurate.
Video decks can occasionally end up with a slight offset on frame accuracy,
and this offset can cause a glitch when you perform an insert edit.
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Insert versus assemble edits
If you’re a DV user and you work exclusively
with DV cameras and decks, you can skip this
sidebar and not miss a thing. If, on the other
hand, you’re working in a broadcast environ-
ment and are staring at a Betacam SP, Digital
Betacam, or HD deck, you should read this side-
bar before you attempt to record your video
from Final Cut Pro to tape.

You can perform two types of edits when record-
ing your video to tape by using the Edit to Tape
option in Final Cut Pro: insert and assemble.

During an insert edit, you can select between
audio and video tracks (or make edits to both
audio and video). An insert edit doesn’t record
control or timecode tracks. During an assemble
edit to tape, on the other hand, all tracks are
recorded (audio, video, control, and timecode).

Why should you care which tracks are
recorded? All videotapes have video and audio
tracks on them. Videotapes also have a control
track and a timecode track. A control track is a
simple track of tick markers that the deck uses
to maintain the proper speed. If you use the
Print to Video command to record to a video-
tape, this control track is also recorded on the
tape on its own track. Breaks usually occur in
the control track when you stop recording. You

want to avoid these breaks on your master
tapes. Broadcast engineers don’t like tapes with
broken control tracks because they can cause
glitches and rolls when they’re played through
equipment. A timecode track is simply the
frame-accurate time information added to a
tape as you record. This timecode track must be
present on a tape so that the edit knows where
to place a clip or piece of video in time (for
example, if your timecode doesn’t go to 4 min-
utes, you can’t record a new clip at 5 minutes).

To avoid breaks during an assemble edit, you
first need to make sure that you have at least 6
seconds of tape before the In point of your
video. At the end of an assemble edit, you
should let the edit run a few seconds longer, to
avoid any breaks in the tracks.

Here’s where it gets tricky: Although an insert
edit doesn’t record control or timecode tracks on
a tape, these tracks must be present on the tape
for the insert edit to be successful. For this
reason, editors often use black and coded tapes.
These tapes have had black and timecode pre-
viously recorded on them. Note that insert edits
cannot be performed on DV tapes. For DV tapes,
only assemble edits are possible, unless you
have a relatively expensive professional deck.



To confirm the frame accuracy of your system, you need to create a sequence
that consists of a series of single frames. These single frames can be colored
slugs or color bars and other clearly identifiable frames. The important thing
is that each of these shots needs to have a duration of just one frame. Of
course, you can also use the countdown that Final Cut Pro provides as a ref-
erence, but doing this exercise should accurately demonstrate the frame-
accurate nature of Final Cut Pro using a sequence you create.

Follow these steps to create a frame-accurate test of the Final Cut Pro insert
editing capabilities:

1. Line up five of these frames in a sequence, such as a white frame, a
frame of color bars, a black frame, a red frame, and a yellow frame.

2. Use the Edit to Tape function to perform an insert edit to a specific
timecode (such as 1:00:10;00) on a test videotape.

3. Slowly jog back on your tape, and see which frame has edited to the
starting point on tape.

If a frame is earlier than what you wanted to have edited to tape, your
system has a drift of –1 frame. If a frame is later than what you wanted to
have edited to 1:00:10;00, your system has an offset of +1.

4. Choose Final Cut Pro➪Audio/Video settings, and then select the
Device Control Preset window.

5. Select your preset, and click the Edit button.

6. In the Device Control Preset window, edit the Playback Offset setting
to account for the frame offset.

Figure 17-6 shows this setting in the lower-left corner of the dialog box. For
example, if the offset were –1, enter 1 as the Playback Offset setting. On the
other hand, if the offset were +1, enter –1 in the Playback Offset field.

Figure 17-6:
The Device

Control
Preset
Editor.
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Now that you have made these adjustments, you too can be a slick and
sophisticated editor, doing insert edits with frame accuracy. That is, of
course, if you have a frame-accurate deck. Unfortunately, many decks are not
frame-accurate.

Editing Online versus Offline
When working with Final Cut Pro and editing in general, you may come
across the terms offline and online. These terms are important to understand
because producers often ask you to work offline in Final Cut Pro. In this sec-
tion, I explain these terms.

The terms offline and online originated a few years ago when nonlinear edit-
ing (NLE) systems, such as Final Cut Pro, had not achieved data rates that
were high enough for broadcast resolution. In other words, you could capture
and edit at a low resolution, using the earlier manifestations of NLEs, but
these systems weren’t capable of working at high enough resolutions to go
directly to broadcast. These may sound like the dark days of video technol-
ogy, but that was life for many of us.

In those days, the rough, low-resolution edit was considered an offline edit.
After an offline rough draft was done, the entire show was re-created in an
online setup. The Online Room could be a very expensive tape-to-tape edit
room or just a more expensive NLE that could handle the high data rates that
were required for broadcast.

In many ways, these terms perhaps no longer apply because you can do both
your offline and online editing in Final Cut Pro. However, in some cases, the
term online may still indicate an expensive and very sophisticated edit room,
where high-tech features, such as real-time color correction or audio sweet-
ening facilities, may be available.

In some cases, an offline edit may simply consist of creating a rough cut,
which you later want to refine and finalize in an online edit room. This online
room may consist of a much higher-end Final Cut Pro system, which uses
third-party video cards and provides higher-quality video. Or, the online
room may be a tape-to-tape edit room.

With Final Cut Pro 3, Apple introduced a new feature called OfflineRT, which
stands for Offline Real Time. Using this feature, you can capture video into
Final Cut Pro at extremely low resolution, which allows large quantities of
media to fit on small drives, and then edit your project. The effects work in
real-time when you use this feature; hence, the term RT. Later, you can recap-
ture just your edited show at a higher resolution.
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Another common method for moving from an offline to an online process is
the export of Edit Decision Lists. Edit Decision Lists (EDLs) are a data record
of your edits. EDLs enable you to do your rough cut at home on a basic Final
Cut Pro system and then export the EDL and enter an expensive and high-end
editing environment to refine your project. With an EDL and your original
media, you can re-create your rough edit on a high-end system and add all
the bells, whistles, and polish that a high-end system offers.
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Chapter 18

Exporting Your Movie
to a Digital File

In This Chapter
� Using QuickTime to play your videos

� Understanding codecs

� Choosing the right data rate

� Exporting videos one at a time or by the batch

� Using the Compressor application to export files

In the multimedia world we live in, many Final Cut Pro projects never end
up on videotape. Instead, they’re exported to a digital file so that they can

be broadcast on the Internet or played back on DVDs and CDs. DVDs have
become a popular format for watching movies at home, and a DVD is a good
way to show someone a high-quality version of your edited video.

The process of preparing material for the Web, DVDs, and CDs is full of confu-
sion and myths. In this chapter, I tackle some concepts and techniques for
outputting digital video and dispel a few myths about this difficult topic.

For instance, many people think that if you export a project into a QuickTime
file, it’s ready for the Internet. Right? Wrong. Why not? Because raw digital
video files are way too big to send over the Internet, unless you expect your
audience to spend several days downloading them! Raw video still needs to
be compressed into a smaller file size before it can be transferred digitally.
This compression can be done with QuickTime, which uses complex schemes
to toss out much of the video data. The result of this compression is a video
file that is usually not full-screen, and not 100 percent sharp, but the com-
pressed video is small enough to be conveniently transmitted via a modem
or DSL service.



Anyway, Final Cut Pro HD takes a number of approaches to exporting your
finished movies as digital media files. It can export them into media files that
are appropriate for Internet distribution or DVD distribution, for instance. It
can also give you manual control over how your exported video is compressed,
or it can make those decisions for you.

If you’re really interested in learning about the nitty-gritty of video compres-
sion, I suggest that you read this entire chapter. If all you want to do is export
video in a painless way, without learning what’s going on behind the scenes,
or how to control every nuance of the exporting process, I suggest that you
skip to the section “Easy Exporting with the Compressor Application,” later
in this chapter. The standalone Compressor program works with Final Cut
(and is included on your installation CDs), which lets you compress video
into all sorts of different shapes and sizes.

Working with QuickTime Video
QuickTime has often been described as the Swiss Army knife of multimedia
applications. That description is certainly a fitting one, although QuickTime
is even more than that. Most people think of QuickTime as the player that
allows you to watch movies and clips of video on your computer (see Figure
18-1). In fact, QuickTime is an entire multimedia architecture. This versatile
and vast architecture allows media creation, delivery, and translation of all
kinds. QuickTime consists of more than 200 separate components. QuickTime
is simultaneously a file format and a set of applications, plug-ins, and much
more that enables users to seamlessly work with many types of multimedia.

Figure 18-1:
The

QuickTime
Player

represents
only the tip

of the
QuickTime

iceberg.

372 Part V: Outputting Your Masterpiece 



What does all this have to do with Final Cut Pro, and why should you know
about QuickTime? Final Cut Pro is based entirely on the QuickTime archi-
tecture. If you’re working with Final Cut Pro, you have access to all the com-
ponents of QuickTime. Don’t worry: You don’t have to launch any special
applications or learn to use a new interface (unless you choose to work with
Compressor, a new application for Final Cut Pro that I discuss at the end of
this chapter). QuickTime works seamlessly and transparently, which means
that it works behind the scenes without your knowing it. Also, no additional
purchase is necessary, because the QuickTime components are installed with
Final Cut Pro. Of course, QuickTime offers upgrades and add-ons, such as an
MPEG-2 component, which allows you to work with the file format that’s used
by DVDs and some new cameras, without needing the special Apple DVD
Player.

In the next few sections, I show you how to use this multimedia tool to take
the movies you edited in Final Cut Pro and prepare them for all kinds of other
formats. Web streaming and CD or DVD playback, as well as any other multi-
media uses you can think up for your video, are easily within reach.

Getting to Know Codecs
If you’re going to prepare your video for the Web or CD, the word codec fast
becomes part of your vocabulary. Video files, as they exist when you edit
them in Final Cut Pro, are simply too large to stream over the Web or even
to download in a reasonable amount of time. (Streaming means to send video
as a continuous stream that is played back on the fly as it’s being transmit-
ted, as opposed to downloading, where the viewer’s computer waits to begin
playback until the entire movie has been transmitted to the viewer’s hard
drive.) Hence, compression is used to reduce the size of the video files and,
at the same time, to preserve as much of the quality as possible. You use
QuickTime for compressing and selecting your codec as well.

The components that compress the video are called codecs. The word codec
is short for coder-decoder. Several codecs exist for audio and video. Also, many
kinds of codecs are specifically intended for streaming, and others are strictly
for capturing and playing back video. Some codecs are hardware-based, but
a description of those types is outside of the scope of this book. I focus on
software-based codecs in this chapter. The particular codec you choose and
how you use it have an impact on the final outcome of your compression, and
throughout this chapter I tell you some things you need to consider before
you decide which codec you want to use.
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Using compression also requires paying special attention to the quality of
your source footage. In fact, starting with high-quality footage is one of the
best ways to get great results, especially when you’re planning to compress
video to extremely small file sizes. The adage “garbage in, garbage out” is
important to keep in mind. For instance, to achieve better video compres-
sion, you should keep the backgrounds of your shots simple and use a tripod.
If you’re interested in why this strategy helps (and for other suggestions),
see the sidebar “Shooting with compression in mind,” later in this chapter.

Because so many codecs are available, I briefly cover a few basic ones that
you can choose from when preparing your material. Bear in mind that this
tour of the codecs is done in the context of preparing your video for Web
streaming or CD playback. I say that because many video codecs are designed
for video capture and playback but are not suitable for streaming or low-
data-rate playback, such as the type needed for CDs. Data rates are impor-
tant because you can use very high data rates for video that plays in your
computer. But CDs or DVDs, as well as the Internet, require low data rates.
I discuss data rates later in this chapter.

If you’re working on a Mac and you’re using Final Cut Pro and QuickTime,
many video and audio codecs (including the most widely used formats) are
automatically loaded onto your computer. Later in this chapter, I show you
where in the export process you select the proper codec for your project.
Also, many companies make and sell other codecs you can purchase and
install on your Mac. After installation (which, in OS X, involves dragging the
codecs to your Library/Quicktime folder), these codecs are instantly avail-
able through the usual QuickTime export methods, which I outline later in
this chapter.

Looking at the Video Codecs
The goal of a video codec is to compress your video to a smaller file size so
that it can be played on the Web, a CD, or a DVD. The trick for a codec is to
maintain as much of the quality as possible while eliminating the least impor-
tant (or visually noticeable) information.

Apart from quality and size issues, the most important consideration is
whether a user has the necessary codec installed on their computer. With-
out a corresponding codec, a user could not view the content you created.
Fortunately, the majority of the most popular codecs (discussed in the fol-
lowing list) are commonplace on most systems. If you have any question
about compatibility, you should include a link on the Web page that hosts
your file for downloading the necessary driver or player software.
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The most common codecs that are used to compress video are as follows:

� Sorenson Video: Sorenson Video is by far one of the best codecs, partic-
ularly for the Web and CDs, because it delivers extremely good quality
and very low data rates. Data rate is the amount of data that the com-
pressed video passes through a computer or modem every second that
it’s being played (generally, you want the highest-quality video produced
by the lowest data rate possible). When I first tried Sorenson Video, I was
surprised by how low a data rate I could use while still managing to get a
very good image from my compressed movies.

� H.263: Because this codec was created for videoconferencing, it’s an
extremely efficient and smart codec that can deliver good quality with
a lower data rate. I have tested Sorenson and H.263 under certain condi-
tions, such as high-motion video, and I have noticed that H.263 provides
a better finished product. It’s definitely a codec to consider.

� MPEG-1: MPEG stands for Motion Pictures Experts Group, and it repre-
sents a new type of codec. The MPEG-1 codec has good quality, but it’s
generally not the preferred choice for Web streaming. (The reasons have
to do with how MPEG creates intermediate frames that don’t work well
over the low bandwidth that’s available through modems.) However,
MPEG-1 is a good choice if you want your audience to download the
video and then play it from their computer drives. It’s also the standard
format for VCDs, or Video CDs, which are like lower-resolution DVDs
recorded on CD media.

� MPEG-2: MPEG-2 is becoming popular because it’s used for compress-
ing movies for DVD playback. Although this codec isn’t well suited for
Web streaming, it provides high quality at DVD playback rates. MPEG-
type compressions are ill suited for Web streaming because the type of
compression it uses creates intermediate frames that require other full
frames to be present. The result is much more data than is necessary
for Web applications, but this codec is perfectly suited for use in a home
theater. In fact, MPEG-2 is quickly becoming the format of choice for pro-
ducing videos for commercial release or home playback. Because almost
anyone can produce a DVD now, look for more MPEG-2 software and
hardware to emerge in the coming months and years. Even video cam-
corders are beginning to incorporate a flavor of MPEG-2 into their record-
ing devices. Also, if you’re using iDVD or DVD Studio Pro to create discs,
this codec is the one for you. With the new Compressor application, you
have much more control over the MPEG-2 encoding process than you
previously had.

� MPEG-4: The MPEG-4 format is designed for video over the internet and
other low-bandwidth applications (the latest generation of mobile phones
incorporates MPEG-4 video, and it’s appearing in a number of other places
as well). If you’re looking for an alternative to the Sorenson codec, MPEG-4
is a great choice. It can produce extremely small file sizes and can be
scaled to meet the needs of a variety of user connection speeds.
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Looking at the Audio Codecs
Numerous audio codecs are already installed on your Mac. These codecs,
like others, are accessible via the QuickTime dialog box, which I guide you
through later in this chapter. Many companies also sell advanced versions
of their audio codecs that are useful for professional work. You can purchase
and install these codecs, which you can then access via the QuickTime
dialog box.

Some of the more common codecs for compressing audio are as follows:

� QDesign music codec: This is the codec of choice if you have instrumen-
tal music to compress. It can produce extremely high-quality files and
still maintain a data rate so low that you can stream it over a very slow
(14.4 Kbps) modem. Using music with vocals in it is also fine with this
codec, but avoid it if you have only voice to compress.

� Qualcomm PureVoice: If you have voices in your file that you want to
compress, use this codec. It works to create very small and streamable
files at very low data rates. This codec is best reserved for the human
voice; it doesn’t work well with music.

� MP3: MP3 is short for MPEG Layer 3 audio. MP3 music files have
become the big thing on the Web in the past few years. This codec
is helpful for compressing music files to a small size, although it’s not
always an ideal codec for streaming audio over slow Web connections.
However, MP3s are useful for streaming over broadband connections,
which are rapidly increasing in number. Even the popular Flash applica-
tion includes the ability to include MP3s in your Web page designs for
faster connections. Also, for downloading over the Web, MP3s are an
ideal format.

� IMA: A decent audio codec that works easily on both Mac and Windows
machines, IMA is good for older machines, but it creates slightly larger
files because of its low compression. On the other hand, its lower com-
pression delivers good-sounding audio.

� AAC: AAC, or Advanced Audio Coding, is a new audio format engineered
by Apple that improves on the MP3 codec. Although AAC isn’t widely
available yet (especially for PC users), it may eventually become the
successor to the MP3 because it produces better audio at lower data
rates. If you have downloaded music to your iPod from the Apple music
store, you have already encountered AAC files (they usually have an
.m4p file extension).
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Knowing Your Data Rates
Before I plunge into exporting movies from Final Cut Pro, you need to know
about one more critical item: data rates. Imagine that each modem that’s
connected to the Internet is a pipeline. Think of slow modems (for instance,
14.4 Kbps) as thin pipelines and fast modems (such as cable and DSL) as fat
pipelines. Each of these pipelines can handle a certain data rate. If your com-
pressed movie goes above the data rate for a particular connection, proper
playback of the movie is in jeopardy. The movie may choke and stutter during
playback or can even stop playing.

Knowing the limits of your data rates is the key to creating movies that
play efficiently and without problems. In addition to a maximum data rate,
each pipeline (or modem on the Internet) also has a preferred frame size for
compressed movies. When you export your movie from Final Cut Pro into
QuickTime, you can select a data rate for it. You need to stay with the proper
data rate and frame size for the modem type you expect your audience to
use if you want your streaming movie to play correctly. To be on the safe
side, cater to the slowest modem rate you expect your viewers to have.
That way, you cover any faster connections as well. You may also use an
application such as Compressor to batch-process a video for distribution
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Shooting with compression in mind
Compression is a sophisticated and complex
science, and codecs perform very tricky com-
putations at blinding speeds. Knowing how
video codecs work can help you shoot material
for better compression. Video codecs perform
spatial and temporal compression. Spatial com-
pression means that a codec takes large areas
of similar color and compresses them to tiny
numbers. Codecs love large areas of solid
colors. If you’re preparing to shoot a video to be
compressed later for the Web, make sure that
the subject of your video isn’t sitting in front of a
complex or patterned background. Keeping the
background simple helps the codec to work
more efficiently and to create smaller video files
of higher quality.

Video codecs also do temporal encoding — that
is, they save a complete frame only every so
often. Instead, they save only areas of an image
that change between successive frames.
Incomplete frames are compared to a reference
frame, which fills in the missing details without
adding unnecessary data. If a shot stays the
same with just a person’s head moving in the
frame, that shot will compress well. However, if
you use a handheld camera and the framing of
the shot keeps changing, that shot will make
the codec work much harder, resulting in low-
quality files that may also be quite large. In
short, for best results, keep your background
simple and use a tripod to minimize change from
frame to frame.



to several different Internet connections. You should give your viewers a
choice between a low-bandwidth version of your video and a high-bandwidth
alternative because many people now have the benefit of a faster connection.

Table 18-1 shows the rates and frame sizes for various types of Internet con-
nections. When exporting a QuickTime movie from Final Cut Pro, you can
control the frame size of your final output.

Table 18-1 Data Rates for Common Internet Connections
Connection Type Data Rate, Data Rate, Frame Size,

Kilobits per Kilobytes per Pixels
Second Second

28.8 Kbps* 20 2.5 160 × 120

56.6 Kbps 40 5 160 × 120

ISDN 96 12 192 × 144

DSL 140 17 240 × 180

T1 160 20 240 × 180

Cable modem 1000 125 320 × 240
* Kilobits per second

If you’re referring to other literature or learning about streaming video on
the Web, be aware that data rates are often listed in both Kbps (kilobits per
second) and KBps (kilobytes per second). The difference between bits and
bytes is critical: A byte is 8 times larger than a bit. If you see rates listed in
KBps, multiply the number by 8 to get Kbps. Similarly, if you see data rates
reported as Kbps, divide the number by 8 to get KBps.

The data rates for modems are usually lower than advertised. For instance,
your 56K modem rarely approaches the 56 Kbps rating. The reason has to do
with the analog phone lines that modems use and the overhead from both
your computer’s software and the server’s software.

Export Away!
Final Cut Pro enables you to export video files from a sequence that are com-
pressed for various kinds of deliveries. You can also select and export files
directly from the Browser window. For instance, after editing and finishing
your DV-based video, you can then compress it for playback on a CD or over
the Web.
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Follow these steps to export a video for CD or the Web from Final Cut Pro:

1. In Final Cut Pro, click to select a clip or a sequence in the Browser.

2. Choose File➪Export➪Using QuickTime Conversion from the menu bar.

The Save dialog box appears, as shown in Figure 18-2.

3. In the Where drop-down list, indicate where you want to save the
exported file and then type a name for your movie in the Save As
text box.

If you plan to embed this movie into an HTML document for the Web,
be sure to give your movie a .mov extension. You should generally add
the .mov extension at all times when exporting for the Web or to CD.

4. From the Format drop-down list, choose QuickTime Movie.

5. Select a setting from the Use drop-down list.

The settings on the Use menu are divided into a few simple categories,
which can be modified on the Options menu, as discussed in the next
step. The categories are Modem, DSL/Cable (Low, Medium, and High),
and LAN (local-area network). See Figure 18-3. Specify LAN for use over
an intranet or other networked environment.

Figure 18-2:
The Save

dialog box.
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6. Click the Options button to access the codec and size options.

The Movie Settings dialog box appears, as shown in Figure 18-4.

Note that if you have selected a setting on the Use menu in the preced-
ing step, you can skip Step 6. Resort to Step 6 only if you have a better
understanding of your requirements and want to skip the presets that
are offered on the Use menu.

The Movie Settings dialog box enables you to select custom video
and audio settings. For instance, click the Settings button inside the
Video section, and you see the Compression Settings choices. Here, on
the Compressor menu, you can select the appropriate codec, such as
Sorenson, MPEG-4, Cinepak, and others. You can also choose a differ-
ent frame rate for your video or adjust the data rate (if you know your
requirements).

In the Movie Settings dialog box, you can click the Size button and then
select the Use Custom Size option. This option enables you to set the
width and height of your movie. At this point, you can also use any spe-
cial QuickTime filters you have installed to make last-minute adjustments
to the look of your video.

After selecting the desired settings, click OK in the Movie Settings
dialog box.

Figure 18-3:
The Use
choices
that are

available in
the Save

dialog box.
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7. When you’re ready to export the movie, click Save.

The progress of your export appears on a status bar. You can cancel this
export at any time by pressing Esc. To play your movie, double-click the
movie file after it has been exported and view it in the QuickTime Player.

Exporting a Batch of Movies
Rather than export one movie at a time, you can export a batch of movies.
This capability can help you set up a queue, which can export your movies
while you do something else, like shop for a director’s chair. Exporting by the
batch is a good idea if you have lots of movies to export, because exporting
several movies one at a time can be time consuming.

To batch-export your movies, follow these steps:

1. Select in the Browser window the items you want to export.

You can select multiple clips by holding down Ô and clicking each clip
(Ô+clicking). You can also select clips or sequences within one or more
open projects.

2. Choose File➪Batch Export from the menu bar.

The Export Queue window appears and displays your selected items, as
shown in Figure 18-5. A new bin is automatically created for each batch
of your selections. Settings in the Export Queue window are applied on
a bin-by-bin basis, so the same settings apply to all clips in a particular
bin. If you don’t like the default bin structure, you can create new bins
by choosing File➪New➪Bin and move items between the bins.

Figure 18-4:
The Movie

Settings
dialog box.
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3. Select a bin in the queue, and click the Settings button at the bottom
of the Export Queue window.

The Batch settings window appears, as shown in Figure 18-6.

4. Click the Set Destination button in the Settings window, and select
a location to save the exported files.

5. Select QuickTime Movie or QuickTime (Custom) from the Format
drop-down menu in the Batch settings window.

To select a particular video codec, QuickTime (Custom) is the setting
to use. Final Cut Pro allows you to do things in many ways, and you can
choose your QuickTime settings in different ways as well. Some investi-
gation into the Format and Settings drop-down menus reveals several
custom formats and presets you can use. Choose the settings that are
best suited to the needs of your project.

6. Use the Settings drop-down menu in the Batch settings window to
select the settings for your final compressed movie.

Figure 18-6:
The Batch

settings
window.

Figure 18-5:
The Export

Queue
window.
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7. In the Batch settings window, click the Set Naming Options button and
choose the name of your final exports.

For instance, you can check the Add Custom Extension and type .mov if
you’re embedding your movie in an HTML document on the Web.

8. Select the Use Item In/Out check box in the Batch settings window
to export the portions of a clip or sequence that you have previously
marked with In or Out points.

You can mark the In and Out points in your clip or the sequence by press-
ing the I and O keys, respectively. In absence of In and Out points, the
entire clip or sequence is exported. Note that you must mark In and Out
points before you take this series of steps to batch-export.

9. Click OK to close the Batch settings window.

10. To begin a batch export, select in the Export Queue window the bin or
bins you want to export by clicking them and then clicking the Export
button.

You can also select individual items within bins in the Export Queue
window and then click the Export button.

The progress of your exports is displayed in a dialog box that appears.
You can click Cancel or press Esc to end your export at any time. When
an item is exported, the status of the item changes to Done in the Status
column of the Export Queue window.

Easy Exporting with the
Compressor Application

Final Cut Pro seems to have it all: You can capture, add titles and effects of
all kinds, record to tape, and even export to the Web, a CD, or a DVD. But
can one software package do everything and still do it well? The answer
is “Almost.” Fortunately, Final Cut Pro 4 added a new application named
Compressor, which improves the flexibility and power of exporting a finished
project (or individual clips) to a wide range of formats, including the newly
popular DVD format. After all, who doesn’t want to watch his or her video
masterpiece at its best quality? VHS just doesn’t cut it anymore. Now, you
can tweak settings to your heart’s content and produce that shiny new disc
you have always wanted.

One of the best aspects of Compressor is that it features tons of presets, which
are collections of compression settings that define the image size you want
your exported video to take on (for instance, DVD video is sized at 720x480
pixels, but Internet-destined video is more like 320x240 pixels or even less),

383Chapter 18: Exporting Your Movie to a Digital File



and what image quality level it should have as well. There are settings, ready
to go, for creating DVD video at various quality levels (the lower the quality,
the more video you can fit on a DVD) as well as video aimed at the Internet,
or CD-ROMs. What’s more, some presets are specifically designed to work
with the kind of media your original Final Cut movies use — that is, video
that’s originally shot on film at 24 frames per second, on video at 30 frames
per second (technically, 29.97), in a wide-screen format or in the European
PAL format, for instance.

In this section, I take you through the steps of using Compressor from start to
finish.

Exporting video from Final Cut Pro
using Compressor
You can use Compressor as a stand-alone application for converting video
and audio files to other formats, or you can use it directly by choosing File➪
Export➪Using Compressor in Final Cut Pro HD. The main benefit of using
Compressor outside Final Cut Pro is that you can import and convert all sorts
of clips rather than just projects and sequences. I focus on using it from
within Final Cut because that’s most convenient.

To export a sequence directly from Final Cut Pro using Compressor, follow
these steps:

1. Select your sequence in the Browser or make the Timeline window
active by clicking it, and then choose File➪Export➪Using Compressor
from the menu bar.

The Compressor application launches and presents you with a Batch
window, with the sequence you selected at the top of the list (see
Figure 18-7).

2. Choose a setting from the Preset drop-down menu.

Select a setting that most closely matches the needs of your project.
You see many presets for DVD. This is the area where Compressor
truly excels. If you’re producing a DVD for your project with an appli-
cation like DVD Studio Pro, you can use these settings to choose a suit-
able encoding option. For instance, if you have a 60-minute video and
you don’t mind waiting for your video to encode, you can choose the
MPEG-2 60min High Quality Encode option and then select All to pro-
duce an MPEG-2 file with an accompanying audio file. You should gener-
ally choose the shortest time possible (60 rather than 90, for instance)
to achieve the best quality. If your clip is 10 seconds long, you should
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use the 60-minute setting. You should also account for the total running
time of all the clips that are going on the DVD. Add their durations and use
that number as an indicator to choose your setting. You can also choose
to create high-quality video for the Web by using MPEG-4. In this case, you
can choose from a variety of options, beginning with the type of source
material (24P, which is progressive-frame video that produces motion sim-
ilar to film, NTSC, or PAL, depending on your country of origin). If you’re
feeling adventurous and want to modify an existing preset to create your
own settings, choose Window➪Presets and then make your adjustments
in the more detailed Presets window (see Figure 18-8).

Figure 18-8:
Selecting
presets in

Compressor
in the Batch
window and

in the
Presets

window.

Figure 18-7:
The Batch
window in

Compressor.
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3. Select a location for your file by clicking the Source drop-down menu,
which appears when you click in the Destination column of the Batch
window.

Choosing Source as your destination places the resulting files in the
same directory as your original files (in this case, the Final Cut Pro
directory). To choose a different folder on your hard drive, select Other
and locate another folder.

4. When you’re ready to export your file, click the Submit button in the
lower-right corner of the Batch window.

A progress bar indicates that your files are processing. Also, a Batch
Monitor window displays the progress of your individual files.

The best way to get familiar with Compressor’s different presets and their
quality-to-data size trade-offs is by repeatedly running a video through
Compressor and applying a different preset each time. For instance, if you’re
compressing a video for the Internet, you may try it with the MP4 NTSC pre-
sets for Large Progressive downloads, Small Progressive Downloads, and
even for CD-ROMs. Comparing the resulting files that Compressor spits out
help you determine which offers the best balance of quality and file size for
your job.

Batch-exporting sequences
with Compressor
One of the nicest features of Compressor is its ability to easily create and
monitor batch lists, either straight from Final Cut Pro or by adding files
directly from your hard drive. In fact, you could bypass the Final Cut Pro
batch-export features altogether if you decide that you like Compressor’s
features better. However, if you intend to export individual clips from the
Browser (or even portions from your Timeline), you may want to stay with
the familiar processes of Final Cut Pro. Compressor allows you to trim a
sequence in its Preview window (choose Window➪Preview in the Compressor
software), although you can sometimes do this more easily in Final Cut Pro
instead. Also, Compressor allows you to export only sequences, although
the Final Cut Pro Batch Export feature allows you to export clips as well.

As I mention earlier, Compressor is a useful application for exporting video
for DVDs (as well as for a multitude of other formats). By using the Batch
window, you can easily export several MPEG-2 files for your next DVD project
without having to adjust the settings for each one individually.

386 Part V: Outputting Your Masterpiece 



Follow these steps to convert multiple sequences with Compressor using the
Batch window:

1. Select multiple sequences in the Browser by Ô+clicking or Shift+click-
ing, and then choose File➪Export➪Using Compressor.

The Compressor application launches and presents you with a Batch
window, and the sequences you selected are arranged in a batch list.
You may also add video files that are not in Final Cut Pro (perhaps you
have on your hard drive a finished project that you want to convert) by
clicking the Add button (it looks like a plus sign) at the bottom of the
Batch window. Choose the files you want to import, and click Open.

2. Type a name for your new batch in the Batch Name field.

3. Select all your files in the Batch window by holding down Ô and click-
ing (Ô+clicking), by Shift+clicking, or by dragging the mouse over the
files.

Selecting several files at one time allows you to apply the same settings
to all files without having to specify settings for each one individually.
Of course, you may also apply separate settings for each file, as I discuss
in the preceding section. If it’s difficult to see filenames in the Batch
window, expand the window by dragging out the lower-right corner.

4. Control+click any of the selected Preset drop-down menus, and
choose a setting.

This preset automatically applies to all the selected files (see Figure
18-9). Remember to select a setting that most closely matches the needs
of your project.

Figure 18-9:
Assigning

a single
setting to

multiple
files in

Compres-
sor’s Batch

window.
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5. Select a location for your file by clicking the Source drop-down menu,
which appears when you click in the Destination column of the Batch
window.

To send all your files to the same destination, make sure to keep all
of them selected as you did in Step 4 and then select the destination.
Choosing Source as your destination places the resulting files in the
same directory as your original files (in this case, the Final Cut Pro
directory). To choose a different folder on your hard drive, select Other
and locate another folder.

6. When you’re ready to export your file, click the Submit button.

A progress bar indicates that your files are processing. Also, a Batch
Monitor window displays the progress of your individual files (see
Figure 18-10).

Figure 18-10:
The Batch

Monitor
window.
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Part VI
The Part of Tens



In this part . . .

In Part VI, I serve up ten or so simple things you can
do to become a more capable Final Cut Pro editor, from

honing your creative and technical know-how to upgrad-
ing your current Mac setup. I also offer some ten-odd tips
for how to manage long projects in Final Cut Pro: every-
thing from establishing a logical bin structure to naming
clips intelligently.



Chapter 19

Ten Tips for Becoming
a Better Editor

In This Chapter
� Studying films and television

� Joining an online community

� Making simple, empowering hardware upgrades

� Investing in software add-ons

� Finding some great books on editing and postproduction

After you have gotten your feet wet with Final Cut Pro HD, you can do
plenty of things to nurture your abilities as an editor. In this chapter,

I present a few tips that cover everything from getting a better grip on how
the Final Cut Pro features work together to honing your creative instincts,
improving your technical knowledge of the editing and postproduction
process, and upgrading your hardware and tools.

Try Out the Final Cut Pro Tutorials
Final Cut Pro includes a nice set of tutorials that take you through the basics
of editing and effects work, using video and audio clips that are designed just
for use in the tutorials. (You probably have to dig up the tutorials CD in your
Final Cut Pro box because these tutorials aren’t installed automatically with
the main application.) Tutorials aren’t so useful when you want to pick up a
particular skill in a hurry, but they can help you soak in a broad topic, and
they make learning easier by providing you with the appropriate media
(instead of having to dig it up on your own).



Study (Don’t Just Watch) Movies
and Commercials

A great way to improve your picture-editing instincts is to carefully study all
the professional editing work that you can find on television and in movies.
Watch a bunch of features, commercials, and music videos carefully — in
fact, a good tactic is to watch with your TV’s volume turned off so that you
can focus solely on how shots move from one to another. You can see an infi-
nite number of editing styles (fast and slow, superstylized, and subtle), and
you can refine your own tastes from there. Finally, when you start to see the
conscious design behind movie shots — how the editor uses shots in a par-
ticular order to communicate information and set a mood — you start to see
a payoff in your own work.

Practice on Someone Else’s 
Real-World Footage

The best way to improve your editing skills is to edit, edit, edit, so try coming
up with practice projects so that you can keep honing your skills. Producing
new practice footage to edit is difficult. For instance, I used to record practice
scenes on a videocamera (using friends as placeholder actors), but eventu-
ally ran out of fresh ideas for new footage, and I grew tired of the raw look
produced by my handheld video.

But, I eventually discovered a great alternative: I borrowed real-world, profes-
sional footage from working editors. For instance, I found a postproduction
company that was willing to loan me the source footage for real-world com-
mercials that its professional editors had worked with. It was a perfect solu-
tion: I could practice on professionally shot footage that looked great and
offered lots of angles and perspectives to choose from (called coverage).
And, after I had edited this footage, I could compare my work against the 
real-world commercials that the postproduction company had produced.

If you’re looking for good practice material, try asking some established edi-
tors to let you “borrow” footage from their finished projects. You can proba-
bly find someone who is willing to lend an editor-in-training a hand.

Go Online and Find a Community
I recommend the following helpful Web sites, which can help expand your tech-
nical grasp of Final Cut Pro and help improve your general editorial knowledge:
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� 2-Pop.com (www.2-pop.com): This world-class site focuses on all things
for Final Cut Pro. You can find news of Final Cut Pro–related products,
reviews of the latest Final Cut Pro updates, how-to tutorials, and, most
important, a variety of message forums where fellow users can answer
just about any Final Cut Pro question you can conjure up. (2-Pop also
has a couple of forums dedicated to other digital media topics.)

� Creative Cow (www.creativecow.net): A solid runner-up to 2-Pop,
this fun site has a strong Final Cut Pro message forum and tons of other
active forums dedicated to other digital video applications and topics.
Creative Cow also has some helpful tutorials and product reviews writ-
ten by real-world users.

� Apple Discussion Forum (http://discussions.info.apple.com/):
Few people know that Apple hosts a thriving discussion forum dedicated
to Final Cut Pro. To join, go to this link and choose the Final Cut Pro
option.

� EditorsNet (www.editorsnet.com): This great site has daily news about
the editing business and new products, but it really shines for its inter-
views with professional editors (usually, film and television editors)
about their latest projects. These interviews and other articles give you
a useful perspective on both the art and the craft of real-world editing.

Join a Final Cut Pro User Group
You can join (or just drop in on) a growing handful of user groups that are
dedicated to Final Cut Pro editors. The members of these groups typically
meet monthly for product demos and helpful question-and-answer sessions.
You can find some of the most active groups in the following locations:

� Boston (www.bosfcpug.org)

� Los Angeles (www.lafcpug.org)

� San Francisco (www.sfcutters.org)

� Chicago (www.chifcpug.org)

To find a Final Cut Pro user group near you, visit the following Apple site:

www.apple.com/software/pro/resources/usergroups.html

Upgrade Your Hardware
Adding a few optional, affordable pieces of hardware can really enhance your
editing experience with Final Cut Pro. Check out the following suggestions:
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� Speakers or headphones: A good pair of speakers or headphones can
help you pick up the subtle details in your audio.

� Television or monitor: Get a decent TV or dedicated video monitor so
that you don’t have to watch your clips and Timeline sequences in the
Final Cut Pro smallish Viewer and Canvas windows. It’s not only helpful
to see your video on a bigger screen, but it’s also much easier to spot
problems with color accuracy and to find other small glitches in video.

� Second display screen: Getting a second computer monitor or LCD
display gives you more space to comfortably spread out the numerous
Final Cut windows and palettes. (Most PowerBooks and PowerMacs can
“drive” two monitors at one time, but iBooks, iMacs, and eMacs can’t.)
For instance, with a second monitor, you can place the Final Cut Browser
window on its own screen and set it to display clips as large thumbnail
images so that you can easily spot the clip you’re looking for. If you’re
working in HD video, you can use a second monitor (like the 23-inch
Apple Cinema Display flat screen) to preview HD imagery in its high-
resolution glory.

� More RAM: If your Mac has 384 MB of RAM, boosting it to 512 MB,
640 MB, or more can make Final Cut Pro run faster overall. You may
not see major speed gains, but you see the OS X spinning cursor less
often — especially if you tend to keep other applications open at the
same time (for instance, a Web browser or the Final Cut Pro secondary
applications, such as LiveType and Soundtrack).

� Programmable mouse or trackball: A programmable mouse or trackball
sports extra buttons that you can program to invoke the Final Cut Pro
features you use often. Taking advantage of these extra buttons means
that you don’t have to spend as much time moving your mouse around
the screen or reaching for some keyboard shortcuts.

Upgrade Your Software
I recommend the following third-party software, which either adds new fea-
tures to Final Cut Pro or helps with digital video production in general:

� Final Cut Pro plug-ins: You can add new visual effects and text-generation
features to Final Cut Pro by installing custom plug-in software. A dizzy-
ing array of plug-ins is available — some to create flashy effects and
others for more subtle work, such as tweaking colors or giving footage
shot on video a more filmlike look. To sample some of the best plug-ins,
check out the plug-in demos on the CD that comes with this book.

� Sorenson 3 Professional Edition: If you edit lots of video projects for
CD or the Internet, you obviously need to compress all that video into
smaller, more manageable file sizes. One option is to compress the video
with the MPEG-4 codec, which is included free with QuickTime and
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which the Final Cut Pro Compressor application is ready to work with
immediately. If you want the best image quality at the smallest file sizes,
though, skip MPEG-4 and use the Sorenson 3 Pro Edition compression
codec instead. (Don’t confuse this product with the standard Sorenson 3
codec, which is also included free with QuickTime.) At $399, Sorenson 3
Pro is expensive, but it gives your projects a polish that sets them apart.
(For instance, most online movie trailers are compressed with Sorenson
Professional Edition.) Unfortunately, Sorenson 3 Pro doesn’t work with
Compressor. However, it ships with the Sorenson Squeeze software, which
lets you tweak all your encoding settings and create batch-processing
lists. Check out www.sorenson.com for more details.

� DVD Studio Pro: If you want to memorialize your movies on DVD and
your Mac has a DVD-burning SuperDrive (or third-party equivalent),
consider using DVD Studio Pro 3. Sure, it costs a hefty $499 and the
lighter-weight iDVD from Apple is free (or $49 with the Apple iLife soft-
ware suite), but DVD Studio Pro 3 can make DVDs with custom menus,
highlights, commentary tracks, multicamera angles, and advanced
scripting. Plus, its interface is similar to Final Cut Pro’s, so you can
be up and running quickly.

Curl Up with a Good Book
The following books can help raise your editing skills and general postpro-
duction knowledge to the next level:

� In the Blink of an Eye: A Perspective on Film Editing, by Walter Murch: If
you read just one book on editing theory, make it this one. It’s short and
informal, and you find little technical stuff here. Instead, Murch focuses
on editing from a creative standpoint, with an emphasis on telling a story
and setting emotion through editing. The book also has a section on digi-
tal editing and its effect on the aesthetics of editing. Murch knows a thing
or two about editing: His editing credits appear on such films as American
Graffiti; Apocalypse Now; The Godfather, Part II and The Godfather, Part III;
Ghost; The English Patient; and The Talented Mr. Ripley.

� When the Shooting Stops, the Cutting Begins: A Film Editor’s Story, by Ralph
Rosenblum and Robert Karen: This book is another gem about the aes-
thetics of editing and the flow of the editing process as a film goes from
raw dailies to rough cut to final cut. Rosenblum did most of his cutting
in the 1960s and ’70s and goes in depth on his experiences working on
classic films like The Pawnbroker and Annie Hall. (I recommend renting
these films at a video store to get the most from the book.)

� Understanding Comics, by Scott McCloud: Okay, it’s not about editing per
se, but it’s still surprisingly helpful for filmmakers (directors, storyboard
artists, and especially editors). Written in comic-book form, Understanding
Comics explains how comics are composed, read, and understood. As
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you read it (it’s a quick read), you realize that the principles behind
comic design apply to visual language in general — and what is film
if not a visual language? Give it a try; you won’t regret it.

� The Film Editing Room Handbook: How to Manage the Near Chaos of
the Cutting Room, by Norman Hollyn: If you’re using Final Cut Pro as a
one-stop, all-in-one filmmaking machine (for not only editing but also
outputting your final projects), this book isn’t so useful. But, if you’re
working in a more conventional postproduction atmosphere, where dif-
ferent parts of your film are handled outside Final Cut Pro (for instance,
your film’s negative may be assembled for theatrical projection, or its
sound, music, and dialogue may be mixed elsewhere), this book is a
great primer for navigating this sometimes-minefield.

� Practical Art of Motion Picture Sound, by David Lewis Yewdall: If you find
yourself working with audio quite a bit, check out this volume. It’s a help-
ful introduction to postproduction audio topics from both the technical
and artistic standpoints. Topics include planning an audio strategy for
production and postproduction, gaining tips for recording better pro-
duction audio (something that many all-in-one filmmakers using Final
Cut Pro can appreciate), making preliminary versions of your score,
recording sound effects, and editing dialogue.
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Chapter 20

Almost Ten Tips for Managing
Big Projects

In This Chapter
� Keeping media organized on your hard drive

� Creating bins like they’re going out of style

� Naming clips

� Documenting clips

� Finding clips fast

� Keeping your bearings with markers

� Nesting sequences into bigger ones

� Saving hard drive space

A nice thing about Final Cut Pro is that it’s really good at editing projects as
short as TV commercials or as long as feature films. But, if you’re work-

ing on longer-form projects (features and documentaries come to mind), you
run into some particular challenges. For instance, you can easily get over-
whelmed by all the media that you have to keep handy (possibly thousands
of separate video and audio clips!). You can also easily fill hard drive space
quickly, to the point where you no longer have room for additional media that
you have to capture.

This chapter gives you a few tips to keep those big projects under control.
I cover each of these topics in detail elsewhere, but it makes sense to point
them out again, in one place, with big projects in mind.



Keep Your Media Files Organized
After you import your media into the Browser, Final Cut Pro remembers where
each clip of media is located on your hard drive. That is, you only have to find
a clip in the Browser to work with it; you don’t have to fish through lots of
folders on your hard drive to find the right file. That’s a helpful feature, but
it doesn’t mean that you should get lazy or careless about where you store
original media clips on your hard drive. These clips shouldn’t be strewn
among random folders on your drive (or on multiple drives) because, at
some point, you probably will need to work with those media files outside
of Final Cut Pro. For instance, you may need to clear some space on your
hard drive without affecting your movie’s media. If the media is stored in a
variety of folders and mixed with unrelated media or files, figuring out what
files can stay or go becomes difficult (and accidentally deleting some impor-
tant media is much easier). Some tips for organizing the media files on your
drive are as follows:

� Keep media files for different projects in different folders. Don’t cap-
ture media for Film A into your Film B folder. (You can target these media
folders when you capture — refer to Chapter 4.)

� Divide media logically between multiple hard drives. Keeping your
media on a single hard drive is always handy, but if you have too much
media to fit on a single drive, try to organize your drives in a logical way.
For instance, keep Scenes 1 through 50 on Drive A, 51 through 100 on
Drive B, and so on.

� Keep your source videotapes on hand and organized. Just because
you have captured video from your original tapes, you shouldn’t let
those tapes out of your sight. You may need them to do an online edit or
in case some of your captured media gets lost. (Occasionally, QuickTime
files get corrupted, or your entire hard drive could crash.) To make life
easier, keep your source tapes clearly labeled, make sure to note any
timecode breaks that occur within a tape (refer to Chapter 4 for more
information about timecode breaks), and store your tapes in a safe,
secure place that you can easily get to.

Use Bins — Lotsa Bins!
When you’re importing media clips, don’t let them clutter the Browser
window — the more clips you have there, the harder it gets to find a partic-
ular one (check out Figure 20-1). Instead, create bins for each of your pro-
ject’s scenes (for instance, Scene 1, Scene 2, Scene 3, and so on), and store
your video and audio clips in their scene’s bin. (If your film doesn’t have
traditional scenes, figure out some other theme you can use for organizing
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clips.) If you’re dealing with lots of clips per scene, you can even create sub-
bins within your Scene bins — for instance, for video, music, dialogue, and
sound effects.

You can drag files and folders directly from your Mac’s desktop to the bin of
your choice in the Browser.

You can capture video clips from tape directly into the bin of your choice —
just designate that bin as the logging bin for your project. (Refer to Chapter 4
for more information on logging bins.) You can also import a clip directly into
the bin of your choice rather than import it straight to the Browser and then
drag the clip into a bin. Just double-click a bin to open it in its own window;
then choose File➪Import to send a clip right into that window.

Keep Your Clip Names Informative
Important: When you’re importing or capturing media, try to name your
clips in a consistent, systematic way. When you’re disciplined about this
strategy, you make finding a given clip much easier because a quick look at
its name can tell you a great deal about the clip. For instance, don’t name
one clip Dan’s Closeup at the Dinner Table, another clip Everyone
at the Dinner Table, and a third clip Medium Shot of Pam. Instead,
use DinnerTable_Dan_Closeup, DinnerTable_Group_Wideshot, and
DinnerTable_Pam_Medium. Naming the clips with this kind of systematic
approach makes spotting media easy, either in the Browser or after it’s on
the Timeline.

Figure 20-1:
A cluttered

browser
versus one

that’s
organized
neatly into

bins.
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Document Your Clips
In addition to naming clips, Final Cut Pro lets you thoroughly document each
clip with an FBI–like dossier. For instance, you can detail a clip scene and its
take, describe its contents, add several additional comment lines, apply labels
(best take and alternate shot, for instance), and more. You get your first oppor-
tunity to add this kind of info when you capture a clip from videotape (refer
to Chapter 4 for more information on capturing), but you can also add these
helpful details to clips later on. To do so, select the clip in the Browser, choose
Edit➪Item Properties➪Logging Info, and type your data into that tab (as shown
in Figure 20-2).

Of course, I’m the first to admit that documenting clips to this extent is a bit
of a pain (you’re an editor, not a librarian!), and I wouldn’t blame you if you
didn’t go all out. But, doing a little advance legwork here can save you lots
of time when you’re sifting through hundreds of clips and looking for just the
right one. For instance, you can quickly organize the Browser to show clips
by their comment fields, or you can dig up clips (using the Final Cut Pro Find
feature) by looking for keywords in clip descriptions or comments. Refer to
Chapter 6 for more about labeling and documenting clips.

Figure 20-2:
Use the Item

Properties
box to

document
important

clips.
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Use the Find Feature
The powerful Final Cut Pro Find feature can pull the proverbial needle out
of a haystack when you’re looking for a particular clip or group of clips.
(This is something that any editor who works on long projects can definitely
appreciate.)

To search for a clip, make sure that the Browser window is active and then
choose Edit➪Find. The Find dialog box, as shown in Figure 20-3, lets you
specify tons of different search criteria. You can search for keywords in a
clip’s name, description, or comments (another reason that you should care-
fully name and document your clips!), by labels you have applied, or by the
clip’s scene, log tape, or a number of other criteria (even the compression
codec that the clip uses or its frame size). You can also combine different
search results — for instance, to find only the clips in Scenes 48 and 56 that
you labeled as best or good takes and that feature the actress named Pam.

Stay Oriented with Markers
You can place markers to highlight important moments in your individual
clips or Timeline sequences. Using markers makes finding these moments
easier when you’re in a hurry.

You can set two kinds of markers. The first variety is a Timeline marker, which
you place in your Timeline sequence (maybe at the beginning of a new scene
on the Timeline or at some notable event within a scene), as shown in Figure
20-4. The second variety is a clip marker, which you set within a single clip.
Clip markers are especially handy for breaking long clips into more manage-
able morsels. For instance, when you set markers within a clip, each marker
becomes a subclip of the master clip, and you can open a subclip by click-
ing it in the Browser (as shown in Figure 20-5) or move it exclusively to the
Timeline.

Figure 20-3:
The Final

Cut Pro Find
dialog box.
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You set Timeline markers in the Timeline window and set clip markers while
looking at a clip in the Viewer window. Just position the playhead in either
window at a frame you want to mark, and then press M. (You see a marker
symbol appear at that point, as shown in Figure 20-4.) To give the marker a
name, choose Mark➪Markers➪Edit.

To search for Timeline markers, hold down Control, click the Timecode box
(refer to Figure 20-4), and choose from the pop-up menu that appears the
marker you want to jump to.

To search for clip markers, you can use the Final Cut Pro Find feature. Make
the Timeline window active and choose Edit➪Find to search for markers in
clips that are already on the Timeline, or make the Browser window active
and choose Edit➪Find to search through all your project clips.

To find out more about these handy tools, check out Chapter 9.

Markers in the Browser

Figure 20-5:
A clip’s

markers are
recognized

in the
Browser.

Figure 20-4:
Sequence

markers on
the Timeline.
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Break Scenes into Sequences
and Nest ’em Together

If you’re working on a long project — anything more than 30 minutes — I
advise against editing the project in a single Timeline sequence. You not only
get disoriented by staring at an endless string of clips on the Timeline, but
also spend lots of time scrolling around the window and zooming in and out
to find a particular spot in your jumbo-size sequence.

Instead, break a big movie into smaller scenes (or acts or other kind of divi-
sion), and build each of those smaller morsels in its own Timeline sequence.
Then, whenever you want to watch your whole video, you can easily assemble
it by creating another sequence (it becomes the master sequence) and nest-
ing all your scene sequences into the new sequence, as shown in Figure 20-6.

In other words, just drag your scene sequences from the Browser window
into the master sequence (as though they were individual media clips) and
arrange them on the Timeline in the order you want them to play. Refer to
Chapter 9 for more details.

Save on Hard Drive Space
Long projects tend to eat up lots of disk space. This tendency is fine if you
have endless hard drive storage space, but it can become quite a problem
when you don’t. (Remember: You need roughly 13 GB (gigabytes) to store an
hour of DV footage, and about 50 GB for footage using DVCPRO HD.) If you

Figure 20-6:
Nested

sequences,
with a
clip of

background
music

running
beneath.
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find yourself running out of space, I recommend the following strategies to
ease the shortage:

� Save space with the OfflineRT codec. Final Cut Pro lets you capture
video by using a special codec named OfflineRT, which takes about
10 times less hard drive space as video captured in the DV codec. (You
would normally use the DV codec to capture video, unless your system
sports a fancy add-on capture card from a company such as Aurora or
Pinnacle.)

What’s the catch? (There’s always a catch, isn’t there?) OfflineRT’s pic-
ture quality isn’t nearly as good as DV — its video is sized at only 320 ×
240 pixels (rather than DV’s 720 × 480 pixels). The video, therefore, fea-
tures more compression artifacts — that is, little imperfections in the
imagery — than DV delivers.

Here’s the good news: OfflineRT’s lower quality is often a moot point
because you’re not expected to record your final movie by using video
in the OfflineRT format anyway. Instead, you use OfflineRT to capture
preliminary versions of all your source footage (saving lots of disk space
in the process) and edit your movie to perfection. Then, when you’re
done, you can quickly recapture only the video you ended up using in
your final cut — but this time using a much higher-quality codec, such
as DV. Refer to Chapter 4 and Bonus Chapter 3 (on this book’s compan-
ion Web site — see the Introduction for the Web address) for more about
capturing video in OfflineRT.

� Clean out old rendered files. When you render video in your project —
for instance, special effects, video transitions, color corrections, or
superimposed titles — Final Cut Pro creates a new version of the clip,
called a rendered file. Over time, these rendered files can pile up on your
hard drive and hog lots of disk space (especially if Final Cut Pro is set to
render clips at a high resolution). Of course, you want to keep some of
these rendered files because you’re using them in your final movie, but
you may no longer need others that are just taking up valuable space.
Fortunately, you can use the Final Cut Pro Render Manager to skim
through and delete all unused rendered files for your projects. See
Bonus Chapter 1 on this book’s companion Web site (refer to the
Introduction for the Web address) for more details on rendering.

� Use Media Manager to trim projects. When you finish editing a sequence,
you can use the Final Cut Pro Media Manager to toss out all the excess
video and audio that you imported but ultimately never used. This file
removal frees some disk space for your next sequence. See Bonus Chap-
ter 3 on this book’s companion Web site (refer to the Introduction for
the Web address) for more details about Media Manager.
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� Use the Edit to Tape feature. If you’re running low on hard drive space,
you can finish a sequence (or a set of sequences) and then use the Final
Cut Pro Edit to Tape feature to record that sequence to videotape —
perhaps to a DV tape or maybe a higher-end format, such as Betacam SP
or Digital Betacam. After the sequence is on tape, you’re free to clear your
drive of all the media the sequence used and then start a new sequence.
When that sequence is done, you repeat the same steps to add the new
sequence to the same videotape, right after the last sequence you
recorded.

Editing to tape is an extreme solution to the hard drive space problem,
and it can cramp your editing style. Given today’s low hard drive prices,
you may just want to bite the bullet and buy a new, larger drive. If not,
refer to Chapter 17 for more details about the Edit to Tape feature.
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• Numerics •
8-point Garbage mattes, 351
4-point Garbage mattes, 351
1080 24p HD format, 50
1080i HD format, 50
720p HD format, 50
3D simulations, transitions, 255–256
2-Pop.com Web site, 393

• A •
AAC (Advanced Audio Coding) codec, 376
Abort Capture option (User Preferences

dialog box), 66
accessing. See also opening

audio filters, 224
Log and Capture window, 60
Tool palette icons, 21

Action Safe text, 286
Add composite mode, compositing, 339
Add Marker button (Viewer window), 180
Add to Favorites button (Choose a File

dialog box), 81
adding

clips, to other clips, 118
drop shadows to images, 326
loops to Timeline, 240
text, 275–278
tracks to Timeline, 144–146
voice-over to sequences, 193–196

additive dissolves, 256
Advanced Audio Coding (AAC) codec, 376
advanced scripting, 395
affiliate clips, 100
After Last Track option (Insert Tracks

dialog box), 146
alignment

H-Split (horizontal alignment), 313
transitions, 266, 270
V-Split (vertical alignment), 313

All Empty Tracks at End of Sequence
option (Delete Tracks dialog box), 147

All Empty Tracks option (Delete Tracks
dialog box), 147

alpha channels, 342
Alpha Type command (Modify menu), 342
Amount slider (Viewer window), 297–298
Apple

Cinema Display, 52–53
discussion forums, 393
support equipment, 30

Applications folder, 232
Arrange command (View menu), 95
arranging Browser columns, 97
Artistic composite mode, 338
As List command (Edit menu), 180
assemble edits, 367
attributes, audio, copying and removing,

229–230
audio. See also audio filters; volume levels

attributes, copying and removing, 229–230
codecs, 376
formats, compressed, 89–90
glitches, fixing, 208–209
high-quality, capturing and maintaining,

200–201
mono, 201–202
panning, 217–218
rendering, 202–203
stereo, 201–202
tracks, muting and solo, 140
transitions, 219–220
waveforms, 205

Audio clip icon (Browser window), 95
Audio Controls button (Timeline), 140
Audio filter icon (Browser window), 96
audio filters. See also audio; volume levels

accessing, 224
applying, 221–222
compression filters, 228–229
DC Notch, 221
deleting, 226
disabling, 226
echoes and reverberations, 227–228
equalization filters, 227
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audio filters (continued)
expansion filters, 228–229
High Shelf Filter, 221
noise reduction, 228–229
parameters, changing, 222–223
Parametric Equalizer, 221

Audio Mixer feature, 212–215
Audio Track Labels option (Sequence

Settings dialog box), 151
Audio transition icon (Browser window), 96
Audio Transitions command (Effects

menu), 219
Audio/Video Settings dialog box, 44–45
authoring software, 31
Auto Contrast button (Viewer window),

305–306
auto kerning, text, 281
Autosave feature, 39
Autosave Vault folder, 39

• B •
background text, 285
backward playback, clips, 184–185
band transitions, 256
bandwidth, 369
Batch Capture command (File menu), 75
Batch Export command (File menu), 381
batch-capturing clips, 75–76
beat markers (purple), 249
beats per minute (BPM) master setting,

Soundtrack application, 238
Before Base Track option (Insert Tracks

dialog box), 146
bins

adding items to, 93
Bin icon (Browser window), 95
creating new, 67–68, 93
defined, 91
Favorites, adding effects and transitions

to, 100–101
folders and, 18
how to use, 398–399
opening, 93
Video Filters, 297
Video Generators, 285

black and white images, 296–298
BluRay DVDs, 54
blurred effects, 314–316, 326

bold text, 279
books

Digital Photography For Dummies, 4th
Edition (Julie Adair King), 310

Digital Video For Dummies, 3rd Edition
(Keith Underdahl), 296

The Film Editing Handbook: How to
Manage the Near Chaos of the Cutting
Room (Norman Hollyn), 396

Final Cut Pro 4 Bible (Zed Saeed, 
J. J. Marshall, Jeffrey Chong), 251

In the Blink of an Eye: A Perspective on
Film Editing (Walter Murch), 395

Photoshop 7 For Dummies (Deke
McClelland and Barbara Obermeier),
291

Practical Art of Motion Picture Sound
(David Lewis Yewdall), 396

Understanding Comics (Scott McCloud),
395–396

When the Shooting Stops, the Cutting
Begins: A Film Editor’s Story (Ralph
Rosenblum and Robert Karen), 395

boot drives, 28
BPM (beats per minute) master setting,

Soundtrack application, 238
breaks, timecode, 66
Brightness and Contrast effects filter, 303
Browser Items command

Edit menu, 180
editing basics, 111
View menu, 93

Browser window
Close tab, 92
columns in, 96–99
displaying, 79
Effects tab, 92, 100–101, 301
icons, list of, 95–96
Large Icon view, 94
List view, 93
Medium Icon view, 94
opening projects in, 92
overview, 18, 91
Small Icon view, 93
Sort feature, 98

buttons
Add Marker (Viewer window), 180
Add to Favorites (Choose a File dialog

box), 81

408 Final Cut Pro HD For Dummies 



Audio Control (Timeline), 140
Auto Contrast (Viewer window), 305–306
Capture Batch (Log and Capture

window), 75
Center on Edit (Transition Editor

window), 270
Check Again (System Settings dialog

box), 37
Clip (Log and Capture window), 66
Clip Overlay (Timeline), 328
Continue (System Settings dialog box), 37
Create New Movie File (LiveType

application), 291
Delete (Edit Marker dialog box), 183
Drag Filter (Viewer window), 309
End of Edit (Transition Editor

window), 270
Fast Forward (Log and Capture

window), 63
Find All (Find dialog box), 102
Go to In Point (Log and Capture

window), 62
Go to Out Point (Log and Capture

window), 62
Home (File Browser window), 236
Less (Find dialog box), 102–103
Level/Insert Keyframe (Timeline), 209
Log Clip (Log and Capture window), 66
Mark In (Canvas window), 135–136
Mark In (Viewer window), 121
Mark Out (Canvas window), 136
Mark Out (Viewer window), 121
Match Frame (Canvas window), 164
More (Find dialog box), 102–103
New Bin (Log and Capture window), 67
Next Edit (Timeline), 155
Now (Log and Capture window), 69
OK (Batch Capture dialog box), 75
Play (Canvas window), 114–115
Play (Log and Capture window), 63
Play (Viewer window), 19
Previous Edit (Timeline), 155
Record Audio Keyframes 

(Audio Mixer), 216
Record (Voice Over dialog box), 195
Render Quality (Timeline), 158
Reverse (Transition Editor window), 270
Rewind (Log and Capture window), 63

Select AutoBalance Color (Viewer
window), 306

Set In Point (Log and Capture
window), 62

Set Out Point (Log and Capture
window), 62

Size (Movie Settings dialog box), 380
Skip File (Reconnect dialog box), 106
Slate (Log and Capture window), 64
Up (Log and Capture window), 68
View as Buttons (Media Manager), 240
Visual (Viewer menu), 305

• C •
cables

composite, 33
FireWire, 52, 60
RCA, 33, 359–360

cameras, video
hardware requirements, 24
HDV (High Definition Video), 53–55
VariCam HD (Panasonic), 53

Canvas window
Current Timecode field, 117
Edit Overlay feature, 119
editing basics, 112
Mark In button, 136
Mark Out button, 136
Match Frame button, 164
overview, 21–22
Play button, 114–115
scrubber bar, 115–116
Timecode Duration field, 116–117
Unrendered message, 78
Zoom icon, 115

Capture Batch button (Log and Capture
window), 75

capture cards, 32
Capture Clip option (Log and Capture

window), 66
Capture column (Browser window), 97
Capture Now option, capturing clips, 69
capture presets, 43
Capture Scratch folder, 196
capturing clips

batch-capturing, 75–76
Capture Clip option, 66
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capturing clips (continued)
Capture Now option, 69
dropping frames while, 71
manually, 64–66
overview, 61–62

CDs
exporting movies for, 379–381
importing media from, 83–84

Center on Edit button (Transition Editor
window), 270

center transitions, 256
centering

images, 325
mattes, 344
transitions, 266

central processing unit (CPU), 26
changing. See editing
Channel Blur filter, 314
Channel Offset filter, 314
channels

alpha, 342
transitions, 256

Check Again button (System Settings
dialog box), 37

check marks, in Browser columns, 99
checker transitions, 257
checkerboard transitions, 257
Chong, Jeffrey (Final Cut Pro 4 Bible), 251
Choose a File dialog box, 40–41, 80–81
Choose Setup dialog box, 35
chroma controls, 312
Cinema Display, Apple, 52–53
clearing spit edits, 169
Clip button (Log and Capture window), 66
Clip Keyframes option (Sequence Settings

dialog box), 152
Clip Overlay button (Timeline), 328
clips. See also subclips

adding to other clips, 118
affiliate, 100
backward playback, 184–185
capturing, batch-capturing, 75–76
capturing, Capture Clip option, 66
capturing, Capture Now option, 69
capturing, dropping frames while, 71
capturing, manually, 64–66
capturing, overview, 61–62
colors in, changing, 300–302

copied, inserting or overwriting, 126–127
copying, 99–100
cutting, 132–134
deleted, restoring, 105
deleting, from Timeline, 134–136
descriptive information, filling in, 65
deselecting, 123
documenting, 400
extended, blocking, 131
fading, 267–268
finding, 101–103
incoming, 171
In/Out points, setting, 120–122
locating captured, 70–71
logging, 66–68
markers within, setting, 179, 400–401
moved, overwriting and swapping, 125
moving, to Timeline, 117–121
moving, within Timeline, 125–126
naming, 65, 399
opacity, setting, 328–329
opening, in Viewer window, 19–20
outgoing, 171
overwriting, 262
range, expanding or limiting, 228–229
recycling, 122
renaming, 99
resizing, in Timeline, 127–129
resizing, in Viewer window, 129–130
resizing, limitations of, 131–132
resizing, with ripple edits, 174–175
resizing, with roll edits, 171–173
searching for, 401
shortening, 128
snapping to markers, 179
sorting, 98
source, 161
speed of, changing, 186–190
splitting, 132–134
in Timeline, selecting, 122–124
trimming, 128
viewing, as icons, 93–95
viewing, in lists, 93–95

clock transitions, 257
Close Gap command (Sequence menu), 131
Close Project command (File menu), 40
Close tab (Browser window), 92
closing projects, 40
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coder/decoder (codecs)
audio, 376
discussed, 373
lists of, 375–376
OfflineRT, 404
video, 374–375

color
background text, changing, 285
in clips, changing, 300–302
color spills, 351
correction settings, copying to other

clips, 309
of objects, selecting and changing,

307–308
RGB Balance tool, 302–304
Select AutoBalance Color button (Viewer

window), 306
of text, 279

Color Correction video filter, 304–307
Color Corrector tab (Viewer window),

305, 308
Color Offset filter, 314
Color text generator, 285
columns, Browser columns

check marks by, 99
data fields, 99
discussed, 96
displaying, 98
headings, list of, 97
hiding, 98
names and settings in, changing, 99
rearranging, 98
restoring, 98
saving, 98
sorting clips by, 98
width of, changing, 98

commands
Alpha Type (Modify menu), 342
Arrange (View menu), 95
As List (Edit menu), 180
Audio Transitions (Effects menu), 219
Batch Capture (File menu), 75
Batch Export (File menu), 381
Browser Items (Edit menu), 180
Browser Items (Window menu), 93
Browser (Window menu), 79
Close Gap (Sequence menu), 131
Close Project (File menu), 40

Composite Mode (Modify menu), 341
Copy (Edit menu), 127, 229, 243
Cut (Edit menu), 127
Delete Tracks (Sequence menu), 147
Deselect All (Edit menu), 123, 181
Duplicate (Edit menu), 100
Duplicate As Master Clip 

(Modify menu), 100
DV Start/Stop Detect, 72
Edit to Tape (File menu), 365
Export (File menu), 236, 288, 379, 384
External Video (View menu), 34
Favorites (Effects menu), 101
Find (Edit menu), 102, 184, 401
Find Again (Edit menu), 184
Find Next (Edit menu), 102
Import (File menu), 87, 399
Insert Beat Marker (Project menu), 250
Insert Time Marker (Project menu), 250
Insert Tracks (Sequence menu), 145
Item Properties (Edit menu), 99, 400
Join (Edit menu), 243
Layouts (View menu), 235
Log and Capture (File menu), 61
Logging Info (Edit menu), 400
Make Freeze Frame (Modify menu), 191
Make Subclip (Modify menu), 73, 100
Mark Split (Mark menu), 169
New (File menu), 83, 288
New Project (File menu), 40
New Text Track (Track menu), 289
Open (File menu), 40
Open Template (File menu), 288
Paste (Edit menu), 127, 243
Paste Attributes (Edit menu), 230
Place Background (File menu), 288
Presets (Window menu), 385
Preview (Window menu), 386
Print to Video (File menu), 363
Project Properties (Edit menu), 288
Reconnect Media (File menu), 106
Refresh A/V Devices (View menu), 34
Render Movie (File menu), 290
Render Preview (File menu), 290
Render Selection (Sequence menu), 

166, 186, 203
Restore Project (File menu), 41
Revert Project (File menu), 41
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commands (continued)
Save As (File menu), 293
Save Project (File menu), 39
Save Project As (File menu), 38
Score Marker to Playhead (Project

menu), 251
Settings (Sequence menu), 153, 164, 188
Show Marker Titles (View menu), 250
Show Master Envelopes (View menu),

246, 251
Show Overlays (View menu), 283
Show Title Safe (View menu), 286
Snap To (View menu), 245
Snapping (View menu), 127, 245
Speed (Modify menu), 186
Split (Edit menu), 243
Stereo Pair (Modify menu), 202
Undo (Edit menu), 230
Video Filters (Effects menu), 304
Video Playback (View menu), 34
Video Transitions (Effects menu), 267

commentary tracks, 395
comments, markers, 180
composite cables, 33
Composite Mode command (Modify

menu), 341
compositing

composite modes, applying, 340–341
composite modes, selecting, 338–340
defined, 337
with keys, 347–350
with mattes, 342–346

compression
audio formats, converting, 89–90
HD (high definition), 52
spatial, 377

Compressor application
exporting video using, 384–386
sequences, batch exports, 386–388

Compressor/Limiter filter, audio, 228–229
connections

FireWire cables, 52, 60
RCA cables, 33, 359–360

Continue button (System Settings dialog
box), 37

control tracks, 367
converting MP3 files, with QuickTime Pro,

86–90

copied clips, inserting or overwriting,
126–127

Copy command (Edit menu), 127, 229, 243
Copy Filter controls, 309
copying

audio attributes, 229–230
clips, 99–100
color correction settings, 

to other clips, 309
loops, 243
transitions, 261

correction settings, copying 
to other clips, 309

costs, Final Cut Pro, 14
CPU (central processing unit), 26
Crawl text generator, 282
Create New Movie File button (LiveType

application), 291
creating

audio transitions, 219–220
bins, 67–68, 93
keys, 347–350
loops, 252
mattes, 343–347
presets, 44–46
projects, 40
subclips, 72–73
text, 275–278
titles, 288–291
transitions, 257–259

Creative Cow Web site, 393
Crop tool, Tool palette, 323
cropping images, 322–323, 325
Cross dissolves, 256
cross fade transitions, 219–220
Current Timecode dialog box, 154
Current Timecode field

Canvas and Viewer window, 117
Log and Capture window, 63

Custom Track Layouts folder, 149
customized filters, 316–317
customized views, Audio Mixer, 216
customizing

Timeline options, 149–153
transitions, 269–270

Cut command (Edit menu), 127
cutting clips, 132–134
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• D •
Darken composite mode, 340
data fields, Browser columns, 99
Data Rate column (Browser window), 97
data rates

defined, 372
Internet connection, 377–378

DC Notch audio filter, 221
decibels (dB), 239
defragmented drives, 28
Delay Time slider (Echo filter), 227
Delete button (Edit Marker dialog box), 183
Delete Point tool (Tool palette), 333
Delete Tracks dialog box, 147
deleted clips, restoring, 105
deleting

audio attributes, 230
audio filters, 226
clips, from Timeline, 134–136
frames, 136
keyframes, 208, 211, 329
loops, 243
markers, 182–183, 250
ripple deletes, 134–135
tracks, from Timeline, 146–147
transitions, 267
volume envelopes, 247

Desaturate video filter, 297
Desaturation filter, 314
Description field (Log and Capture

window), 65
Deselect All command (Edit menu),

123, 181
deselecting clips, 123
destination tracks, 119, 141–144
device control presets, 43
dialog boxes

Audio/Video Settings, 44–45
Batch Capture, 75
Choose a File, 40–41, 80–81
Choose Setup, 35
Current Timecode, 154
Delete Tracks, 147
Duration, 265
Edit Marker, 182–183
Find, 102, 184
Image Size, 293

Insert Tracks, 145–146
Movie Settings, 380–381
Open, 289
Paste Attributes, 230
Print to Video, 363–364
Reconnect, 106–107
Reconnect Options, 106–107
Remove Attributes, 213
Save Exported File As, 87–88
Sequence Preset Editor, 46
Sequence Settings, 150–154
Sound Settings, 89
Speed, 186
System Settings, 37, 70
User Preferences, 39–40, 66

Difference composite mode, 339
Difference Matte filter, 350
Digital Photography For Dummies, 4th

Edition (Julie Adair King), 310
Digital Video For Dummies, 3rd Edition

(Keith Underdahl), 296
Dip to Color dissolves, 256
disabling audio filters, 226
Discard Last Recording button (Voice Over

dialog box), 196
disclosure triangle, 93
discussion forums, 393
disk drives, 27–28
disk storage, for DV video, 27–28
displaying

Browser columns, 98
Browser window, 79

dissolves, types of, 256
Distort tool (Tool palette), 323
distorting images, 322–323, 325
Dither dissolves, 256
documenting clips, 400
Documents folder, 39, 149
drag and drop option, importing 

files, 82–83
Drag Filter button (Viewer window), 309
Drag Hand icon (Transition Editor

window), 270
dragging transitions, from Browser to

Timeline, 260
drives, defragmented/fragmented, 28
drop shadows, adding to images, 326
dropping frames, while capturing clips, 71
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Duplicate As New Master Clip command
(Modify menu), 100

Duplicate command (Edit menu), 100
Duration Calendar (Print to Video dialog

box), 363–364
Duration column (Browser window), 97
Duration dialog box, 265
duration, transitions, 264–265
DV cameras

connecting, 32–34, 60
Video/Audio Out connector, 33

DV devices, recording to, 358
DV Start/Stop Detection feature, 72
DV tape, navigating through, 62–63
DV video, disk storage for, 27–28
DVCPRO HD format, high definition, 51–53
DVD Studio Pro, 395
DVDs

BluRay, 54
burners, optional hardware 

requirements, 31
HD and, 54

DV-NTSC option (Easy Setup feature), 35
DV-PAL option (Easy Setup feature), 35

• E •
Easy Setup feature, 35–37
Echo filters, audio, 227–228
Edge Detection filter, 315
edge thinning, 352
edge transitions, 257
Edit Decision Lists (EDLs), 370
Edit Marker dialog box, 182–183
Edit menu commands

As List, 180
Browser Items, 180
Copy, 127, 229, 243
Cut, 127
Deselect All, 123, 181
Duplicate, 100
Find, 102, 184, 401
Find Again, 184
Find Next, 102
Item Properties, 99, 400
Join, 243
Logging Info, 400
Paste, 127, 243
Paste Attributes, 230

Project Properties, 288
Split, 243
Undo, 230

Edit Overlay feature (Canvas window), 119
Edit to Tape feature, 365, 405
editing

Browser column widths, 98
clip color, 300–302
clip speed, 186–190
keyframes, 208, 329, 332–333
nondestructive, 13
with snapping feature, 127
track sizes, 148–149
transition duration, 264–265

EditorsNet Web site, 393
edits

assemble, 367
fit-to-fill, 165–166
insert, 117–120, 367
lift, 134–135
offline, 369–370
online, 369–370
overwrite, 117–120
replace, 161–163
ripple, 174–175
roll, 171–173
slide, 177–179
slip, 175–177
split, 167–170
superimpose, 166–167
swap, 125–126
through, 152

EDLs (Edit Decision Lists), 370
effects

adding to Favorites bin, 100–101
blurred, 314–316, 326
feathering, 350
filters, 311–312, 314–315
multiple screen effects, 333–335
naming, 269
picture-in-picture, HD, 52
setup controls, 311
shutter, 256
slow-motion, 186
solarizing, 256
Soundtrack application effects, 251
spins, 255
swing, 255
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Effects menu commands
Audio Transitions, 219
Favorites, 101
Video Filters, 304
Video Transitions, 267

Effects tab (Browser window), 
92, 100–101, 301

8-point Garbage mattes, 351
eMac models, 25
Emboss filter, 315
encoding processes, 377
End of Edit button (Transition Editor

window), 270
end points, transitions, 270
End slider (Transition Editor window), 270
envelope points, volume, 246–247
equalization filters, 227
equipment set up, recording preparations,

355–357
error messages. See messages
Expander/Noise Gate filter, audio, 228
expanding clip range, 228–229
Export command (File menu), 236, 288,

379, 384
Export Queue window, 381–383
Export tracks option (Soundtrack), 253
exporting

movies, batch exports, 381–383
movies, for CD or Web, 379–381
movies, from Final Cut Pro, 287–288
sequences, batch exports, 386–388
video, from Final Cut Pro, 235–236
video, using Compressor application,

384–386
exposures, fixing and adjusting, 309–312
extended clips, blocking, 131
external drives, 27
External Video command (View menu), 34

• F •
Fade In dissolves, 256
Fade Out dissolves, 256
fading

clips, 267–268
volume, 246

Fast Forward button (Log and Capture
window), 63

Favorites bin, effects and transitions,
adding, 100–101

Favorites command (Effects menu), 101
Favorites feature, loops, 240
feathering effects, 350
feedback, filters, 227
File Browser (Media Manager), 236–237
file extensions
.mov, 379
.ref (reference), 235

File menu commands
Batch Capture, 75
Batch Export, 381
Close Project, 40
Edit to Tape, 365
Export, 236, 288, 379, 384
Import, 87, 399
Log and Capture, 61
New, 83, 288
New Project, 40
Open, 40
Open Template, 288
Place Background, 288
Print to Video, 363
Reconnect Media, 106
Render Movie, 290
Render Preview, 290
Restore Project, 41
Revert Project, 41
Save As, 293
Save Project As, 38–39

files
importing, drag and drop option, 82–83
importing, multiple files, 80–82
importing, Photoshop files, 84–86
rendered, 404
still-picture formats, 84–85

The Film Editing Room Handbook: How to
Manage the Near Chaos of the Cutting
Room (Norman Hollyn), 396

filters. See also filters, audio; filters, video
customized, 316–317
effects, 311–312, 314–315
keys, 350

filters, audio. See also audio; volume levels
accessing, 224
applying, 221–222
compression filters, 228–229
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filters, audio (continued)
DC Notch, 221
deleting, 226
disabling, 226
echoes and reverberations, 227–228
equalization filters, 227
expansion filters, 228–229
feedback, 227
High Shelf Filter, 221
noise reduction, 228–229
parameters, changing, 222–223
Parametric Equalizer, 221

Filters Bar option (Sequence Settings
dialog box), 153

Filters tab (Viewer window), 297
filters, video. See also video

Color Correction, 304
Copy Filter controls, 309
defined, 295
Desaturate, 297
matte, 300–302
text generators and, 297

Final Cut Pro
capabilities of, 12–16
costs, 14
launching, 34
movies, exporting, 287–288
new features, 14–16
setup procedures, 35–36
workflow options, 16–17

Final Cut Pro 4 Bible (Zed Saeed, J. J.
Marshall, Jeffrey Chong), 251

Find Again command (Find dialog box), 184
Find All button (Find dialog box), 102
Find command (Edit menu), 102, 184, 401
Find dialog box, 102, 184
Find Next command (Edit menu), 102
Finder window, importing media 

from, 82–83
finding

clips, 101–103
loops, 239–241
markers, 183–184, 401

FireWire
cable connections, 52, 60
ports, 29

fit-to-fill edits, 165–166
fixing exposures, 309–312
flickering text, 272–273

folders
Applications, 232
Autosave Vault, 39
bins and, 18
Capture Scratch, 196
Custom Track Layouts, 149
Documents, 39, 149
Home, 236
Library/Quicktime, 374

fonts
sans serif, 270
serif, 272
sizes, selecting correct, 272
text generators, 277

formats
compressed audio, 89–90
HD, 50
still-picture, 84–85

4-point Garbage mattes, 351
fragmented drives, 28
frame rates, HD, 49
Frame Viewer window, 312–313
frames

deleting, 136
dropping, while capturing clips, 71
frame accuracy, 367–369
freezing, 191–192
poster, 94
subframe editing techniques, 208–209
wireframes, 319–320

freezing frames, 191–192

• G •
gaps, in Timeline, 131
Garbage mattes, 351
Generator icon (Browser window), 96
gigahertz (GHz), 26
Go to In Point button (Log and Capture

window), 62
Go to Out Point button (Log and Capture

window), 62
Google Web site, 54
gradient transitions, 257
Graphic icon (Browser window), 96
green (time) markers, 250–251
Group Selection tool (Tool palette), 123
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• H •
Hand tool (Tool palette), 156
handles, transitions and, 270
Hard Light composite mode, 339
hardware

connections, 32–34
optional requirements, 30–31
requirements, 23–24
upgrades, 393–394

HD. See high definition
HDV (High Definition Video) cameras,

53–55
headphones

hardware upgrades, 394
high-quality audio, 200–201
selecting good, 31

Height control, Timeline, 149
height, of tracks, setting, 245
hiding

Browser columns, 98
tracks, 141

high definition (HD)
compression, 52
discussed, 47
DVCPRO HD format, 51–53
DVDs and, 54
frame rates, 49
image quality, 48–49
improvements, 48
interlaced frames, 50
1080 24p format, 50
1080i format, 50
picture-in-picture effects, 52
pixel resolution, 49
preview monitors, 52
progressive frames, 50
real-time previews, 52
720p format, 50
standard-definition versus, 48
television considerations, 54
wide-screen aspect ratio, 49

High Definition Video (HDV) 
cameras, 53–55

High Shelf Filter, audio filters, 221
Hollyn, Norman (The Film Editing Room

Handbook: How to Manage to Near
Chaos of the Cutting Room), 396

Home button (File Browser window), 236
Home folder, 236
horizontal alignment (H-Split), 313
H.263 codec, 375
Hum Remover audio filter, 229

• I •
icons

in Browser window, list of, 95–96
in Tool palette, accessing, 21
viewing clips as, 93–95

IMA codec, 376
iMac models, 25
image quality, HD, 48–49
Image Size dialog box, 293
images

black and white, 296–298
centering, 325
cropping, 322–323, 325
distorting, 322–323, 325
drop shadows, 325
moving, 321
old and grainy, 298–299
rotating, 321, 325
scaling, 321, 325

Import command (File menu), 87, 399
importing media files

from CD, 83–84
dragging from Finder window, 82–83
multiple files, 80–82
overview of, 79
Photoshop files, 84–86

In and Out points
moving, 122
overview, 19–20
setting, 120–122

In column (Browser window), 97
In Point Timecode field (Log and Capture

window), 64
In the Blink of an Eye: A Perspective on Film

Editing (Walter Murch), 395
incoming clips, 171
input jacks, 31
Insert Beat Marker (Project menu), 250
insert edits, 117–120, 367
Insert Time Marker command (Project

menu), 250
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Insert Tracks dialog box, 145–146
Insert/Delete Keyframe button 

(Timeline), 206
inserting copied clips, 126–127
inset transitions, 257
Installer, Final Cut Pro, 232
installing Soundtrack application, 232
Insufficient Content for Edit

message, 163, 220
interface control, 16
interlaced frames, HD, 50
internal drives, 27
Internet connections, data rates, 377–378
Invert filter, 314
inverting mattes, 344
iris transitions, 256
italic text, 279
Item Properties command 

(Edit menu), 99, 400

• J •
jacks, input, 31
jagged edges, subclips, 73
jog control, 116
Join command (Edit menu), 243
joining loops, 243
JPEG image quality, 35

• K •
Karen, Robert (When the Shooting Stops,

the Cutting Begins: A Film Editor’s
Story), 395

Kbps (kilobits per second), 378
KBps (kilobytes per second), 378
key codes, 86
key master setting (Soundtrack

application), 238
keyboard options, 31
keychain memory, 31
Keyframe Editor option (Sequence Settings

dialog box), 153
keyframes

adjusting, 211
changing, 208
clip opacity, setting, 328–329
defined, 206, 319, 327

deleting, 208, 211, 329
editing, 329, 332–333
motion values, setting, 329–332
moving, 208
recording volume changes as, 215
setting, 211

keys
compositing with, 347–350
creating, 347–350
defined, 343
filters for, 350

kilobits per second (Kbps), 378
kilobytes per second (KBps), 378
King, Julie Adair (Digital Photography 

For Dummies, 4th Edition), 310

• L •
LAN (local-area network), 379
Large Icon view (Browser window), 94
latency, 195
launching

Final Cut Pro, 34
Soundtrack application, 232

layers, defined, 338
Layouts command (View menu), 235
LCD screens, monitors and, 28–29
Leader sections (Print to Video dialog

box), 363
leading text, 280
Lens Flare filter, 315
Less button (Find dialog box), 102–103
Level Insert/Delete Keyframe button

(Timeline), 209
Level Overlay feature, 210
Library/Quicktime folder, 374
lift edits, 134–135
Lighten composite mode, 340
linking controls, Timeline, 158–159
List view (Browser window), 93
lists, viewing clips in, 93–95
LiveType application

Create New Movie File button, 291
discussed, 287–291

loading Track layout, 149
local-area network (LAN), 379
Lock Track control, Timeline, 138–139
Locked bin icon (Browser window), 95
locking tracks, 138–139
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Log and Capture window
accessing, 60
Capture Batch button, 75
Capture Clip option, 66
Clip button, 66
Current Timecode field, 63
Description field, 65
Fast Forward button, 63
Go to In Point button, 62
Go to Out Point button, 62
In Point Timecode field, 64
Log Clip button, 66
Name field, 69
New Bin button, 67
Now button, 69
Out Point Timecode field, 64
Play button, 63
Preview pane, 62
Reel field, 64
Rewind button, 63
Scene field, 65
Set In Point button, 62
Set Out Point button, 62
Shot/Take fields, 65
shuttle control, 63
Slate button, 64
Up button, 68

Log Clip button (Log and Capture 
window), 66

log notes, 103
logging

bins, 67
clips, 66–68
defined, 61

Logging Info command (Edit menu), 400
loops

adding to Timeline, 240
copying, 243
creating, 250
deleting, 243
designating as Favorites, 240
joining, 243
moving to Timeline, 241–242
removing from Favorites list, 241
repeating, 240
resizing, 242
searching for, 239–241
selecting, 242

splitting, 243
transposing, 248

Lower 3rd text generator, 280
Luma Key filter, 350
luminescence transitions, 256

• M •
Macs

CPU speed, 26
eMac models, 25
iMac models, 25
minimum hardware requirements, 23–24
PowerMac models, 25

Make Freeze Frame command (Modify
menu), 191

Make New Clip option, On Timecode Break
menu, 75

Make Subclip command (Modify menu),
73, 100

managing projects, 40–41
map transitions, 256
Mark In button

Canvas window, 136
Viewer window, 121

Mark menu commands
DV Start/Stop Detect, 72
Mark Split, 169

Mark Out button
Canvas window, 136
Viewer window, 121

Mark Split command (Mark menu), 169
Marker icon (Browser window), 95
markers

beat (purple), 249
clips, 400–401
comments, 180
defined, 179
deleting, 182–183, 250
designating, 183
moving, 250
naming, 250
renaming, 99, 182–183
scoring (orange), 250
searching for, 183–184
setting, 180–181, 250
snapping clips to, 179
time (green), 250–251
Timeline, 401–402
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Marshall, J. J. (Final Cut Pro 4 Bible), 251
master clips. See clips
master settings, Soundtrack 

application, 238
Match Frame feature, 163–165
Match Name Only option (Reconnect

dialog box), 107
mattes

centering, 344
compositing with, 346–347
creating, 343–347
defined, 343
edges of, softening, 345–346
8-point Garbage mattes, 351
4-point Garbage mattes, 351
inverting, 344
Matte Choker, 352
shape, 344
size, 344
video filters, 300–302

MB (megabytes), 97
McClelland, Deke (Photoshop 7 

For Dummies), 291
McCloud, Scott (Understanding Comics),

395–396
measurements of time (Timeline), 234
media files

discussed, 77
importing, dragging from Finder 

window, 82–83
importing, from CD, 83–84
importing, multiple files, 80–82
importing, overview of, 79
importing, Photoshop files, 84–86
offline, 104–105
organized, 398
rendering, 78–79

Media Manager (Soundtrack application)
File Browser, 236–237
overview, 234
Search tab, 240–241
View as Buttons button, 240

Media Offline message, 104
Media option (Print to Video 

dialog box), 364
Medium Icon view (Browser window), 94
megabytes (MB), 97
megahertz (MHz), 26

memory
keychain, 31
RAM (random access memory), 394
virtual, 26

messages
Insufficient Content for Edit, 

163, 220
Media Offline, 104
No Communication, Log and Capture

window, 60
Pro Player Edition, QuickTime Key

settings, 86
Unrendered, Canvas window, 78
VRT OK, Log and Capture window, 60

MHz (megahertz), 26
microphones, high-quality audio, 201
minimum hardware requirements, 

Macs, 23–24
mixing volume levels, 199
modems, data rates, 378
Modify menu commands

Alpha Type, 342
Composite Mode, 340
Duplicate As Master Clip, 100
Make Freeze Frame, 191
Make Subclip, 73, 100
Speed, 186
Stereo Pair, 202

monitors
hardware upgrades, 394
LCD screens and, 28–29

mono audio clips, 201–202
More button (Find dialog box), 102–103
Motion Bar option (Sequence Settings

dialog box), 153
Motion tab (Viewer window), 299, 302, 324
Motions Pictures Export Group 

(MPEG), 375
mouse options

hardware upgrades, 394
multibutton, 31

.mov file extension, 379
Movie Settings dialog box, 380–381
movies, exporting

batch exports, 381–383
for CD or Web, 379–381
from Final Cut Pro, 287–288
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moving
clips, to Timeline, 117–121
clips, within Timeline, 125–126
images, 321
In and Out points, 122
keyframes, 208
loops, to Timeline, 241–242
markers, 250
playhead, within Timeline, 154–156
transitions, 267

MPEG (Motion Pictures Export Group), 375
MP3 files, 86–90
multiple screen effects, 333–335
Multiply composite mode, 338–339
Murch, Walter (In the Blink of an Eye: A

Perspective on Film Editing), 395
music tracks. See media files
muting tracks, 140

• N •
Name column (Browser window), 97
Name field (Log and Capture window), 69
naming

Browser items, 99
clips, 65, 399
effects, 269
markers, 250
tracks, 245
transitions, 269

narration, voice-over feature, 193–196
nesting sequences, 192–193
New Bin button (Log and Capture 

window), 67
New command (File menu), 83, 288
New Project command (File menu), 40
New Text Track command 

(Track menu), 289
Next Edit button (Timeline), 155
NLE (nonlinear editing) systems, 369
No Communication message, Log and

Capture window, 60
Noise generator (Timeline), 298–299
noise reduction filters, audio, 228–229
Non-Additive dissolves, 256
nondestructive editing, 13
nonlinear editing (NLE) systems, 369

Normal composite mode, 339
Norton Utilities software, 28
Now button (Log and Capture window), 69

• O •
Obermeier, Barbara (Photoshop 7 

For Dummies), 291
objects, color of, selecting and changing,

307–308
Offline clip icon (Browser window), 95
offline edits, 369–371
offline media files, 104–105
OfflineRT codec, 404
OfflineRT-NTSC option (Easy Setup

feature), 35–36
OfflineRT-PAL option (Easy Setup 

feature), 36
OK button (Batch Capture dialog box), 75
old and grainy images, 298–299
On Timecode Break menu options, 74
1080 24p HD format, 50
1080i HD format, 50
online edits, 369–370
opacity settings, 299, 326, 328–329
Open bin icon (Browser window), 95
Open command (File menu), 40
Open dialog box, 289
Open Template command (File menu), 288
opening. See also accessing

bins, 93
clips, in Viewer window, 19–20
projects, in Browser window, 92
projects, new projects, 40

optional hardware requirements, 30–31
orange (scoring) markers, 250
organization, media files, 398
Out column (Browser window), 97
Out Point Timecode field (Log and Capture

window), 64
Out points. See In and Out points
outgoing clips, 171
Outline text generator, 283
Overlay composite mode, 339
overwrite edits, 116–120
overwriting clips, 126–127
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• P •
page peel transitions, 256
palettes. See Tool palette
Panasonic, VariCam HD video cameras, 53
panning

audio clips, 217–218
tracks, 247

parameters, audio filters, changing,
222–223

Parametric Equalizer audio filter, 221
Paste command (Edit menu), 127, 243
pasting transitions, 261
Pen tool, Tool palette, 208, 329
Photoshop

files, importing, 84–86
text options, 291–294

Photoshop 7 For Dummies (Deke
McClelland and Barbara 
Obermeier), 291

picture-in-picture effects, HD, 52
pitch sound (highness or lowness), 227
pixel resolution, HD, 49
Place Background command 

(File menu), 288
plain text, 279
Play button

Canvas window, 114–115
Log and Capture window, 63
Viewer window, 19

play controls, playback, 62
playhead (Timeline), 114, 154–156
plug-ins, 394
ports, FireWire, 29
poster frames, 94
PowerBooks (Apple), 25
PowerMac models, 25
Practical Art of Motion Picture Sound

(David Lewis Yewdall), 396
presets

capture, 43
creating new, 44–46
defined, 42
device control, 43
selecting different, 44
sequence, 42–46
video/audio playback, 43

Presets command (Window menu), 385
Preview command (Window menu), 386
preview monitors, HD, 52
Preview pane (Log and Capture 

window), 62
previewing transitions, with 

limitations, 264
Previous Edit button (Timeline), 155
Print to Video dialog box, 363–364
Pro Player Edition message,

QuickTime Key settings, 86
Proc Amp effects filter, 311
progressive frames, HD, 50
Project menu commands

Insert Beat Marker, 250
Insert Time Marker, 250
Score Marker to Playhead, 251

Project Properties command 
(Edit menu), 288

Project Workspace, Soundtrack
application, 234–235

projects. See also sequences
closing, 40
creating new, 40
discussed, 37
managing, 40–41
opening, in Browser window, 92
opening, new, 40
preset controls, 42–46
restoring, 41
reverting, 41
saving, 37–39
setting controls, 42
trimming, 404

purple (beat) markers, 249

• Q •
QDesign music codec, 376
Qualcomm PureVoice codec, 376
quality, HD images, 48–49
question-and-answer sessions, 393
QuickTime Pro

converting MP3 files with, 86–90
Pro Player Edition message, 86
transitions, 256
video techniques, 372–373
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• R •
RAID (Redundant Array of Independent

Disks), 51–52
random access memory (RAM), 394
random edge transitions, 257
range, clip range, expanding or limiting,

228–229
Range Selection tool (Tool palette), 124
Ratio slider, Compressor/Limiter 

filters, 228
Razor Blade tool (Tool palette), 133–134
RCA cable connections, 33, 359–360
real-time previews, HD, 52
real-time rendering, 15–16
rearranging

Browser columns, 98
tracks, 245

Reconnect dialog box, 106–107
Reconnect Media command 

(File menu), 106
Reconnect Options dialog box, 106–107
Record Audio Keyframes button (Audio

Mixer), 216
Record button (Voice Over dialog box), 195
recording

dropped frames, 357
to DV devices, 358
equipment, setting up, 355–357
from Timeline, 361–362
to VHS, 358–360
volume changes as keyframes, 215

Reduced view (Timeline), 120
Redundant Array of Independent Disks

(RAID), 51–52
Reel column (Browser window), 97
Reel field (Log and Capture window), 64
.ref (reference) file, 235
Refresh A/V Devices command (View

menu), 34
Remove Attributes dialog box, 213
renaming

Browser items, 99
markers, 182–183
transitions, 269

Render Movie command (File menu), 290
Render Preview command (File menu), 290
Render Quality button (Timeline), 158

Render Selection command (Sequence
menu), 166, 186, 203

render status bar, Timeline, 158
rendering

audio, 202–203
defined, 15–16
media files, 78–79
real-time, 15–16
rendered files, 404
text, 277
transitions, 263–264

repeating loops, 242
replace edits, 161–163
Replace Find Results option (Find dialog

box), 102
replacing transitions, 267
Resize tool (Selection tool), 128
resizing

clips, limitations of, 131–132
clips, in Timeline, 127–129
clips, in Viewer window, 129–130
clips, with ripple edits, 174–175
clips, with roll edits, 171–173
loops, 242

resolution
pixel resolution, HD, 49
screen resolution, 29

Restore Project command (File menu), 40
restoring

Browser columns, 98
deleted clips, 105
projects, 41

Reverberation filters, audio, 227–228
Reverse button (Transition Editor

window), 270
reverse-sorting feature, 98
reversing

clips, 186
transitions, 270

reverting projects, 41
revolutions per minute (rpm), 27
Rewind button (Log and Capture 

window), 63
RGB Balance tool, 302–304
ripple deletes, 134–135
ripple dissolves, 256
ripple edits, 174–175
Roll Edit tool, Tool palette, 132
roll edits, 171–173
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Rosenblum, Ralph (When the Shooting
Stops, the Cutting Begins: A Film Editor’s
Story), 395

rotating images, 321, 325
rpm (revolutions per minute), 27
RT Unlimited feature, rendering 

process, 263
ruler, Timeline, 113–114

• S •
Saeed, Zed (Final Cut Pro 4 Bible), 251
safety-area grids, text options, 286
sans serif fonts, 272
Save As command (File menu), 293
Save Exported File As dialog box, 87–88
Save Project As command (File menu),

38–39
Save Project command (File menu), 38–39
saving

Autosave feature, 39
Browser columns, 98
projects, 37–39
track layout, 149
transitions, 269

scaling images, 321, 325
scan lines, 273
Scene field (Log and Capture window), 65
Score Marker to Playhead command

(Project menu), 251
score volume, tracks, 246
scoring markers (orange), 250
scratch disk option (Easy Setup feature),

36–37
Scratch Disks tab (System Settings dialog

box), 70
Screen composite mode, 339
scripting, advanced, 395
Scrolling Text text generator, 283
Scrub Video tool, Tool palette, 94
scrubber bar

defined, 19
location of, 115–116

Search tab (Media Manager), 240–241
searching

clips, 101–103
loops, 239–241
markers, 183–184, 401

Select All Tracks Forward tool (Tool
palette), 124, 131

Select AutoBalance Color button (Viewer
window), 306

Select Track Forward tool (Tool palette),
124, 131

Selection tool (Tool palette), 123, 128, 321
semitones, defined, 248
Sepia filter, 314
Sequence icon (Browser window), 95
Sequence menu commands

Close Gap, 131
Delete Tracks, 147
Insert Tracks, 145
Render Selection, 166, 186, 203
Settings, 153, 164, 188

Sequence Preset Editor dialog box, 46
sequence presets, 43
Sequence Settings dialog box, 150–153
sequences. See also projects

defined, 18, 114
exporting, batch exports, 386–388
markers within, setting, 181
nesting, 40, 192–193, 403
preset controls, 42–46
renaming, 99
setting controls, 42
voice-over, adding, 193–196

serif fonts, 272
Set In Point button (Log and Capture

window), 62
Set Out Point button (Log and Capture

window), 62
setting controls, projects and

sequences, 42
setting markers, 180–181, 250
Settings command (Sequence menu),

153, 164, 188
setup procedures, Final Cut Pro

Easy Setup option, 35–37
scratch disk option, 36–37

720p HD format, 50
shadows, adding to images, 325
shape, matte settings, 344
Sharpen filter, 315
shift-clicking, defined, 81
shortcuts, insert and overwrite edits, 120
shortening clips, 128
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Shot/Take field (Log and Capture 
window), 65

Show Audio Waveforms option (Sequence
Settings dialog box), 152

Show Keyframe Overlays option (Sequence
Settings dialog box), 152

Show Marker Titles command (View
menu), 250

Show Master Envelopes command (View
menu), 251

Show Overlays command (View menu), 286
Show Through Edits option (Sequence

Settings dialog box), 152
Show Title Safe command (View menu), 286
shutter effects, 256
shuttle control (Log and Capture 

window), 63
sites. See Web sites
size

fonts, 272
mattes, 344
tracks, 148–149

Size button (Movie Settings 
dialog box), 380

Size column (Browser window), 97
Size text box, text generators, 279
Skip File button (Reconnect 

dialog box), 106
Slate button (Log and Capture window), 64
slide edits, 177–179
Slide Item tool (Tool palette), 132
slide transitions, 256
slip edits, 175–177
Slip Item tool (Tool palette), 132
slow-motion effects, 186
Small Icon view (Browser window), 93
Snap To command (View menu), 245
Snapping command (View menu), 127, 245
Soft Light composite mode, 339
software

authoring, 31
Norton Utilities, 28
upgrades, 394–395

solarizing effects, 256
solo tracks, 140
Sonic Foundry Web site, 232

Sorenson
Sorenson 3 Professional Edition, 394
Video codec, 375
Web site, 395

Sort feature (Browser window), 98
sorting clips, 98
Sound Settings dialog box, 89
Soundtrack application

audio effects, applying, 251
BPM (beats per minute), 238
Export tracks option, 253
installing, 232
key master setting, 238
launching, 232
markers in, 249–251
Media Manager, 234
Project Workspace, 234–235
Sonic Foundry ACID product line, 232
Stereo mix option, 253
video, importing, 236–238

source clips, 161
Source column (Browser window), 97
spacing, between text, 280
spatial compression, 377
speakers

audio clips, panning, 217–218
hardware upgrades, 394
selecting good, 31

speed, clip speed, 186–190
Speed dialog box, 186
Speed Indicators option (Sequence

Settings dialog box), 153
Spill Suppressor filter, 351
spills, color, 351
spin effects, 255
Split command (Edit menu), 243
split edits, 167–170
splitting

clips, 132–134
loops, 243

squeeze transitions, 256
standard-definition versus high definition

(HD), 48
Start on Edit button (Transition Editor

window), 270
Start slider (Transition Editor window), 270
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starting and ending percentages,
transitions, 270

Starting Timecode option (Sequence
Settings dialog box), 150

stereo clips, 201–202
Stereo mix option, Soundtrack, 253
Stereo Pair command (Modify menu), 202
still-picture file formats, 84–85
storage, DV video, 27–28
streaming, defined, 373
stretch transitions, 256
styles, text, 279
Subclip icon (Browser window), 95
subclips. See also clips

creating, 72–73
jagged edges, 73
renaming, 99

subframes, editing techniques, 208–209
Subtract composite mode, 339
Summary tab (Audio/Video Settings 

dialog box), 44
superimpose edits, 166–167
superimposed text, 277
support equipment (Apple), 30
swap edits, 125–126
swing effects, 255
System Settings dialog box, 37, 70

• T •
tabs

Close (Browser window), 92
Color Corrector (Viewer window), 

305, 308
Effects (Browser window), 

92, 100–101, 301
Filters (Viewer window), 297
Motion (Viewer window), 299, 302, 324
Scratch Disks (System Settings dialog

box), 70
Search (Media Manager), 240–241
Summary (Audio/Video Settings 

dialog box), 44
televisions

hardware upgrades, 394
HD considerations, 54
HD image quality, 48–49
optional hardware requirements, 31

temporal encoding, 377
text

Action Safe, 286
adding and creating, 275–278
auto kerning, 281
background, 285
bold, 279
color of, selecting, 279
flickering, 273
font size, selecting correct, 272
italic, 279
leading, 280
location designation, 281
outlines around, 283
Photoshop, 291–294
plain, 279
rendering, 277
safety-area grids, 286
scrolling, 283
spacing between, 280
styles, 279
superimposed, 277
thick and thin, avoiding, 272
Title Safe, 286
titles, creating, 288–291

text generators
Color, 285
Crawl, 282
defined, 274
fonts, 277
Lower 3rd, 282
Outline, 283
Scrolling Text, 283
selecting, 275
Size text box, 279
Text, 283
Text pane, 279
Typewriter, 284
video filters and, 283

Text pane, text generators, 279
Text text generator, 283
thick and thin text, avoiding, 272
3D simulations, transitions, 255–256
Threshold slider, Expander/Noise Gate

filters, 228
through edits, 152
Thumbnail Display option (Sequence

Settings dialog box), 150–151
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time markers (green), 250
time measurement (Timeline), 234
Time Remap tool (Tool palette), 188–190
time signature, Soundtrack application, 238
Timecode Duration field, Canvas and

Viewer windows, 116–117
timecodes, 61, 66, 73, 75
Timeline

Audio Controls button, 140
audio volume, adjusting, 209–210
Clip Overlay button, 328
clips in, deleting, 134–136
clips in, moving, 125–126
clips in, resizing, 127–129
clips in, selecting, 122–124
gaps in, 131
Height control, 149
Insert/Delete Keyframe button, 206
Level Insert/Delete Keyframe button, 209
linking controls, 158–159
Lock Track control, 138–139
loops, adding, 240
markers, 401–402
moving clips to, 117–121
moving loops to, 241
Next Edit button, 155
Noise generator, 298–299
options, customizing, 149–153
overview, 20–21, 113
playhead, 114
Previous Edit button, 155
recording from, 361–363
Reduced view, 120
Render Quality button, 158
render status bar, 158
ruler, 113–114
sequences, 114
Track Height control, 149
Track patch panel, 149
Visibility control, 141
zooming in/out, 156–158

Tint filter, 314
Title Safe text, 286
titles, creating, 288–291
Toggle Frame Blending option (Speed

dialog box), 186
toggling tracks, 140

Tool palette
Crop tool, 323
Delete Point tool, 333
Distort tool, 323
editing basics, 112
Group Selection tool, 123
Hand tool, 156
icons in, accessing, 21
overview, 21
Pen tool, 208, 329
Range Selection tool, 124
Razor Blade tool, 133–134
Ripple Edit tool, 132, 174–175
Roll Edit tool, 132
Scrub Video tool, 94
Select All Tracks Forward, 124, 131
Select Track Forward tool, 124, 131
Selection tool, 123, 321
Slide Edit tool, 177–179
Slide Item tool, 132
Slip Edit tool, 175, 176, 177
Slip Item tool, 132
Time Remap tool, 188–190
Voice Over tool, 193–196
Zoom In tool, 157–158
Zoom Out tool, 157–158
Zoom tool, 94

Track Height control (Timeline), 149
Track patch panel (Timeline), 149
Track Selection pane (Audio Mixer), 216
trackballs, hardware upgrades, 394
tracks

adding to Timeline, 144–146
commentary, 395
control, 367
deleting, from Timeline, 146–147
deleting, overview, 245
destination, 119, 141–144
discussed, 137
height of, setting, 245
hiding, 141
layouts, saving and loading, 149
locking/unlocking, 138–139
muting, 140
naming, 244
order of, rearranging, 245
overview, 20–21
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tracks (continued)
panning, 247
sizes, changing, 148–149
solo, 140
toggling, 140
volume control, 245–247
volume envelopes, 246–247

Transition Editor window, 269–270
transitions

adding to Favorites bin, 100–101
aligning, 266, 270
applying, 257–259
audio, 219–220
centering, 266
copying and pasting, 261
creating, 257–259
cross fade, 219–220
customizing, 269–270
deleting, 267
direction of, reversing, 270
dissolves, 256
dragging, from Browser to Timeline, 260
duration of, changing, 264–265
end points around, changing, 270
handles and, 259
insert edits, 261–262
moving, 267
previewing, with limitations, 264
renaming, 269
rendering, 263–264
replacing, 267
reversing, 270
saving, 269
starting and ending percentages of,

changing, 270
3D simulations, 255–256

transposing loops, 248
Travel Matte-Alpha composite mode, 340
Travel Matte-Luma composite mode, 340
trimming clips, 128
trimming projects, 404
TVs

hardware upgrades, 394
HD considerations, 54
HD image quality, 48–49
optional hardware requirements, 31

2-Pop.com Web site, 393
Typewriter text generator, 284

• U •
Underdahl, Keith (Digital Video For

Dummies, 3rd Edition), 296
Understanding Comics (Scott McCloud),

395–396
Undo command (Edit menu), 230
unlocking tracks, 139
Unrendered message, Canvas window, 78
Up button (Log and Capture window), 68
upgrades

hardware, 393–394
software, 394–395

Use Custom Size option (Movie Settings
dialog box), 380

user groups, 393
User Preferences dialog box, 39–40, 66

• V •
variable clip speed, setting, 187–190
VariCam HD video cameras (Panasonic), 53
venetian blind transitions, 257
VHS, recording to, 358–360
video. See also video filters

codecs, 374–375
exporting, using Compressor application,

384–386
exporting, from Final Cut Pro, 235–236
importing into Soundtrack, 236–238
playing back, 114–116
QuickTime Pro techniques, 372–373

Video/audio clip icon (Browser 
window), 95

Video/Audio Out connector, DV 
cameras, 33

video/audio playback presets, 43
video cameras

hardware requirements, 24
HDV (High Definition Video), 53–55
VariCam HD (Panasonic), 53

Video filter icon (Browser window), 96
video filters. See also video

Color Correction, 304–307
Copy Filter controls, 309
defined, 295
Desaturate, 297
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matte, 300–302
text generators and, 297

Video Filters bin, 297
Video Generators bin, 285
Video Playback command (View menu), 34
Video Tape Recorder (VTR), 356
video tracks. See tracks
Video transition icon (Browser 

window), 96
Video Transitions command (Effects

menu), 267
View as Buttons button (Media 

Manager), 240
View menu commands

Arrange, 95
Browser Items, 93
External Video, 34
Layouts, 235
Motion tab, 324
Refresh A/V Devices, 34
Show Marker Titles, 250
Show Master Envelopes, 246, 251
Show Overlays, 286
Show Title Safe, 286
Snap To, 245
Snapping, 127, 245
Video Playback, 34

Viewer window
Add Marker button, 180
Amount slider, 297–298
audio volume, changing, 205–209
Auto Contrast button, 305–306
clips in, opening, 19–20
clips in, resizing, 129–130
Color Corrector tab, 305, 308
Current Timecode field, 117
editing basics, 111
Filters tab, 297
In and Out points, 19–20
Mark In button, 121
Mark Out button, 121
Motion tab, 299, 302
Play button, 19
Select AutoBalance Color button, 306
Timecode Duration field, 116–117
Visual button, 305

viewing clips as icons, 93–95
virtual memory, 26
Visibility control (Timeline), 141
Visual button (Viewer button), 305
Vocal De-Esser audio filter, 229
Vocal De-Popper audio filter, 229
voice-over feature, 193–196
volume envelopes, tracks, 246–247
volume levels. See also audio; audio filters

Audio Mixer, 212–216
editing techniques, list of, 204
mixing, 199
recording as keyframes, 215
in Timeline, 210–212
in Viewer window, 205–209
volume control, tracks, 245–247

VRT OK message, Log and Capture 
window, 60

V-Split (vertical alignment), 313
VTR (Video Tape Recorder), 356

• W •
Warn After Capture option (On Timecode

Break menu), 74
waveforms, audio, 205
Web, exporting movies for, 379–381
Web sites

Creative Cow, 393
discussion forums, 393
EditorsNet, 393
Google, 54
Sonic Foundry, 232
Sorenson, 395
2-Pop.com, 393

When the Shooting Stops, the Cutting Begins:
A Film Editor’s Story (Ralph Rosenblum
and Robert Karen), 395

white and black images, 296–298
wide-screen aspect ratio, HD images, 49
width, Browser columns, 98
Window menu commands

Browser, 79
Presets, 385
Preview, 386

wipe transitions, 257
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wireframes, defined, 319–320
workflow options, Final Cut Pro, 16–17
wrap transitions, 257

• Y •
Yewdall, David Lewis (Practical Art of

Motion Picture Sound), 396

• Z •
zig-zag transitions, 257
Zoom icon (Canvas and Viewer 

window), 115
Zoom In tool (Tool palette), 157–158
Zoom Out tool (Tool palette), 157–158
Zoom tool (Tool palette), 94
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Bonus Chapter 1

Secrets of Rendering
In This Chapter
� Understanding rendering status

� Previewing real-time effects

� Customizing render options, such as playback quality

� Rendering a clip or sequence

� Reducing rendering times

� Managing renders on your hard drive

� Rendering audio

Most people working in the video industry believe that the Gods of Digital
Video invented rendering to punish mortal editors for the sins of their

past lives. Why? Rendering occurs when Final Cut Pro calculates how to dis-
play a video clip or play an audio clip after you add a new effect, filter, text
selection, or other element to the clip (an effect or filter that wasn’t there
originally). This process doesn’t happen instantly after you’ve made your
changes, though; you often have to wait while your Mac does all sorts of 
calculations to determine how a video clip should look or how an audio clip
should sound. If you’re doing lots of experimenting — for instance, trying to
find the best settings for a blur filter or the length of a cross-fade or some other
effect — you can quickly get tired of having to render your clips every time
you make a change. What’s more, those renders can take up valuable space
on your hard drive, because Final Cut Pro creates a separate video or audio
file for each rendering and stores it on your drive (each of these rendered
files is called a render cache file).

Fortunately, over the past couple of years, Final Cut Pro has been steadily
reducing editors’ need to render clips, and Final Cut Pro HD represents the
pinnacle of those antirendering efforts. If your Mac is fast enough, Final Cut
can do on-the-fly rendering, which automatically renders a clip in its RAM
memory at full quality instantly. But if a clip or a sequence is doing lots of
fancy stuff — for instance, if a clip has more than a couple of effects applied
to it, or if a Timeline sequence involves playing a number of clips at the same
time (as in a montage or picture-in-picture scenario) — even the fastest Mac
can’t do real-time rendering.



However, a fast Mac can, in real-time, do rough approximations of what a
render should look like. These approximations are rendered quickly because
not every frame of the clip is calculated, only as many frames as are needed
for real-time playback. These approximations may not look as sharp as truly
rendered video, and playback may be jittery, but they’re good enough for
quickly doing experiments with clips (as when you endlessly tweak the set-
tings for an effect applied to a clip or when you adjust the motion path of a
moving clip until it’s just right). All these real-time approximations are done
by Final Cut behind the scenes, and editors need to genuinely render clips
the old-fashioned way only when they’re ready to output their project to
videotape or QuickTime digital files.

Understanding Rendering Status
Some clips don’t need rendering at all (like raw DV video from your camera
that you haven’t enhanced with a filter or other effect). How can you know if
your clip needs rendering? Handily, Final Cut shows you the rendering status
of your clips in the Timeline window. As shown in Figure BC1-1, the Timeline
contains two Render Status bars, just above the timecode ruler. The upper
status bar is for video, and the lower one shows audio. You may have to look
closely, because the Render Status bars are thin and located quite close to
one another. The colors of these bars indicate the clips on the Timeline that
require rendering.

The colors of these status bars have the following meanings:

� Red: The clip needs to be rendered. Sorry — hang out and relax.

� Dark gray: No rendering is necessary. This color is for clips whose clip
and sequence settings match and for clips that don’t have any effects.

� Green: This color is for effects that don’t need rendering and can be
played in real-time. You see this color if you’re lucky enough to be using
Final Cut Pro in any real-time configuration that’s available. (See the side-
bar “Real-time or not?” later in this chapter.) Still, the playback quality of
the rendered video or audio may be slightly reduced, but that’s usually
okay for preview purposes. When you finally output your project to tape
or digital files, the media will be fully rendered at top quality.

� Dark green: You see this color if you’re using an effect that can be played
back in real-time and is available for output to video at full quality without
rendering. You see dark green status bars more often if you have a fast
computer.

� Yellow: Good news: Yellow indicates that Final Cut Pro can show a real-
time approximation of the final effect during playback. Bad news: To get
the real final effect, you still need to render the material. That’s life!

� Light gray: The clip has already been rendered! Don’t worry about it,
dude. Go party!
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� Blue: This color indicates that some real-time effects are unsupported
and are likely to drop frames.

� Orange: When you’re using Unlimited RT, an orange Render Status bar
takes the place of a red bar and indicates that Unlimited RT can play the
clip, although you’re likely to encounter dropped frames.

You may encounter two other indicators that specify that you need to render.
The first one is a big white Unrendered message over a blue background in the
Viewer or the Canvas window. The message fills these windows and is hard to
miss. The second indicator is a steady beep that you may hear. This beeping
indicates that the audio material can’t be played in real-time and requires
rendering.

Playing Back a Sequence 
with Real-Time Options

Final Cut Pro 4 introduced new RT, or real-time, options for sequences 
that play back in the Timeline. Essentially, these RT functions allow you to
watch complex sequences that you couldn’t watch before without rendering.
Unlimited RT reduces the time it takes to preview a sequence, even if you’re
working on an older machine. You can access the RT options from the RT pop-
up menu that appears in the upper-left corner of the Timeline window. You
can also access these options from the Playback Control tab in the Systems
Settings window by choosing Final Cut Pro HD➪System Settings➪Playback
Control (see Figure BC1-2).

� Unlimited RT: If you want to quickly preview any changes or effects that
you’ve added to a sequence, and you don’t care whether a few frames are
dropped, you should use the Unlimited RT setting. Unlimited RT tells Final
Cut Pro to play back as much as possible in the Timeline without render-
ing, even if it means exceeding the real-time capabilities of your computer.
The result is usually dropped frames or stuttering playback, but that’s
often fine when you’re just trying to set up things quickly. Previously, you
had to render out memory-intensive portions of the Timeline before you

Figure BC1-1:
The audio
and video

Render
Status bars.
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could check the changes you had made. With Unlimited RT, you can try
out several more filters and effects in the time it once took to render a
single sequence. Unlimited RT can work well without additional modifica-
tions, but it really starts to show its stuff when it’s combined with other
RT settings.

� Safe RT: If you don’t want real-time previews of renders that may drop
frames (resulting in stuttering playback), Safe RT is your best choice.
Safe RT turns off Unlimited RT and ensures that Final Cut tries to gener-
ate previews of only those parts of a sequence that can play back at a
normal, smooth frame rate.

� Play Base Layer Only: This option ignores effects that cannot be rendered
in real-time. Also, if a portion of your sequence with multiple layers of
composited video tracks causes difficulty, only the bottom layer plays
back. Personally, I’ve never used this option — I just go for either Safe or
Unlimited RT — but it’s here if you want it!

� Playback Video Quality: Regardless of the RT mode you’ve selected,
you can set the quality level used for real-time previews of effects. The
higher the quality, the more “thinking” your Mac has to do on the fly,
and the fewer effects it can preview without dropping frames. You have
the following quality choices:

• High: Using a high playback-quality setting ensures that the quality
of your video playback never suffers. In exchange for not dropping
frames, you decrease the number of effects that can be viewed in
real-time. For many simpler projects (especially if you’re using a fast
Mac), this option works great. Many times, the High setting can be
accessed only through the Playback Control tab in the User Settings
window (choose Final Cut Pro➪User Settings➪Playback Control).

• Medium: If you need a compromise between high- and low-quality
playback, the Medium setting works fine. Of course, the trick with
any real-time option is to achieve the right balance. How many
effects are you using? Would a decrease in playback quality elimi-
nate a few dropped frames? Try using this setting together with
Unlimited RT if your Mac can’t keep up with the real-time demands.

• Low: A low playback quality can seriously increase the effectiveness
of real-time previews. For instance, if you have a large number of
effects and you don’t mind sacrificing playback quality, you should
select Unlimited RT and low playback quality from the RT pop-up
menu. You may not get the quality you want, but it certainly helps
you preview complex sequences.

Remember, though: Eventually, even the fastest machines need to render a
sequence, particularly if several complex effects are being used. Also, render-
ing can decrease the amount of memory used by Final Cut Pro, which makes
it easier to run other applications in the background or to free other resources.
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To increase the render speed of a sequence even more, adjust the Render and
Playback settings on the Render Control tab of the User Preferences window.
To access these options, choose Final Cut Pro➪User Preferences➪Render
Control from the menu bar, and check the items that you want to include in
your Render or Playback modes (Filters, Frame Blending for Speed, Motion
Blur, Frame Rate, and Resolution).

Rendering a Clip or Sequence
When you encounter any kind of rendering indicator, you often should stop
and render before you proceed, unless you chose to use the Unlimited RT
function that I mention in the preceding section. Within Final Cut Pro, you
can render your material in many ways. Some of the ways to render your
material are as follows:

� Rendering a clip or an effect: Select the clip or the transition, and
choose Sequence➪Render Selection➪Both from the menu bar. You can
also choose whether to render only the video or audio portion of a clip,
although rendering both is the best way to ensure consistent playback.

� Rendering an entire sequence: Open the sequence by double-clicking it
in the Browser and then choosing Sequence➪Render All➪Both.

� Rendering a portion of a sequence: Select one or more clips or effects
on the Timeline, or use the I and O keys to set an In and Out point, respec-
tively, in the sequence. Then choose Sequence➪Render Selection➪Both.
Remember that you can set In and Out points in the Viewer, Timeline, and
Canvas windows.

� Batch-rendering a sequence: In the Browser, select the sequences you
want to render, and choose Sequence➪Render All➪Both.

Figure BC1-2:
The RT pop-
up menu in

the Timeline
and playback

control
options in the

System
Settings
window.
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A progress bar, as shown in Figure BC1-3, indicates the percentage of render-
ing that has been finished, along with an estimated time until completion.

You can cancel rendering at any time by pressing Esc or Ô+. (that is, Ô plus
the period key).

If Final Cut doesn’t render your selection, you may need to give it a bit more
guidance. Check the color of the line that appears above your clip on the
Timeline’s Render Status bar. (It’s probably green or orange.) Then choose
Sequence➪Render Selection or Sequence➪Render All, and make sure that the
same color is checked on the Render menu (by doing this, you’re telling Final
Cut not to ignore clips that fall into certain render classifications). Now try to
render your selection again.

Figure BC1-3:
The ren-

dering pro-
gress bar.
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Real-time or not?
Among the latest and greatest features in Final
Cut Pro are the real-time effects. Given the right
equipment, you don’t need to render! To take
advantage of these software-based, real-time
effects, you need a 500 MHz (or faster) Power
Mac G4 or PowerBook G4 with at least 256MB
of RAM. No extra hardware is needed, although
it doesn’t hurt. Dual-processor machines can
also speed these real-time effects.

Depending on your computer’s speed, you may
see a variety of transitions and effects in real-
time. If you click the Effects tab in the Browser
and look in the Transitions and Effects
folders, you can see certain items listed in bold
text; these effects are the ones that can work in
real-time on your computer.

If you’re using the DV video format, you can at
least see the following in real-time:

� Cross Dissolve

� Iris transitions: Diamond, Oval, Point, Rectan-
gle, and Star

� Wipe transitions: Center, Clock, Edge, Inset,
and V

� Color Corrector 3-way filter

� Real-time motion effects: Opacity, Scale,
Center, Offset, Crop, and Aspect

If you’re working with video other than DV, you
can look up the Apple-approved third-party video
capture cards. Many of these cards, such as the
Aurora Igniter, feature real-time effects when
you’re working with high-end video.

The real-time features are under constant devel-
opment at Apple. For the latest information, visit
the Final Cut Pro site, at www.apple.com/
finalcutpro.



Final Cut Pro provides a handy way to quickly get a rough preview of your
effect before you begin rendering. On the Timeline or in the Viewer, drag the
playhead across the clip with the effect, and Final Cut Pro attempts to update
the effect as fast as your computer allows. Drag the playhead slowly enough
so that Final Cut Pro can keep up, and you get a fairly good idea of how your
final rendered effect looks.

Planning Efficient Rendering
Rendering takes time, pure and simple. Every time you make a change to an
effect or a transition, you probably have to re-render unless you’re using a suit-
able Unlimited RT setting. The time that rendering consumes can be significant
while a producer breathes down the back of your neck, not to mention the
simple aggravation factor.

You can do a few things to minimize the time you need to devote to rendering,
especially if you’re working with effect-intensive sequences. Follow these
simple suggestions to manage your rendering times:

� Make your rough cut first and then add effects. The rule here is to 
plan ahead. If you can, work only with sequences with cuts. After you
refine your rough cut to an acceptable look, work on adding effects and
transitions.

� Disable updates to avoid unnecessary renders. Another trick you can
use is to disable any updates in the Viewer and Canvas windows by press-
ing the Caps Lock key. This way, you can toggle the key on and off when
you want to just edit or lay out your effects and when you later decide
that you’re ready to render. Locking down Caps Lock avoids the time that
Final Cut Pro must take to update effect changes. This delay can often
slow your work.

� Start by using a low-quality setting. You can start out by choosing a low
or medium setting from the RT pop-up menu, which is in the upper-left
corner of the Timeline window. Only when you’re satisfied with the final
timing should you switch the quality back to High and render the final
sequence for output.

� Do test renders. Try test-rendering short sections of the Timeline before
committing to an effect. For instance, if you add a sepia tint to a clip that’s
3 minutes long, and it doesn’t display in real-time, render only a portion
of the 3-minute clip, decide on the settings, and then move on without
waiting to render the entire clip. Later, at the end of the day, you can
render the entire 3-minute clip.
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If you ever drop a clip from the Browser into the Timeline, and a red render
line appears on the status bar (see the section “Understanding Rendering
Status,” earlier in this chapter), check to see whether a mismatch exists
between the capture settings of the clip and the settings of the sequence
preset. If a clip without an effect creates a red render line, this mismatch is
most likely the culprit.

Managing Renders on Your Hard Drive
Whenever you render in Final Cut Pro, a render cache file is generated. This
render file is what Final Cut Pro plays during the effect that was rendered. For
instance, imagine a dissolve between two clips. After the dissolve is rendered,
the render file that’s created from the two clips fading into one another plays
when you play through the dissolve. While playing around the dissolve, how-
ever, the respective media files for the clips (not the render file) are used for
playback.

Rendering can take time, and in certain projects you may end up with hun-
dreds, if not thousands, of render cache files. You must, therefore, manage
your render files efficiently. I explain how to do this in this section.

Setting storage for your render files
The first step in managing your render files is to set a proper location in which
to store them. You do this task on the Scratch Disks tab, which I discuss in
Chapter 2. After you set the location, Final Cut Pro organizes the files for you,
which I explain in the next section. Note that if you don’t set a location, Final
Cut Pro defaults to storing your render files on your main system drive. Follow
these steps to set a location for storing your render files:

1. Choose Final Cut Pro HD➪System Settings from the menu bar.

2. Click the Scratch Disks tab in the System Settings window (see 
Figure BC1-4).

3. Make sure that the Video Render and Audio Render check boxes in
the top row of buttons are selected.

The Video Capture check box should also be selected if you’re setting
the scratch disk for your video captures.

4. Click the Set button in the top row.

8 Final Cut Pro HD For Dummies 



Final Cut Pro enables you to set numerous drives as your capture and
render scratch disks. Here, I’m just using the top row of buttons to select
just one drive. If you have more than one drive that you want to assign
as your capture or render scratch disk, click the relevant buttons in the
subsequent rows.

A dialog box appears that shows your drives.

5. In the dialog box, select a drive, and click Choose.

6. Click OK on the Scratch Disks tab when you’re done.

Final Cut Pro now uses the drive you selected to store your render files.

Locating your render files
What happens after you specify a location to store your render files? Final
Cut Pro first creates a Final Cut Pro Documents subfolder in the Documents
folder, which is located on your scratch disk. This Final Cut Pro Documents
folder has subfolders for captured media, render files, and cache files for
waveforms and thumbnails. In the Render Files folder, Final Cut Pro creates
a subfolder for each of your projects by name and stores all the render files
for that project in the relevant folder. Figure BC1-5 shows how Final Cut Pro
organizes the render files.

The labels on these render files may at first seem confusing, but they’re easy to
decode. For instance, consider the render file Final Sequenc-FIN-0000002.
The name tells you that this render file is from a sequence named Final
Sequence and that this is the second render file from that sequence. The
code FIN stands for the render quality that was used to create this render,
which in this case is your final, highest resolution.

Figure BC1-4:
Select a

destination
for your

render files
on the

Scratch
Disks tab.
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Dump those old renders?
What happens to renders when they grow old? No, they aren’t put out to a
peaceful pasture.

Imagine this scenario: You render a 1-minute clip after you apply a blur and
sepia tint effect to it. This action creates a render cache file for the 1-minute
clip. Because the DV video format uses 3.6MB per second, this file measures
approximately 216MB.

Later, you decide that you need to reduce the blur effect on your clip, so you
go ahead and make the change. Of course, you have to rerender your effect.
This action creates another render cache file, which is approximately 216MB
as well. Now you have two large render cache files taking up space on your
scratch disk, one of which isn’t being used. And of course, Final Cut Pro has
to save the first one for a while, in case you decide that you like the original
render better and you use the Undo command (Ô+Z) a few times to go back
to your first render. Hmm. All this stuff can get complicated.

Fear not! It’s not as bad as it sounds. Final Cut Pro holds on to an old render
cache file until it drops off the undo queue. So if you chose Final Cut Pro➪
User Preferences and set your undo levels to 10 on the General tab, you can go
back 10 steps by using the Undo command (Ô+Z). Final Cut Pro then holds on
to your first render cache file until the second render is the 11th step in the
undo queue. You can do at least 10 undoable actions after rendering the first
file, but when the second render action becomes the 11th action, Final Cut Pro
automatically deletes the old render cache file.

Figure BC1-5:
Final Cut Pro

organizes
render files.
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It sounds like you don’t need to worry about deleting your old render cache
files. However, in some cases, your projects may get quite large, and you may
spread your render files out across so many disks and folders that you simply
lose track of them. This can happen despite the fact that Final Cut Pro is very
good at keeping your files organized. In addition, you may have created render
files at various render qualities, and you now may want to delete all except the
ones that were done at the highest quality setting. In many cases, you may
have rendered many times at the same render quality. This process can get
pretty messy and disorganized.

In such a case, you could delete all render files and then rerender your entire
sequence or sequences in the project. This technique may take time, but it
cleans up the render cache file mess.

I would be remiss, however, if I didn’t mention that Apple engineers strongly
recommend against this approach; they state in no uncertain terms that you
should avoid manually deleting your old render cache files. In other words,
don’t just go through your render folders on the various drives and toss out
all the render files. This action may cause some issues later, when you reopen
the project. Final Cut Pro may still look for the old render files and attempt to
link to them.

The proper way to delete old render cache files is to use the Render Manager,
so keep reading.

Using the Render Manager
Apple engineers designed the Render Manager to help you do two key things:
delete render files from old or deleted projects; and delete files that are no
longer needed, such as the ones that were created at a lower quality setting.

When you use the Render Manager, you see files from projects that are open,
as well as the ones that aren’t open. You can use the modification dates on
these files to determine what you want to save and what you want to delete.

To use the Render Manager, follow these steps:

1. Choose Tools➪Render Manager from the menu bar.

The Render Manager window appears (see Figure BC1-6). In the Render
Manager window, the files are sorted into folders by project and sequence
name. The first main folder is the project folder, and the subfolders rep-
resent the sequences.

2. Click in the Remove column next to a file to add a check mark to the
file you want to remove.
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3. Click the OK button.

All the checked render files are removed. Bear in mind that files
removed via the Render Manager cannot be restored.

Files removed by using the Render Manager cannot be restored by pressing
Ô+Z to undo the action.

A Word about Audio Rendering
Final Cut Pro can play back about eight audio tracks in real-time. However, as
you add audio effects and transitions, the track costs add up, and you can’t
play as many tracks in real -time. Again, the trick is to render audio often.

To render individual audio clips with effects applied to them, select the audio
clip, and choose Sequence➪Render Only➪Mixdown from the menu bar. You
can also mark In and Out points (by pressing the I and O keys) in the Timeline
and then choose Sequence➪Render Only➪Mixdown to render just the audio
items that are between the In and Out points.

Figure BC1-6:
Use the
Render

Manager
window 

to delete 
old render

cache files.
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Bonus Chapter 2

Customizing Your Interface
In This Chapter
� Saving custom window layouts

� Resizing windows

� Creating new keyboard layouts

� Adding shortcut buttons to a window

As you get comfortable working in Final Cut Pro, you’re likely to want to
customize the layout of the various windows and palettes to suit your

work style. For instance, if you’re working on a PowerBook or iBook, you may
want to shrink the Viewer and Canvas windows so that you can work with a
larger Timeline and Browser or vice versa, as shown in Figure BC2-1. Or if you
have two monitors connected to the Mac (you lucky dog), you can put the
Browser window on that second monitor so that you can spread out your
work and see all available clips as large icons.

If you work much with keyboard shortcuts, you can also easily customize 
the keyboard in Final Cut Pro, as well as bypass key commands altogether, by
using the new shortcut buttons. The number of ways that you can customize
Final Cut Pro continues to grow and make working with the application more
efficient and enjoyable. So sit back, and get ready to create your own personal
editing experience.



Changing the Window Layouts
Because every monitor setup, project type, and editing style can benefit from
a little organization, Final Cut Pro comes preprogrammed with a handful of
different window layouts you can choose from. These layouts can be exactly
the thing you need in order to simplify your life as you edit. You may even
think of the layout process as feng shui for your Mac. To use these existing
layouts, choose Window➪Arrange and then choose one of the layout options
from the Arrange submenu. These options are as follows:

� Audio Mixing: In this setup, the Viewer, Canvas, and Tool Bench (with
the Audio Mixer) are at the top of the screen. The Browser and Timeline
windows are placed at the bottom, with the Tool palette and audio meters
to the right of the Timeline.

� Color Correction: This layout is good if you spend lots of time checking
the color levels of clips and making adjustments to them. It places the
Viewer, Canvas, and Tool Bench (with tabs for the Video Scopes and
Frame Viewer) windows at the top of the interface. As in most other 
configurations, the Browser and Timeline are at the bottom, with the
Tool palette and audio meters to the right of the Timeline.

� Multiple Edits: If you’re using a monitor with a screen resolution of 
1280 x 854 or higher, you have an extra option available that places three

Figure BC2-1:
An alterna-

tive window
layout (color-

correction
setup).
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monitor windows across the top of your screen. These three windows
include the Viewer window, the Tool Bench with multiple Frame Viewer
tabs (for checking out various edit points), and the Canvas window. 
The Browser and Timeline windows are placed at the bottom (as in 
most scenarios), with the Tool palette and audio meters to the right of
the Timeline.

� Standard: Just like it sounds, this setup is considered a basic choice for
traditional editing duties. In this setup, the Timeline gets priority, and
the Browser, Viewer, and Canvas windows are all along the top, with the
Timeline at the bottom. The Tool palette and audio meters are to the right
of the Timeline window.

� Two Up: This option is also one of the top choices (and one of my
favorites) for a basic editing setup, particularly if you’re working with a
smaller screen and want to get a better view of the monitor windows. In
this configuration, the Viewer and Canvas windows are at the top, and
the Browser and Timeline are at the bottom. As usual, the Tool palette
and audio meters are to the right of the Timeline window.

If those stock layouts don’t cut it for you, you can create custom layouts that
are always available to you directly from the Window menu. You can even
create custom setups for multiple monitors! To do your own thing with the
Final Cut Pro workspace, follow these steps:

1. Drag the major Final Cut Pro windows and palettes into a layout that
works for you.

You can position and resize the Browser, Viewer, Canvas, and Timeline,
as well as the Tool palette and audio meters. Final Cut Pro doesn’t save
alternative arrangements of other windows, such as Effects or Favorites.

2. Hold down Option, and choose Window➪Arrange.

3. From the submenu that appears, choose Set Custom Layout 1 or Set
Custom Layout 2.

You’re assigning a window layout to one of two custom Final Cut Pro lay-
outs. Now whenever you launch Final Cut Pro, it opens into the layout you
set last. And you can always choose a different layout by choosing from
the submenu of the Window➪Arrange command (see Figure BC2-2).

As you scientifically contemplate the most precise, optimized layout for Final
Cut Pro windows, consider this: Not all those windows need to be visible at
one time! When you have limited screen space (for instance, if you’re running
Final Cut Pro on an iMac or laptop), you may want to overlap the Timeline,
Viewer, Canvas, and Browser so that each window can be bigger when you’re
using it but disappear under another when you’re not. The trick to making this
strategy work is using the keyboard shortcuts to quickly call up the window
you want to work with — use Ô+1 for the Viewer, Ô+2 for the Canvas, Ô+3
for the Timeline, and Ô+4 for the Browser. With some practice, you can get
quite good working this way.
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You can always hide the entire Final Cut Pro interface by pressing Ô+H. OS X
uses this simple key combination to let you quickly hide applications so that
you have easy access to other applications, such as Photoshop or Logic Audio,
that you may have open in the background.

Resizing windows
In addition to changing the position of windows with the window layout fea-
tures in Final Cut Pro, you can manually resize windows by dragging their
borders. You can also resize multiple windows in Final Cut Pro simultaneously
by moving the pointer between two windows (where they intersect) until it
changes to the Resize Window pointer and dragging the edges to make the win-
dows bigger or smaller. Both windows you select should be resized together
in any direction you choose. (Watch the video scale at the same time!) This
technique can come in handy, for instance, if you need to resize your Timeline
without covering up your Viewer and Canvas windows. Start by resizing the
monitors, and then adjust the size of the Timeline accordingly. If you’re work-
ing with several tracks of video, audio, and effects, you should make room for
a taller Timeline window.

Creating custom columns 
in the Browser window
For many users, the column layouts in the Browser window are sufficient the
way they are. However, this window can get a bit cluttered for large projects,
especially with the several columns you don’t regularly check. After all, for
most projects, you just want to grab clips from the Browser and perhaps check
a couple of bits of timecode — that’s it. To change the columns that are dis-
played, Control+click at the top of any column in the Browser and select Hide
Column to make the column disappear or to select another column to display
in its place. You can also expand or contract the size of columns to show more

Figure BC2-2:
The custom

layout
options on

the Arrange
menu

(without the
Multiple

Edits option).
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or less information by resizing the column as you would any other window in
Final Cut Pro (grab the top of each column to resize). After you have made all
your alterations to the types of columns that are shown, you can save the
layout by Control+clicking once more and selecting Save Column Layout.

The only column you can’t change in the Browser window is the Name column,
although you can resize it like any other column.

Using the Keyboard Layout
Final Cut Pro also includes a few new ways to easily change the layout of your
keyboard and locate shortcuts, as well as ways to use new shortcut buttons
for increased productivity. After working with the application for a while, you
quickly realize the advantage of using keyboard shortcuts to accomplish
common tasks. In fact, keyboard shortcuts are the fastest and most efficient
way to work in Final Cut Pro. Of course, apart from the simpler commands,
who has the time (or long-term memory) to memorize hundreds of commands?
Most of us have a hard enough time remembering a grocery list, much less a
seemingly endless number of key combinations. Fortunately, the wise engineers
at Apple recognized the need for a tool that lets you easily locate a command’s
shortcut, customize the command’s position on the keyboard, and place but-
tons on the various interface windows to trigger commonly used functions.

Some people prefer to create their own keyboard layouts for different tasks,
such as editing, color correcting, or audio mixing. Customizing a keyboard
layout and saving it as a preset make it easy to access setups at a later time.

Follow these steps to assign a command and customize a keyboard shortcut:

1. Choose Tools➪Keyboard Layout➪Customize.

2. Click the Lock button in the lower-left corner of the Keyboard Layout
window (see Figure BC2-3).

You cannot make changes to the current keyboard layout until you have
unlocked it.

3. Click a tab to choose a set of modifier keys.

Each tab in the Keyboard Layout window shows the commands that are
available for that particular modifier key (for instance, Ô or Control).

4. Locate a command by using the search field to enter a name or by man-
ually searching through the categories that are accessible on the right.

All the commands you can use are listed on the right side of the Keyboard
Layout window. You can use the search field by entering a name or key-
word (you don’t have to press Return — it checks as you type), or you can
click one of the triangles to reveal more choices under a specific category
(such as Capture or Compositing).
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5. Drag the command that you want to assign from the right onto the
appropriate key on the keyboard layout to the left.

After you have selected a command to assign, you can also press the
specific key or key combination to reassign its key command. Continue
selecting and assigning new combinations until you have the keyboard
layout you’re most comfortable with. You’ve just created custom key-
board commands!

6. Click the Lock button to prevent changes to the current keyboard
layout.

You have another quick way to assign a new keyboard shortcut to a Final Cut
command. Just click the command on the right side of the Keyboard Layout
window to select it and then press the keys on your keyboard that you want
to assign to that Final Cut feature. For instance, you may select Deselect All
(it’s under the Edit heading) and then press Cmd+D to add that shortcut to
the Deselect All feature.

Adding Button Shortcuts
Shortcut buttons are a really cool and much-appreciated addition to the Final
Cut Pro interface. By clicking a button, you can skip complicated shortcuts
and avoid searching through menus to accomplish a task, which is particularly
useful for frequently used functions. You can easily place these buttons in any
of the main Final Cut Pro windows, including the Browser, Viewer, Canvas,
Timeline, and Tool Bench. Simply open the Keyboard Layout or Button List
window, and drag a command’s icon to the top of a window. It’s as simple as
that! Of course, the temptation is to place several buttons in a window to avoid
using key combinations altogether. Still, you should keep your windows as
uncluttered as possible, so try to stick with the buttons and commands you
use the most.

Figure BC2-3:
The

Keyboard
Layout tool.

6 Final Cut Pro HD For Dummies 



The following steps demonstrate how to create your own shortcut buttons:

1. Choose Tools➪Button List to open a window with a list of commands
(see Figure BC2-4).

You can also use the right side of the Keyboard Layout window to locate
commands, which uses an identical list.

2. Search for the command you want to make into a button.

Typing a keyword into the field at the top should yield a few related
options. For instance, typing batch in the search field displays any 
commands that have the word batch in them, such as Batch Capture,
Batch Export, Export Batch List, and Import Batch List. If you would
rather browse through different categories of commands, you can click
the arrows next to an existing category to access a tree of more options.
Searching in this way may not be as fast as entering keywords, but it lets
you check out the available choices.

3. Drag the symbol that’s next to a shortcut into the top portion 
(the tab area) of any interface window, such as the Browser or
Timeline (see Figure BC2-5).

After the new button is in place, just click it, and the command is auto-
matically executed. It’s that easy!

You can rearrange the order of button shortcuts after they have been added
to a window by clicking and dragging one of them to a location in between
other buttons.

Figure BC2-4:
The Button

List window.
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Figure BC2-5:
The Browser
window with

button
shortcuts.
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Bonus Chapter 3

Managing Your Media 
While Editing

In This Chapter
� Keeping tabs on your media by using Media Manager

� Deleting media

� Moving projects from one place to another

� Copying media

� Creating backup copies of your projects

� Using OfflineRT and Media Manager to edit on the road

� Relinking media

In this chapter, I tell you how to manage your media files as you edit your
project. Whether you’re a novice or a pro, the single greatest challenge you

face in moviemaking, apart from the creative process itself, is media manage-
ment. Managing media files presents two challenges: maintaining adequate
hard drive space for your project, and keeping your media files organized so
that Final Cut Pro can keep the files connected, or online, to that project. And
how do mere mortals deal with these challenges? They use Media Manager. It
meets these challenges and more.

Video is data-intensive. A small amount of video can take up lots of disk space,
and video projects can include many files that are stored in several different
places. Having as many as 200 files (video clips, audio clips, stills, and titles
from image-editing applications, for instance) for a 5-minute tutorial or promo
isn’t unusual. Often, a given clip contains only a sliver of data that you plan to
use in your project. Thus, even with a large hard drive or disk array, space
quickly becomes an issue. Media Manager helps you keep tabs on how much
space your media requires.



To conserve space and stay organized, you may decide to move your video
and audio clips to a new location or even delete unused media. For instance,
to conserve hard drive space, you may decide to change your clips to a differ-
ent file format or to cut from a clip some footage that you never plan to use.
These kinds of actions, however, can have nasty consequences: Your project
may lose connection with the files, which is called going offline. (Offline means
that files may still exist and are on your drives somewhere, but Final Cut Pro
doesn’t know where to find them.) Sometimes, files just seem to disappear as
a consequence of something you’ve done, like accidentally renaming a media
folder on your hard drive. Media Manager can prevent these situations by
gathering your media for you and placing it all in a common location. Media
Manager also allows you to correctly delete media you no longer need with-
out adversely affecting your project.

Editing Media with Media Manager
Media Manager is a tool within Final Cut Pro that gives you control over
numerous features of your media files (see Figure BC3-1).

With Media Manager, you can do the following:

Figure BC3-1:
Media

Manager
provides

options for
moving,
saving,

trimming,
and more.
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� Delete any unwanted or unused media from a project quickly and globally.

� Move parts or all of a project from one location to another without break-
ing any links to the actual media files on your hard drive. (Breaking links
takes files offline.)

� Single out items that are related to a sequence so that they can be saved
separately.

� Compress part or all of a sequence.

� Trim your media.

� Back up your project in a simple and effective way so that the project
files and media are placed in one convenient place.

I explain each of these options in detail in a moment. Take a quick glance at
all of them before trying one so that you know which result you really want.

In fact, I recommend creating a test project with some unimportant media
(media that you don’t mind losing if you do something unintended) and using
that dummy project to take Media Manager out for a test drive.

Opening Media Manager
To open and use Media Manager, remember the following things:

� Before you can open Media Manager, a project containing media must 
be in the Browser window. That rule is easy to remember: No media to
manage, no Media Manager.

� In the Browser, you must select the media you want to manage.

To open the Media Manager window, select a sequence or clip (or clips) in
the Browser, choose File➪Media Manager or Control+click one of the selected
items in the Browser, and then choose Media Manager from the pop-up menu
that appears.

Using Media Manager: Important 
and Useful Tasks

In Media Manager, big tasks are reduced to small, manageable ones. But Media
Manager is a powerful tool, and as with any tool, you must take proper precau-
tions when handling it. The most important precaution is understanding what’s
happening to your data during a process you initiate. In this section, I help you
to both understand and perform key tasks.
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Deleting unwanted media
Imagine that, for all practical purposes, your latest project is done. Meanwhile,
all the source footage you captured for it is taking up tons of valuable space
on your hard drive, and you know that your project’s final edit uses only a
fraction of all that media. To give your hard drive some breathing room, you
naturally want to keep the media files your project uses and dump all the
excess media that never made it into the final cut (“final cut” — get it? Get
it?). How can you quickly delete the media you imported into your project
but never used? To do so, follow these steps:

1. Select in the Browser a sequence you want to consolidate, and open
Media Manager by choosing File➪Media Manager.

You can select multiple Sequences by clicking each one while pressing
Command.

2. Choose the Use Existing option from the Media drop-down menu. 
(The menu is in the upper-left corner of the Media area, as shown in
Figure BC3-2.)

Note that the Include Render Files option is selected automatically.

Figure BC3-2:
Deleting

media you no
longer need.

4 Final Cut Pro HD For Dummies 



3. Check the Delete Unused Media from Selected Items box.

This step tells Final Cut to delete from your hard drive any media that
never made it into the final edit of your sequence.

4. To leave some extra room around the In and Out points of each media
clip in your final sequence, check the Use Handles option, and enter a
value in the text box.

Normally, Final Cut preserves only the exact length of a media clip as 
it appears in a Timeline sequence. For instance, if you’ve edited 5 sec-
onds and 10 frames of a clip to the Timeline, only those 5 seconds and
10 frames, and nothing else, are saved. That may be fine with you, but
sometimes it’s nice to have Final Cut save a few extra seconds or frames
on each side of the clip (its beginning and end), as a safety measure. This
way, if you ever decide to go back and reedit your sequence to make a
clip a little longer, you have the extra frames saved to the clip.

Anyway, handles are the extra frames you decide to save to a clip. To enter
a length for your handles, select the Use Handles check box, and type
the number of seconds you want your handles to last. For instance, in
Figure BC3-2, I’ve entered 00:00:02:00 to create a 2-second handle for
the media, which is more than enough for any future trimming operations.

5. Uncheck the box labeled Duplicate Selected Items and Place into a
New Project.

To conserve space, you must uncheck this option. However, you may
leave this option checked if you want to create a new project in which to
place your truncated sequence and clips. For instance, you may want to
start fresh with a new project and delete the older project later. However,
using this option doesn’t remove the media from your hard drive. Instead,
it creates a new project and takes up even more space on your hard drive.

6. Review the information in the Summary area to confirm that you
made the correct selections and then click OK.

The Summary area provides a visual representation of the amount of disk
space occupied by your media before (Original) and after (Modified) the
Media Manager operation you have selected. When you run the mouse
over a bar, more information about the media, such as its size and dura-
tion, is listed in the Summary area.

7. A Confirm Media Modifications box opens and warns you that you
cannot undo this action.

At this stage, you can choose to either abort or continue.

8. Click Continue to finish the process.

This function of Media Manager deletes material from your source files.
Make sure that deletion is what you want to do before you click the
Continue button.
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Because you’re clever enough to be using Final Cut Pro in the first place, you
can do the following things to save your bacon in case of a problem or prema-
ture deletion using Media Manager:

� Remember to keep a copy of the original media on tape, CD, or DVD.

� Adequately label your media with a system that corresponds to the clips
in your project.

The sweetest words to a project manager’s ears are “Don’t worry — I kept the
originals as a backup, and I know right where they are.”

If you chose to include handles, you may get a warning message that your
specified handle size exceeds the length of available media for one or more
items. Don’t worry about this; it just means that some of your media clips don’t
have enough frames to fill the handle length you’ve specified. That’s fine —
Final Cut just includes as many frames’ worth of handles as are available.

Safely moving projects to new locations
Why is moving media safely such a big deal? The captured media exists as
files on the hard drive you designated as your scratch disk. (Refer to Chapter 2
for more information on scratch disks.) The icons that represent clips in the
Browser window are merely pointers (a kind of alias) to the actual media files.
If you arbitrarily move a media file (listed in the Browser window) to a new
location on your hard drive, you break the link between the clip’s alias in the
Browser and the actual media file on your hard drive. These clip icons (aliases)
have no way of finding and maintaining that link without your help. With Media
Manager, you can move part or all of a project to a new location or disk and
not lose the links between the clips and their respective media files.

Suppose that you just bought a new FireWire hard drive, and you want to move
your current project to a new folder on that drive. Follow these steps to do so:

1. In the Browser, select all the items in your project that you want to
move, and open Media Manager by choosing File➪Media Manager.

2. In the Media Manager window, choose the Move option from the Media
drop-down menu in the upper-left corner of the Media area, as shown
in Figure BC3-3.

Make sure that the Delete Unused Media from Selected Items option, the
Use Handles option, and the Duplicate Selected Items and Place into a
New Project options are unchecked.

3. Check the Include Render Files option to save render files that are
linked to your sequence.

Of course, if you don’t want to save your render files, leave this box
unchecked. Why would you not want to save your render files? For 

6 Final Cut Pro HD For Dummies 



one thing, you can always get them back by rendering. Also, avoiding
moving the render files may save you space on your destination disk.

4. Click the Browse button to select a new drive or location.

You’re presented with the Choose a Folder dialog box. Navigate to the
drive where you want to save your media.

5. Create a new folder to hold the sequence and its media.

In the Choose a Folder window, click the New Folder button to create 
a new folder. This folder is the one that contains your final media and
project.

6. Check the Summary areas to confirm that you made the correct selec-
tions and that you have adequate disk space, and then click OK in
Media Manager.

The Summary area provides a visual representation of the amount of
disk space occupied by your media before (Original) and after (Modified)
the Media Manager operation you have selected. When you run the mouse
over a bar, more information about the media, such as its size and dura-
tion, is listed in the Summary area.

7. The Confirm Media Modifications box opens and warns you that you
cannot undo this action.

If you’re sure that this is what you want to do, click Continue, and the
operation is complete.

Figure BC3-3:
Moving files

to new
locations.
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Duplicating and saving sequences 
for future use
Suppose that you’ve been working for some time on a sequence that is the
generic opening background for a series of tutorials you’re doing for a class.
You have sweated over it for days. You know that you want to use that video
again. The sequence you created looks perfect, and you don’t want to run the
risk of corrupting or deleting it. Instead, you decide to make a copy of the
sequence and tuck it away for safekeeping, possibly on a backup disk or on 
a temporary partition that you plan to burn to a CD later. Follow these steps
to back up the finished sequence:

1. Select in the Browser a sequence you want to duplicate, and open
Media Manager by choosing File➪Media Manager.

2. In the Project area, check the Duplicate Selected Items and Place into
a New Project box.

3. If you want only the media from the sequence itself, check the Delete
Unused Media from Duplicated Items option.

Of course, deleting unused media reduces your final media size. Leaving
this option unchecked moves even the unused media in the sequence
and creates larger file sizes.

4. Choose Copy from the drop-down menu in the upper-left corner of the
Media area to create new copies of your media (see Figure BC3-4).

Alternatively, you can make other choices, such as Create Offline, which
results in an offline sequence with no media linked to it. You can use this
offline sequence to recapture your media at a later time.

5. Check the Include Render Files box to save render files that are linked
to your sequence.

6. If you want to include the media that occurs outside the In and Out
points of existing clips in your sequence but between other clips 
from the same master clip, check the Include Affiliate Clips Outside
Selection box.

Affiliate clips can be a bit confusing to understand at first. Essentially,
affiliate clips are media in a sequence that simply reference a master clip.
These affiliate clips can reference different parts of a single master clip
based on the In and Out points that were set for each clip when they were
added to the Timeline. By checking the Include Affiliate Clips Outside
Selection box, you’re telling Media Manager that you want to include addi-
tional media for other related affiliate and master clips that are in your
project. This operation may include lots of media from a master clip, such
as the media that falls between two unconnected affiliate clips that are
part of the same master clip. If you’re satisfied with your sequence as it
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is, and you don’t plan to make any more changes to it, you don’t need to
keep this option checked. Keeping all the material outside the current
clips (particularly when a project is duplicated) can create very large file
sizes and take up more precious space on your hard drive.

7. Click the Browse button to select a drive where you want to move
your media.

Create a folder on your hard drive to hold the new project you’re about
to create and your sequence’s media.

8. Check the Summary area to confirm that you made the correct selec-
tions and that you have adequate disk space, and then click OK in
Media Manager.

The Summary area provides a visual representation of the amount of disk
space occupied by your media before (Original) and after (Modified) the
Media Manager operation you have selected. When you run the mouse
over a bar, more information about the media, such as its size and dura-
tion, is listed in the Summary area.

9. In the Save dialog box that opens, name your project, confirm the
location for the save operation, and click Save.

A small horizontal progress bar appears, indicating that the data is being
saved.

Figure BC3-4:
Duplicating
and saving

sequences.
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A new tab appears in the Browser window, confirming that your sequence is
now a separate collection of media in a new location.

Trimming media
Imagine that you’re at the end of your project, and you now know what mate-
rial you really need in order to complete it. Space on your hard drive is at a
premium, and you want to get rid of the unused portions of the source files.
You need to think carefully here: “Which source files am I using? What can I
afford to trim? How many times do I use material from the same master clip,
but in different pieces (affiliate clips)?” If you have sorted out all that and
know that you have a long media file that could be trimmed significantly, 
this section is for you. Follow these steps to trim your media:

1. In the Browser, select just the sequence you want to trim, and open
Media Manager by choosing File➪Media Manager.

2. Check the Delete Unused Media from Selected Items box.

3. In the Media area, choose the Use Existing option from the drop-down
menu in the upper-left corner (see Figure BC3-5).

Note that the Include Render Files box is checked automatically.

Figure BC3-5:
Trimming

sequences.
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4. To leave some extra room around the In and Out points, check the Use
Handles option, and enter the length of the handle.

To enter this value, select the Use Handles field, and type the numbers.
For instance, in the example shown in Figure BC3-5, I have entered
00:00:02;00 for a 2-second handle.

5. Review the Summary area to confirm that you made the correct selec-
tions and then click OK.

A Confirm Media Modifications box appears, warning you that you cannot
undo this action. You can choose either Abort or Continue in the Media
Modifications dialog box.

6. Click Continue to finish the process.

I offer this word of caution: This action deletes material from your source
files. Make sure that this is what you want to do before you click the Continue
button.

Performing simple backups
Want to put your whole project in the vault on your new FireWire external hard
drive? Want to burn all the sequences and the corresponding media to a DVD?
Or want to back them up to a third hard drive in your tower? Media Manager
helps you quickly and easily copy your entire project to a backup drive or
partition. If your computer is networked, you can even place the backup on
the server. Follow these steps to back up your project:

1. In the Browser, select all the material you want to back up, and open
Media Manager by choosing File➪Media Manager.

2. In the Media area, choose the Copy option from the drop-down menu in
the upper-left corner to leave your original source media files alone
and create new copies (see Figure BC3-6).

3. Check the Include Render Files option to save render files that are
linked to your sequence.

Bear in mind that because all render files can be re-created by rerendering,
many users choose not to save their render files in a backup. Depending
on how many renders you have in your Timeline, this action can result
in a significant space savings.

4. Click the Browse button to select a new drive or location.

The Choose a Folder dialog box appears. Navigate to the drive where
you want to save your media.
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5. Create a new folder to hold the sequence and its media.

While still in the Choose a Folder window, you can click the New Folder
button to create a new folder. This folder is the one that contains your
final media.

6. Check the Summary area to confirm that you made the correct selec-
tions and that you have adequate disk space on the target disk or
media, and then click OK.

The Summary area provides a visual representation of the amount of disk
space occupied by your media before (Original) and after (Modified) the
Media Manager operation you have selected. When you run the mouse
over a bar, more information about the media, such as its size and dura-
tion, is listed in the Summary area.

7. In the Save dialog box that opens, name your project, confirm the
location, and click Save.

A small horizontal progress bar appears, indicating that the data is being
saved.

This is a backup, so none of the deletion or replace options is selected.

Figure BC3-6:
Backing up 

a project.
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Using Media Manager with 
OfflineRT Compression

In Final Cut Pro 3, Apple introduced OfflineRT, a compression scheme that
creates compressed files of timecode-accurate video that play back at light-
ning speed. Designed with the mobile editor in mind, OfflineRT can be used
on a PowerBook. (Check with Apple, at www.apple.com/finalcutpro, to
see whether your PowerBook is fast enough.) OfflineRT enables you to edit 
to your heart’s content and to view many effects and transitions in real-time.
(That’s where the RT in OfflineRT comes from.)

Here’s the best part: Media Manager lets you create OfflineRT files for a draft
edit with the greatest of ease and then convert them back again to DV video
(or whatever format you were working in). In the steps I provide in this section,
you can use Media Manager to export a sequence to your PowerBook by using
OfflineRT so that you can edit your sequence on the go. When you get back
to your desktop computer, you can open the sequence again in Final Cut Pro
and reconnect the sequence to your original DV media by using the Media
Manager.

Although OfflineRT is basically designed for creating a rough draft of your
sequence, the quality is good enough to do serious edits. This type of task is
possible because your Mac is doing much less work: The file format is a Photo
JPEG codec at 320 x 240 pixels and 35 percent compression. That works out
to a compression rate of approximately 2 hours of video for every gigabyte of
hard drive space, which means that you can pack most, if not all, of the video
for an average-size feature film on a typical PowerBook 20GB internal hard
drive. Follow these steps to recompress your full-quality media for use with
the Offline RT feature:

1. In the Browser window, select the sequence you want to save in the
OfflineRT format.

2. Control+click the selected sequence, and choose Media Manager from
the contextual menu that appears.

Alternatively, you can select the sequence in the Browser and then choose
File➪Media Manager.

3. In the Media area, choose the Recompress option from the drop-down
menu in the upper-left corner, as shown in Figure BC3-7.

The Recompress option allows you to export your selected media by
recompressing it with a sequence preset other than the one you used 
for your media.
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4. From the Recompress Media Using drop-down menu, choose
OfflineRT NTSC (Photo JPEG).

5. Click the Browse button to select a drive or location.

The Choose a Folder dialog box appears. Navigate to the drive where
you want to save your media.

6. Create a new folder to hold the sequence and its OfflineRT media.

In the Choose a Folder window, you can click the New Folder button to
create a new folder. This folder is the one that contains your final media
and project. Later, you may move this folder to a PowerBook or to another
computer to edit in the OfflineRT format.

7. Check the Summary areas to confirm that you made the correct selec-
tions and that you have adequate disk space, and then click OK.

The Summary area provides a visual representation of the amount of disk
space occupied by your media before (Original) and after (Modified) the
Media Manager operation you have selected. When you run the mouse
over a bar, more information about the media, such as its size and dura-
tion, is listed in the Summary area.

In the Summary area, Final Cut Pro indicates whether you have adequate
disk space to move these files.

Figure BC3-7:
Media

Manager
settings for
creating an

OfflineRT
version 
of your

sequence
and media.
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The Confirm Media Modifications box opens and warns you that you
cannot undo this action.

8. If you’re sure that this is what you want to do, click Continue, and the
operation is completed.

Now that your media is saved in the OfflineRT format, you can move it to
your PowerBook for mobile editing or to another computer. The OfflineRT
format allows for real-time effects and speedy renderings.

Who says that you can’t hang out at the beach and still make movies?

Want an easy way to move those Offline RT files over to your PowerBook?
First, boot your PowerBook while holding down the T key, and it should start
in FireWire mode. Your PowerBook then acts just like a FireWire drive! Now
plug the PowerBook into your desktop computer with a FireWire cable, and it
mounts on your desktop. Finally, choose the PowerBook as the destination in
the Media Manager (see Step 5 in the preceding set of steps).

Auto-Relinking Media Files
Your clips in the Final Cut Pro Browser window are linked to their respective
media files (stored on your hard drives) by location. If you move the media files
around on your drives, Final Cut Pro may be unable to link to them. Although
Final Cut Pro 4 does a good job of following the changes you make to clips, in
some instances, you encounter files that need to be relinked. These unlinked
files are also known as offline files. (Offline clips have a red slash across them
in the Browser.)

Final Cut Pro sports a handy auto-relink feature that you can use to relink to
the media files you just moved. Note that Final Cut Pro automatically pre-
sents this relinking option when you have moved some media files around. 
In addition to the auto-relink feature that’s presented here, I outline in the 
following section a method for manually relinking files.

To auto-relink files in Final Cut Pro, follow these steps:

1. Open a Final Cut Pro project that has broken links between clips and
their media files.

The links may have been broken because you knowingly or unknowingly
moved the media files on the drives to another folder.

If the project contains broken links, the Offline Files dialog box is auto-
matically presented to you, as shown in Figure BC3-8. The main section
of this dialog box lists the names of the unlinked files.
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2. Click the Reconnect button to relink the media files in the list.

The Reconnect Options dialog box appears, as shown in Figure BC3-9.
Choose the kind of files you want to reconnect, and click OK. In this
dialog box, you may choose to relink just the files that are offline, relink
online files to other media files, or relink render files.

3. Click OK when you’ve made your choices in the Reconnect Options
dialog box.

Final Cut Pro searches for the offline files by name and displays the
Reconnect dialog box (as shown in Figure BC3-10), in which you can
identify the files. If Final Cut Pro finds a file you’re looking for, it high-
lights it in the Reconnect dialog box. Of course, it’s at times like these

Figure BC3-9:
Select the

type of files
you want to
reconnect.

Figure BC3-8:
The Offline
Files dialog
box warns
you about

unlinked files.
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that you can see why it’s important to give your media clips different
names when capturing or importing them. Otherwise, Final Cut will not
be able to relink media properly, because it won’t be able to determine
the difference between two media files with the same name.

4. Select the correct file, and click Choose.

Final Cut Pro relinks the file and continues through the list of other
unlinked files.

A handy option in the Reconnect dialog box is the Reconnect All Files in
Relative Path check box. Checking this option relinks all other files if you 
find one media file in a folder where all your other media files are located.

Manually Relinking Files
When you open a project, Final Cut Pro automatically checks links between the
clips in your Browser and the media files on your drives. If any of the media
files has been moved, deleted, or renamed, Final Cut Pro may warn you with
the Offline Files dialog box.

Figure BC3-10:
The

Reconnect
dialog box

allows you to
select media

files for
relinking.
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When Final Cut Pro presents you with the Offline Files dialog box, you have the
choice of auto-relinking (which I discuss in the preceding section) or bypassing
the relinking phase by clicking OK. You may want to skip relinking for now, for
any number of reasons. For instance, you may want to finish another task and
then return to relinking later.

If you choose to manually relink your files, follow these steps:

1. In the Browser window, select an offline clip or clips (indicated by a
red slash), and choose File➪Reconnect Media.

Alternatively, you can Control+click an offline clip and then choose
Reconnect Media from the contextual menu that appears.

The Reconnect Options box appears.

2. Select the type of files you want to reconnect, and click OK.

In the Reconnect Options dialog box, select Offline, because you’re trying
to relink files that are offline. You also have the choice of relinking online
files, which means that you can relink online files to media files that didn’t
originally belong to the clips.

Final Cut Pro searches for the media files by name and presents them in
a dialog box.

3. Highlight the appropriate file, and click Choose to reconnect the files.

When you select an offline clip in the Browser and reconnect the media file
by using the contextual menu’s Reconnect Media option, only that clip is
relinked to the media file. If that same offline clip is already being used in a
Timeline sequence, the clip in the sequence isn’t relinked. To reconnect an
offline clip both in the Browser and in a Timeline sequence at the same time,
you must select the clip in the Browser and select the sequence by clicking it
(hold down Shift while clicking to select multiple clips or the entire Timeline)
before you choose the Reconnect Media option.
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