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Introduction

Welcome to the Adobe Premiere Pro Best Practices and Workflow Guide for Long
Form and Episodic Post Production. This deep-dive anthology of expésp-by-

step advice and illustrated examples was written by a team of industry expand
leading Adobe engineers.

This document covers a broad range of essential topics, starting with houfiguo®and
optimize your settings, establish best practices for offline dailies, andhelpwgate the
remaining workflow all the way though turnovers and final deliverables.

This guide is not intended to be an all-encompassing, one-size-fitastihrsdbut rather a
detailed look at the recommendations and vetted procedures that have empoweresard-
winning customers.

A bit of history... beginning in , Adobe made a commitment to hiring seasone@ezgrom
the post production and VFX fields to help their engineers and product desitgdealve
Premiere Pro’s professional toolset. The goal was to ensure that even the mastlihg cutting
rooms could rely on and trust Adobe applications for editing long form content.

After years of performance and feature refinements that were proven on coi@siard music
videos by industry vanguards such as Rock Paper Scissors and EXILE, imierBréro was
chosen by director David Fincher and his post tear@fore Ginvhich became the first Hollywood
film to be edited with Premiere Pro. Followed soon by hits like Tim Milleedpoobnd The Coen
BrothersHail, Caesarthe journey for Premiere Pro adoption in long form content was well
underway.

Continuing with an impressive list of award-winning feature films, hundredsaigtg series and
documentaries, we are honored to see the platform adopted by so many incretiibteda
storytellers.

Our deep learnings from years of working directly with our film and video custdrae helped
vastly improve the capabilities, reliability, and performance of Preiierand was the
foundation for the guidance in this document.

In  the key new Productions feature was released, dramatically improviaggrmance and
collaboration for long form editorial teams. Early iterations were firéoyrgponOnly the Brave,
Dolemite Is My Name, Mindhursted Terminator: Dark Fate. Mamks the first film to utilize the
fully-featured version of Productions, which is now available to alli€heRro users.

We hope this guide serves as a useful reference throughout your produntiore dook forward
to hearing about your success using Premiere Pro.
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Introduction

This chapter is a collection of important tips and recommendations to read é&fore
starting your Film or TV project in Premiere Pro. Many of the items are covered i
other chapters of this guide, but are presented here because they are the most

important to be aware of before you get started.

Merged Clips

Never use the Merge Clips function in Premiere Pro to sync audio and video. Térgerclips
feature creates a new clip which does not retain the original audio metagdathich can block
common audio turnover workflows.

Don't use the Merge Clips Instead, use Multi-Camera to sync all footage. Multi-Camera clips
function to sync audio and can be modified after creation, match back to the original source clip,
video. .
N and preserve all metadata throughout your audio turnover
workflow.

See the chaptefMulti-Camera Editing" on page 78r more
information.

Sequence Audio

When you drag a clip or Multicam into the Timeline panel to create a new sequeigemiere Pro
does its best to guess how to configure the sequence’s audio channel farkiaivever, you often
don’t want your sequence’s audio channel format to match your clip or Mudth. Instead, always
manually create your editorial sequence first and choose the approgri@rmat.

ChooseFile > New > SequenceClick the Tracks tab, then select the appropriate audio channel
format from theMix drop-down menu. You cannot change the audio channel format of a sequence
after creating it.

SavecustomSequence New Sequence
Settings presets.

Sequence Presets Settings Tracks VR Video
Video

Video: 3 tracks

Mix: Stereo ~ | Number of Channels: =

E3)

Track Name Track Type Output Assignments Pan/Balance
~ ~ [ Audio1 Standard o
~ ~ [ Audio2 Standard o
~ » [ Audic3 Standard o

Load from sequence...

IE Save Preset.. )

Sequence Name: = Sequence O1

B
o=

You can save presets of your sequence settings for easy re-use later. Wéatingy a new sequence,
dial in your settings and then use the Save Preset button to save the preset.
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Enable or disable Breakout
to Mono depending on the
target software.

Modifying an Existing Multicam Clip

Premiere Pro allows for the modifying of an existing Multicam clip, whieln e useful to correct
sync, or if new camera angles need to be added later. When working in a Produdtics best to
modify Multicam clips before they have been cut into other sequences. Uf geed to modify a
Multicam after it has been cut into other sequences, make sure to open thegutojontaining the
Multicam clip and modify that original instance.

MXF OP-Atom

MXF files in the OP-Atom format use a separate file on disk for each track of a cligea ulip

with two audio channels would be three separate MXF files. Using MXF OPaAtan result in
increased network load as Premiere Pro has to keep more file handles opemagthe storage
system.

While Premiere Pro can import and play back OP-Atom files, the best pradtico use MXF OP1la
which puts the audio and video together in a single MXF file per clip.

AAF Export

*  When exporting an AAF to Avid Pro Tools, use Breakout to Mono (check Enable)

*  When exporting an AAF to Avid Media Composer do not use Breakout to Mono.

AAF Export Settings

[ Mixdown video
D Use tape sources when present

Breakout to Mono
Enable
(O Render audio clip effects

Sample Rate: 48000
Bits per Sample: 24

Files: Separate Audio
(O Preserve media directory name

Format: Broadcast Wave
Render: Trim Audio Files

Handle Frames: 48

Cancel

See the chaptetTurnovers" on page 11%or more information.
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Media Cache Files

Media Cache Files and Media Cache Database are recommended to stay aitlieeir default
location on the system boot drive or on a separate fast SSD directly attacheédt¢h workstation.
You can set the location ireferences > Media Cache

Adobe does not recommend and cannot support configurations where Medacke files are
placed on shared storage.

Avoid using compressed audio formats like MP3 and AAC. Transcode thiesetéi WAV or AIFF
before importing to avoid needing to create those cache files.

If you upgrade your project to a newer version of Premiere Pro and experiedaghack issues or
instability, try clearing your media cache. Premiere Pro will rebuiild tache the next time you
open a project.

Deleting the Media Cache
1. Close all Creative Cloud apps if they are open
(After Effects, Media Encoder, and Premiere Pro share the same cachg file

2. Launch Premiere Pro
(do not open any projects)

OpenPreferences > Media Cache
ClickRemove Media Cache Files (Delete)
You will now seelete all Media Cache files from the systenan available option

o o~ ow

Quit Premiere Pro and relaunch

Delete all media cache

les when opening a
project in a newer version of
Premiere Pro.

Sl Media Cache Files

Appearance X ) X ,
0 i simatt/Library/Application Support/Adobe/Common/ Browse...
Audio

Aol el D Save .cfa and .pek media cache files next to original media files when possible

Auto Save Remove Media Cache Files
Collaboration
Control Surface Media Cache Database

Graphics Delete Media Cache Files

Labels

Media O Delete unused media cache files.

Media Cache Delete all media cache files from the system.
Memory

Deleting unused media cache files removes files that were created for source media that
Playback tan ne lenger be found.
Sync Settings
Deleting all media cache files deletes all cache files from the current location. Deleted
cache files will b ed automatically whenever source media requires them. rack of
Trim To use this option, restart Premiere Pro and select this prior to opening any project. help

fer souUrce

Timeline
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Scratch Disks

When working in a shared environment with a team, set the Scratch Disks to adHacation so
render files are shared across every editorial system. Chdoke> Project Settings > Scratch
Disksor File > Production Settings > Scratch Diske set your scratch disk locations.

Auto Save

Auto Save saves a copy of the current project to the scratch disk location. If ymt to save the
current project at the same time an auto save copy is created, enable “Auto Saeesaves the
current project” found inPreferences > Auto Save.

The Auto Save timer starts after a project has been modified.

Transmit
Premiere Pro supports full screen playback using the built in GPU or thady hardware.

Some transmit devices have fixed frame sizes and frame rates they supplaying a clip in the
Source Monitor or a Sequence that doesn’t match a supported frame size amdrate can lead
to incorrect playback or no playback at all.

File System Noti cations in a Production

Premiere Pro’s Production feature uses notifications from the umglag file system in order to
know when projects or folders in a production have been updated. If your shastorage system
does not support file system notifications, Premiere Pro will fall bazkolling the folder
periodically. This method is less efficient and can cause increasedoritusage if many editors
are all working inside a large production.

For best results, usBMBor ensure that your shared storage supports file system notifications.

ird Party Plug-ins and Extensions
Older versions of third-party plug-ins can cause instability with Prera Pro. If you are
experiencing trouble launching the application, try removing theugtins that can be found here:

Plug-in Paths
e Mac:/Library/Application Support/Adobe/Common/Plug-ins/7.0/MediaCore

*  Windows: C:\Program Files\Adobe\Common\Plug-ins\7.0\MediaCore

Extension Paths
There are two paths on Windows where extensions can be installed. Chedk loaations for
third-party extensions:

e Mac:/Library/Application Support/Adobe/CEP/extensions
* Windows Option 1: C:\Program Files (x86)\Common Files\Adobe\CEP\extensions
*  Windows Option 2: C:\Program Files\Common Files\Adobe\CEP\extensions

GPU Drivers

Premiere Pro can automatically detect known issues with GPU driversulbge a System
Compatibility Report after launching Premiere Pro, follow the ingttions to resolve the issue.

When choosing an NVIDIA driver, use the Studio version for best perfoceamd stability in
Premiere Pro.
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Nested Sequences in a Production

When working in a Production and moving an editing sequence between pctge any nested
sequences contained in the editing sequence will travel with the edjtgequence. This is because
sequences cannot link across projects like regular clips can.

Save All

When working in a Production, you can end up with many project files open at theeséime.
UsingFile > Save Allrather than the usuaFile > Savewill save any open project that has been
modified. Many editors prefer to map the Save All commandG®ID/CTRL+So0 they can quickly
save all open projects.

Creative Cloud Cleaner Tool

The Creative Cloud Cleaner tool is a utility for experienced users to clgmoaurupted installations,
remove old Adobe software, or fix problem files and resolve permissioméssin registry keys.

How and when to use the Creative Cloud Cleaner tool.
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Introduction

Premiere Pro runs on an incredibly wide range of hardware and configuratics
This chapter provides hardware and settings recommendations geared towds
film & TV productions.

Rather than give a single recommended spec, this chapter explains how Pn&re
Pro uses computer components so you can choose the hardware options best
suited to your workflow and budget.

Hardware

Summary
If you aren’t interested in the details that follow and just want a list to refere, use the following
when shopping for computer hardware for Premiere Pro:

e CPU The sweet spot is 8-16 cores, but keep in mind that core speed matters. 8 fass (dre+
GHz) are usually preferable to 20 slower cores (2 GHz).

« RAM: Minimum 64 GB. Don’t be afraid to go higher if you have large, complex projezs fil

e GPU Buy as powerful a GPU as your budget can support. Keep drivers current. FBIAIVI
GPUs on Windows, use the Studio driver rather than the Game Ready driver.

» Storage Deviceslnstall Premiere Pro on a fast NVMe boot drive and have a secondary fast
SSD (internal or external) for Media Cache files.

* Networking: Use fast, modern network options like 10 GbE whenever possible. The SMB
protocol works best for Productions.

A Balanced System

The key to building or choosing a good system for video editing in Premiere Pro itld a
powerful system with an eye for balancing the components to avoid severtlboecks in any one
component. If your workflow is specific to certain video formats or wdokis, you can use that to
inform your choices when finding a good workstation.

Depending on the workflow, Premiere Pro can lean heavily on the GPU, or the, GPideally both
in unison.

CPU (Central Processing Unit)

Despite the recent advances in using the GPU and other dedicated videowee overall
performance in any video editing system still comes down to a powerful CRWbEst
performance in Premiere Pro, choose a CPU that has at least 8 cores and a minih8r@ldz clock
speed.

It's true that more cores are generally better, but only to a point. The morees@ given CPU has,
the slower each core will run. Since not everything video software needsa@ah be split across
multiple cores, there is still a benefit to having your cores be fast.

Therefore, there is a sweet spot for video editing, usually in the 8-16 congealook for reviews of
a CPU you are considering to see how it handles video editing tasks.
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RAM (Random Access Memory)

Generally speaking, as long as the RAM in your system is compatible with tlka®id able to run
at its advertised speeds, you don’t have to worry about the specificatiany further. That leaves
just the question of how much RAM to have. When using Premiere Pro on a profeakio
workstation, start with 64 GB and increase from there as needed.

Premiere Pro’'s RAM usage consists of two main areas:

1. Video frames decoded for playback This is what most people think of when considering
RAM in Premiere Pro. For example, you might think “I'm working in 6K, so I'ldnaere
RAM”. While this is true, it's often more important to consider the secone case below.

2. Project data When you open a project file in Premiere Pro, the data is read off of your drive
and decoded into objects in memory. Each bit of data in the project uses more REWry
imported clip, every time an effect is used, every sequence, etc. will alhusre RAM.

Thus, for larger projects it is possible that the project data is using morklR#an the video
frames decoded for playback mentioned above.

The .prproj project file saved on your disk is compressed, so it’s not at 1:1pmnapof file size

to RAM used. For example, a 15 MB project file could require 4 GB of RAM once it is dpene
and ready to use.

GPU (Graphics Processing Unit)

The GPU is a specially designed type of processing chip that focuses orylpgtdllelizable tasks.
A good example is applying a color shift to a video frame. Rather than your CPsaoiag pixel
by pixel and changing the color, a GPU can give a few pixels to each of its thous&sdsadl cores
and finish processing the frame more quickly.

This Help page has up-to-date GPU information:
https://helpx.adobe.com/x-productkb/multi/gpu-acceleration-ad-hardware-encoding.html

The GPU is used in four main areas in Premiere Pro:
1. Hardware Accelerated Decode (playback)
2. GPU Accelerated Renderer
3. Hardware Accelerated Encode (export)
4

. Sensei Machine Learning processing

Hardware Accelerated Decode

Premiere Pro can use the dedicated hardware on modern GPUs (or some CPUstduleeertain
formats more quickly than if it were done “in software”, meaning as genieeal software
instructions. Think of it like slicing an egg: you could do it by hand, slowbedby slice (software)
or you could toss it in a dedicated egg slicer, press down once, and you're dore\{fzae).

Generally speaking, Hardware Accelerated Decoding is available fa6# (AVC) and H.265
(HEVC) formats. There are some limitations as to what is supported basetlingg like frame size,
bit depth, and chroma subsampling based on what your GPU supports.

Make sure Hardware Accelerated Decode is enabledPieferences > Media

GPU Accelerated Renderer

When your timeline playhead lands on a frame, the video frame is decoded to asompressed
frame, then any effects are applied. GPU Accelerated Rendering refersinig the GPU to process
any effects on the decoded frame. This could be a simple scale or positiors&dent, a Lumetri
color shift, or a third-party effect.
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On Macswith Apple silicon ~ The setting to control GPU accelerated rendering is foundhojects Settings > GeneralOn a Mac
the renderer will always be  yoy should leave it set to Metal. On Windows with an NVIDIA GPU, set it to CUDA. QioWsn
setto Metal. with an AMD GPU, set it to OpenCL.

Switching to “Software Only” means the GPU will not be used when creatingrdmads you see on
screen.

Hardware Accelerated Encode

Just as modern GPUs have dedicated hardware to decode H.264 and H.265ifed@above), they
also have dedicated hardware to export to those formats. When you are etipgrto either H.264
(AVC) or H.265 (HEVC) you can take advantage of hardware accelerateddeémg®o export much
faster.

Like with decoding, your specific GPU will dictate exactly which franzesi bit depths, and other
settings can be used. If you use a setting outside of those, Premiere Pro Mlilatk to exporting
using Software Encoding (on the CPU).

Sensei Machine Learning Processing
Al = Arti cial Intelligence The types of processing that are involved in running machine learning elecind other types of
ML= Machine Learning  AI/ML operations benefit from running on GPU hardware. Premiere Pro wgk any available GPU
or dedicated ML processors when using Sensei features like Auto Refraceee3Edit Detection,
Auto Ducking, and more.

GPU Drivers

Drivers play a key part in being the translator between Premiere Pro and thesjgal GPU
hardware. If you are on a Mac, you don’t need to worry about the GPU drivers as tledyuendled
into the operating system. If using a Windows computer, make sure that yoiveds are up to date
from the manufacturer when you set up the system. You should update themaqukcally, for
example between jobs.

If your system is working fine and the drivers are within a year or two, you dorédrte be
constantly updating them. Sometimes new drivers may introduce issireGPU performance in
video editing software.

NVIDIA GeForce GPUs have two types of drivers: Game Ready and Studio. Usadledsivers
for best performance in Premiere Pro.

Storage Devices

There are three roles storage devices can play in your editing system.gfligind workstations will
have separate physical drives for each role. Lower end systems or lapt@pstll work well even if
a single drive is handling all three roles, assuming the drive is a moderh Sfap.

1. Bootdrive: It is recommended to install Premiere Pro on the system boot drive. Thisedriv
should be fast, ideally using the NVMe protocol. If your system doesn’t aitdsave other
drives, this drive can fill the following two roles as well.

2. Cache drive This should be a fast SSD dedicated to Premiere PrBréfierences > Media
Cache set the Media Cache Files and Media Cache Database to this drive. You shaddha
dedicated cache drive for each workstation using Premiere Pro, and khoat put the cache
on a shared server.

3. Media drive: This drive holds your media and may sacrifice speed for a large capacityeWhi
faster drives are always better, the main consideration for this driveusthbe that it is able to
offer a read speed fast enough to handle the number of concurrent clips yourteglay back
multiplied by the bitrate of those clips. Shared networked storage i®a@asmmonly used as
the media drive.

Best Practices & Work ow GuideHardware & Se ings 15



Having both Audio
Hardware preferences and
Playback preferences set to
the same audio device can

cause unexpected issues.

Audio Hardware prefer-
ences set tanot use the
Transmit hardware.

Networking

Premiere Pro is flexible with the type of networks it can support. As a besttimaevhen building a
modern networked storage, prefer 10 Gb Ethernet speeds as a minimum. & hesworks allow for
many users to be using shared storage at once and can handle the higher bitcdtenodern frame
sizes.

While Premiere Pro can access media using a number of different types ofar&tprotocols, SMB
is the preferred protocol for any type of shared setting. SMB is also recontted when using the
Productions workflow in a shared environment.

Productions can work with other proprietary third-party solutionbBut check with the third party
vendor before assuming it works with Productions.

Hardware 1/0 Monitoring

Audio

If you use a hardware audio monitoring solution, support in Premiere Prowti be essentially
plug & play. OperPreferences > Audio Hardwargthen select your device. If you are only
monitoring audio (and using video on your computer monitors) you shou&hlve Mercury
Transmit turned off in the Playback preferences.

Video

Premiere Pro’s system for monitoring video and audio externally isethMercury Transmit. The
settings for Mercury Transmit are found Rreferences > Playbacklf you are sending audio along
with the video over Transmit, make sure that your Audio Hardware prefeesarenot set to also
use the same audio device.

Preferences

General
Dev ass: | Coredudio
Appearance
Audio Default Input:  System Default - MacBaok Pro Microphone

Audio Hardware
Default Cutput:  System Default - MacBook Pro Speakers

Auto Save

Capture

Clock:  Qut: System Default - MacBook Pro Speakers

Collabaration

Clock Source: Internal
110 Buffer Size: 512

Sample Rate: 48000

D Attempt to force hardware to document sample rate
Media Cache

L ( setti )

Sync Settings Sutput Mapping

Timeline Map Output for: - Adobe Desktop Audio
Trim
Systemn Default - MacBook Pro Speakers: Mac

Defaull - MacBook Pro Sp

( Concel )

You can connect an additional display to your system’s GPU output and sébet display in the
Playback preferences. Premiere Pro will then take over that full diglad show whatever is
playing in your Source or Program Monitor.
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Playback preferences Breteisheas
are set to use the Transmit
hardware. General

Appearance

Preroll: 3

Audlo Postroll: 2

Audio Hardware 5

Auto Save ,
ncoder queue during ¢

Capture

Enable Mercury Transmit

Collaboration

Control Surface Audio Device:  Blackmagic Playback

Device Control idkic Deiices

Graphics

[ mDI output
Blac

[ Adobe Dy

Labels
Media

Media Cache
Memory
Playback
Sync Settings
Timeline

Trlm

utput when In the background

{ Camcel )

More advanced setups can utilize third-party hardware in the form of P@kels or Thunderbolt
devices. These devices can often handle multichannel audio along wittaaced video formats
including HDR to monitor in professional setups. When using one of thestesys, make sure to
use the latest drivers from the manufacturer.

System Compatibility Report

Premiere Pro automatically performs a system check during launch tatig the capabilities of
the hardware and detect any issues. If you see no alert, then no issues werd.ftfiuan issue is
found, you will see the System Compatibility Report window explain what tssue is and how to
address it.

You can view System
Compatibility Report at any
time by choosing it from the
Help menu.

Help

Premiere Pro Help...

Premiere Pro In-App Tutorials...
Premiere Pro Online Tutorials...
Reveal Log Files...

Provide Feedback...

System Compatibility Report...

Keyboard...

Manage My Account...

Sign Qut... (matchris@adobe.com)
Updates...

Licensing Diagnostics...

Operating System

Generally speaking, Premiere Pro can be expected to run on the currenieersf macOS or
Windows, and the two previous major releases. Consult the requiremsdisted online for the
currently supported operating systems:

https://helpx.adobe.com/premiere-pro/system-requirements.html
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Se ings & Con guration

Having a good hardware setup is important, but making sure to understand adigure some
key options in Premiere Pro will ensure a fast and stable editing expegeiitis section goes over
important best practices to consider and implement before starting g project.

Project Settings / Production Settings

When working in a single project file, the settings foundrile > Project Settingsapply to that
project and are stored inside the .prproj file. When working in a Produttithe settings found in
File > Production Settingsare stored in the .prodset file found in the production folder and apply
to any project opened by any user working in the production.

General > Renderer

This setting controls which rendering engine Premiere Pro will use. Emelering engine is
responsible for taking a decoded video frame and applying any effects odifiications. Choosing
Software Only means the CPU (and no GPU) is used. This method is the slowestauld shly be
used for troubleshooting.

If on a Mac, set the renderer to use the GPU Accelerated Metal engine. On Windawswi
NVIDIA GPU, choose CUDA. On Windows with an AMD (or other) GPU, use OpenCL.

Scratch Disks

These scratch disk locations can be set wherever is best for your workflber€elis no need to set
them to the same fast SSD recommended for the Media Cache. Note that in a Priodugbrkflow
with a team, you need to set the scratch disks to a location that all users havesatoe

Ingest Settings
Note that Ingest Settings are intentionally disabled when working in adeiction to avoid
unintended conflicts.

Media Cache Preferences

Where possible, Premiere Pro generates small cache files to speed up #uirlg and accessing of
large amounts of media. The Media Cache works best when placed on a fast, atedisolid-state
drive (SSD), because then Premiere Pro is able to use the full speed of the dihveuivcompeting
with other open programs or the operating system.

When working in a shared networking environment (like the Productionsnikflow), it is
recommended to keep the Media Cache set local to each system.

In Premiere Pro, opereferences > Media Cachand use theBrowsebuttons to set the Media
Cache Files and Media Cache Database to your desired disk. Note that somewel Media
Cache Files may still be written to the default location on the boot drive evigrou set the
preference to store Media Cache on an external drive. This is expected\ieha

XMP Preferences

Adobe’sExtensible Metadata PlatforfiXMP) is a file labeling technology that lets you embed
metadata into files themselves during the content creation procesgnilere Pro can use XMP to
track separate media files that may have similar attributes like videsfiith the same file name
from the camera. Premiere Pro has three XMP-related preferences fonmiéferences > Media

Write XMP ID to files on import

When enabled, Premiere Pro will write an ID into the XMP metadata for any irngmbmedia file.
This ID can then be used to identify the clip when relinking after the media hanbeoved. If you
are working in a Production on shared storage where every editor is using #meesset of media,
turn this settingoff on all systems.
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XMP metadata linking
enables toggling of the
chain link icon.

If you are setting up a project or production that will have the same set of medidfiieint
locations, follow these steps:

1. OpenPreferences > Mediaand check Write XMP ID to files on imp&rt
2. Import the media (the ID is written into XMP)

3. Share the media files to the other editors

This way the ID is in the media files before they are shared, and everyone is UrErgame set.

Write clip markers to XMP

When enabled, marker data is written into the XMP file metadata (in additio the project file
data). This can be useful when marking up a clip that will be used in variousrdiftgrojects. You
can create a new empty project, import the clip, and the markers will alreadytere.

However, if you are working on shared storage or in a Production workflow itisthio leave this
preference disabled as your markers will already share between usershé project file data.

Enable clip and XMP metadata linking

Premiere Pro has two different sets of metadata fields. One is Project dag¢sathat includes
common fields like Description, Tape Name, Scene, Shot, etc. The othermaddr set of XMP
metadata fields, which contains many of the same fields as the Project data Turning on this
preference means that data entered into a Project metadata field can akswvhtten into the
corresponding XMP metadata field (if a match exists).

You can explore this using the Metadata panel. Select a clip, then in the Mettapanel search for

a shared field, likéDescription’ If the “Enable clip and XMP metadata linking” is enabled, you will
be able to toggle the chain link icon to link the twDescriptiorfields so that a change in one
ripples to the other.

Metadata =

- description

~ Clip: €C037_C065_0101CY_001.mp4
Description This is a shot of the ocean

~ File: C037_C065_0101CY_001.mp4 Powered By X 58 % )
File Properties

~ Dublin Core

Description This is a shot of the ocean
Basic

Rights Management

Auto Save Preferences

By default, Premiere Pro’s auto save takes a copy of your project as it is in nyeamal writes it out
as a backup file in the location specified in the Project or Production $btraisk settings. If you
would like Auto Save to also save the project for you when it does an Auto Save, enlableetting
“Auto Save also saves the current project(s)” foundPireferences > Auto Save

If you need to recover a file from Auto Save, navigate to the scratch disk logcdtioAuto Save and
locate the project file that matches the name of the project you are looking fithere will be one
copy of the project with no user name or timestamp in the file name — this will alsveg the most
recent Auto Save.

Older copies of the project will have a timestamp and, if Project Locking ebéed, the user name,
appended in the formaProjectName-YYYY-MM-DD_HH-MM-SS-UserName.prproj
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Collaboration Preferences

Project locking is enabled automatically when you work in a Productioau¥an also turn it on
even if you are only working in a single project file. Project locking puts bgrfile next to your
project with the same name so that other Premiere Pro users won't be able to fiyadtthie file while
you are editing. Once you close the project, the .prlock file disappears.

You can set a Ber Namdn the Collaboration preferences so that other users can see who is
working in any project in a Production.

Collaboration Project Locking

Control Surface Enable project locking User Name:  Matt

Diwss Cantrol All projects must be closed before changes will be applied.

Graphics

Memory Preferences

The Adobe Video & Audio applications can share system RAM when working on theesa@dia
or projects, for example when using Dynamic Link between After EffectsRiremiere Pro. In
Preferences > Memoryyou can set how much system RAM is reserved for other applications.

A good rule of thumb is to leave roughly 20% of your memory for other applicatioDedicated
workstations with large amounts of RAM can reserve even less.

Optimize rendering for
You should leave this setting set to “Performance”. If you are working wigfntresolution material
and see a Low Memory Warning alert while working, change the setting to “Meyfio

Playback Preferences

If using a Mercury Transmit device to play back video and audio, you choosedéeice in
Preferences > Playbacklf you see “Setup...” next to your video device, you can click there to find
hardware-specific options for use in Premiere Pro.

Use theOffsetcontrol if your video and audio are out of sync due to delays in one signal path or the
other. For example if your audio is coming before your video, add an offseil itraligns.

If you'd prefer to think in terms of frames, use 1000 divided by your frame raténi fiow many
milliseconds (ms) is equal to one frame.

If you experience lag, failure to play or pause, or other unusual timelineawéors while using a
Mercury Transmit devicanake sure that the device is selected ifPreferences > Playbacland is
not selected inPreferences > Audio Hardware
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Chapter 4

Working with
Dallies
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Dailies is a film industry term used to describe all the footage that was shot on a
given day. If a shoot lasted days, there would be days’ worth of dailies. The
term has been around for a long time originating in the film-only days when film
was shot one day, processed at day’s end, workprinted, then screened so all
stakeholders could review and discuss the previous day’s shoot.

Dailies are alsosometimes  While the terndailiesis still used today, digital technologies have expanded the definition and
referred to as "rushes™. gy pactations as to what a dailies deliverable may include. These assets cardlnfbard drives
either locally or in the cloud, managed in folders with the camera originals cpicdaudio,
proxies, an ALE file, and reports—organized and made available asl heedg of the
collaborators involved in the production.

Glossary
In this chapter we’'ll be using some terms and abbreviations that you may or may not ke famili
with. Here’s a quick explanation of some of them.

ALE (Avid Log Exchange)

An ALE file is a human readable text file with lots of metadata about each clipudtly actSV
(Tab Separated Values) file, which means it can be opened and edited in speeagslieations
like Excel. See example here:

TR T

BWF (Broadcast Wave Format)
BWF is a professional audio format based on WAV, with the addition of suppagtddata and
timecode. The file extension is .WAV.

https://en.wikipedia.org/wiki/Broadcast_Wave_Format

CDL (Color Decision List)

A CDL is a standardized set of four color correction paramefésst, Power, Sl@yel Saturation
developed by the American Society of Cinematographers. The CDL file éommahisimpler than
the LUT formats, and smaller.

The ASCCDLeectin  The CDL format is software-agnostic, which means it’s well suited fosofittare workflows.

Premiere Proisvery  CDL values for each clip can be stored as values in an ALE (Avid Log Exchange) file.
lightweight compared to the . . . .
Lumetri Color e ect.  In Premiere Pro, CDL values will be applied usiné8te CDEffect.
https://en.wikipedia.org/wiki/ASC_CDL

https://theasc.com/ac_magazine/October /PostFocusage .html

iXML
iXML is an open XML standard for embedding location sound metadata in Broadecastudia
files and in video files, including Scene, Take and Notes infornietpwww.ixml.info/
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Wave Agent by Sound Devices is a good, free tool to edit iXML data.

https://www.sounddevices.com/product/wave-agent/

LUT (Look-Up Table)

LUTs are used in color grading to transform an input color value into a desired albpwatue.
LUTs are commonly used to perform a technical transformation from one pal® ® another,
but can also capture a creative color change as well. LUTs are a primary gradelyheythp
entire frame.

LUTs come in a variety of formats and complexity.
https://fen.wikipedia.org/wiki/ D_lookup_table

Premiere Pro supports LUTs (*.cube;*.itg* lut;*.ilut;* irlut;* feep;* 3dl;* txt;*.cc;*.cdl)
many di erent LUT formats.

Source Clip Effects

In addition to applying effects to track items or clips in a sequence, Premiere Bpplyeeffects
to Source Clips. When you apply an effect to a Source Clip, the effect automppéedlylown to
all instances of the clip in all sequences.

A clip that has a Source Clip effect applied displays a red line under the FX badge in the sequence.
In addition, the Effects Control panel displays a new tab called Sourceotattel applied
effects.

FX Badgewith red line.

This clip hasan ASC CDL Source: 15401 =
e ect and a Lumetri Color
E ect applied as Source
Clip E ects.
Footage courtesy of
Michael Burton, Pretty
Moving Pictures, LLC.
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Source Clip Effects are found under the Source tab in both Lumetri Color panehandffedt
Controls panel

This clip hasan Alexa LUT
applied as a Source Clip E ect.

Lumetri Color =

~ Century Edit - 15A-02a

Lumetri Color b

-orrection

Input LUT ALEXA_Default_LogC2Rec709

To disable Source Clip Effects, select clips in the Project panel and right dis&D{Sable
Source Clip Effects

https://helpx.adobe.com/no/premiere-pro/using/master-ediffects.html

Effect Conlrals =
Source Clip E ects disabled.

Footage courtesy of Michael
Burton, Pretty Moving
Pictures, LLC.

& Py

= A 00:00:02:17
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Dailies Work ow
Before you start a project there are a few things that the whole team needs to agredopbn a
dailies.

How will the dailies be created?

Most productions will get Will your dailies be provided as a service or created locally in the cutting room?

the dailies delivered as a . . . . . T .
service. If you need to create Typically, dailies are done as a service from either a facility or a freefewializng in this type

the dailies in editorial, the ~ Of work. One of the biggest changes to dailies ushered in with digital acqussitierability to

Proxies chapter shows howto  provide dailies on set, near the set on location, or even in the cutting room.

do it in Premiere Pro. . Lo . .
O N Fremere o rhe type of dailies service is up to the production, post supervisor, andsalttyEated. Anyone

providing dailies is doing so as a service to the requirements of editorial &etpces of the
editor, assistant editor, post supervisor, etc. Make sure these arstand and agreed upon to
eliminate any surprises later in post-production. Run a camera test through tleedeiiiés
process to identify any unexpected issues.

How will the dailies be delivered?

Hard Drive

A hard drive is always used as one form of backup on set and can also be used to dedwéw daili
the cutting room. Hard drives are typically used when the cutting room is wialiimg or driving
distance to the shooting location, or when shooting in a location where fasteinspeeds are
unavailable or cost prohibitive.

Factors like amount of footage, size of files, etc can make shipping hard drivessneftective
than digital Internet transfers. These types of decisions are usuayométe post supervisor.

Internet Transfer

With the speed of Internet services going up and costs going down, digitalrtimesfamonplace
— especially when the cutting room is far from the shooting location. The dadidsrege on set,

then transferred to the cutting room using a variety of accelerated secumserv

Editorial vs Viewing Dailies

As previously mentioned, the definition of dailies has expanded due @ fbgiats, the Internet,
and long-distance based productions and post locatibinis.document will cover editorial
dailies which are the assets that will be used by the editing team

Other types of dailies deliverables are sometimes referred to as “vieWieg' decause
stakeholders are not in the editing room and are either on set, in-transithyese. types of
services usually have a different set of requirements than those useddadgakdithough some of
the individual requirements may be the same (such as file naming for example).

There are several solutions on the market that cater to dailies viewing or revieppaaodah such
asPIX CLEARandFrameio.

Best Practices & Work ow Guid&Vorking with Dailies


https://pix.online/
https://www.primefocustechnologies.com/studios
https://frame.io/

DIT Best Practices

The definition and role of the DIT (Digital Imaging Technician) has evolgethewears. Initially
the DIT worked with the Director of Photography to ensure image quality andteonsi. It has
come to include what was once referred to asiaga Wrangleand is all now one role.

When working with both post-production and the Director of Photograpbyfollowing is a
common set of tasks that will be performed:

Camera image set up, color space, LUT creation, and receiving the camermdésireatput
as well as any camera reports.

Receive the production audio and reports.

Receive any output from the Script Supervisor if their work is to be includedidailies
process.

Manage backup and archive of all materials. Minimum requirements are two heed dri
backup and an LTO (maybe two) stored at different locations.

Dailies documentation
When working with Editorial, it is best to get their requirements in a written do¢dmensure
everyone is on the same page as to what will be delivered. This will include requseuemas:

Proxy codec to be used in editorial including resolution.

Deciding how the dailies frame size will relate to the original frame size and howilthat w
affect the conform process.

Pass along a framing chart if available.

Any frame rate manipulation if needed, such as high-speed recording for stawn mo
playback. Often this will mean receiving a set of dailies in both frame rates.

Color balanced dailies versus color corrected dailies

Color balancing is a quick one pass basic color balance including shadowgldigihth
to be uniform across takes.

Color correction can be a more involved process with exact color gorreeiattes, etc.
Color workflowm—LUTs, ASC CDL, or LUTs + ASC CDL.

Will this be baked into the dailies and tracked as metadata or are they to be applied in
editorial?

Burn-in windows—Premiere Pro can overlay metadata into the clip as needediimed in.
If metadata is to be burned into the camera proxy files, then:

What metadata? Here are some examples:
Filename
Camera Timecode
Sound timecode (for double system workflows)
Clip name (such as Scene and Take)

Decide where each window is to be placed, including size, font, colorrdyaaiqoacity,
etc.

Flash on/off at start and end. If so, how many seconds?
In double system audio workflows:
Sync in dailies or sync in editorial?
If syncing in dailies, all tracks (MIX + ISO) or just MIX?
Extract BWF/iXML metadata.
Type of reporting required and in what format.

Metadata transfer via ALE to editorial.
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When you see clipswith le
names likeAA0922.MXRvith
no random or unique charac
ters, there’s a good chance that
clips from other camera cards
will have duplicate names.

When creating dailies, the operator should ensure a consistent method and mamagditine
metadata that is available. For original camera files, make sure that the eniira cegmera
filename is preserved and passed along as part of the proxy media being creiatadtiides:

Use the same filename as the as the source camera files.

Note: if your camera does not create unique file names, it is important to rename the files
before creating dailies or starting to work with them. Talk with members of yaur pos
production team to agree upon a way to rename the files that will be appropriate fortittee en
workflow.

A common practice is to prefix the name withoot date>_<card>ailing to rename

identical files means that all software using these files during post pi@duet the risk of
becoming confused due to multiple clips having the same file names.

Most professional cameras include a Reel or Tape name as metadata in the clipsurblake s
this information is also written into the dailies files to ensure a smooth conform.

Maintain the original source timecode.

If B cameras are being used that do not have timecode, the files may all start at

This is OK as long as the filename is unique. Some cameras will reuse file namegestmbe s
have an agreed upon file naming convention in place with the post-productionktetore

the files are transcoded.

Sync sound as part of dailies.

As per above, the sync requirements will be defined by editorial on a per pooduasis. In
very general terms, faster turnaround productions like television will syimg dine dailies
process while theatrical productions will choose to sync in editoriall. casas, the
production audio metadata must be maintained to ensure anyone downstreameturn to
the original assets if needed.

Budgets will usually dictate how many services are required by the DIT, comkinegsiem
capabilities and turnaround time. In some cases, a production may ask facad@only service.
This can mean different things to different people, but at its most basiciginalaramera assets
are converted to a proxy format with no other services provides such as codatioaror
balancing and syncing of audio.

These scenarios usually assume that the audio recorded in camera is good engunghnll e
done by editorial. In these scenarios it is only:

Preserve original file name in proxy.
Preserve original timecode in proxy.
Preserve original frame rate in proxy.

Define codec type, data rate, and resolution.
Single LUT or no LUT applied.
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Full Dailies with Notes, Color Pass, etc.

As seen in previous sections, the definition of “dailies” can be quite ezpartsivill be defined
based on the editorial team’s requirements. The term “Full Dailies” may bemeehand that too
will be up to editorial requirements and capabilities of the dailies systeints ted. For example,
the dedicated dailies systems offer various reporting methods, wheréatke®aVinci Resolve
do not output reporting but can be used in a transcode process. In all cases|, $y@teals, an
ALE of the relevant metadata can be exported.

Full Dailies can therefore include color correction, color managementledeystem audio sync,
viewing dailies, reporting and delivery of reports to key stakeholdeosdugnhd delivery of both
viewing and editorial dailies, backup and archive and any other relatedlgeegciests particular
to a production.

Are Dailies Baked with LUT or Nondestructive Grade?

One such request that will be determined by production is whether any of thecalaged
processes used in the production pipeline are to be “baked” into the editoxsprohere are
pluses and minuses to each method. At a high level:

Baked In

Look of dailies is defined on set and baked in to ensure no changes can occur dowmstream f
the initial intent. This ensures the DP'’s intent from the get-go. It also eliminates satio@addi
processing on the part of the editing system.

Even when the CDL and LUT are baked into the dailies, the metadata describing thd COL an
should be passed along via ALE so it is kept with the clips and passed along for codfianal an
color grade.

Nondestructive

In this scenario, the camera originals are transcoded in their original coley spaally a LOG
format of some kind. When using RAW formats, a color space is chosen to maximize the full
possibilities of the image but is not color corrected in any way to be pleasing to the eyemay.U
have been defined, or they are using ASC CDL workflows, or a combination of the tvgasAll thi
metadata only, and not baked into the editorial proxies, but these valuespdiedaand played
back in Premiere Pro.

This allows for flexibility in the editorial process to update and change the lookedhiod the
images as needed — instead of sending over new media and relinking, the values can be tweake
directly or via an updated ALE that is merged. This also offers the ability to traryschidiages
done in editorial to others downstream to reflect new intent.
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Using ALE (Avid Log Exchange)

Avid’'s ALE format is the de facto metadata standard for feature film and episddictipns,
providing metadata about each clip. It's a spreadsheet format with Tab Sepalati(VSV),
which means it can easily be edited in spreadsheet applications.

Using an ALE file in a dailies workflow makes it much easier to track and modify sdidtiated
metadata with each shot. For example, a producer using a spreadsheet app daddatents

to a set of dailies, and in one quick step, those comments can be added to dozens of clips in
Premiere Pro. Premiere Pro can also export a new ALE file if necessary terdahanges made
to the metadata within the NLE.

The structure of an ALE file
The ALE file can include a lot of metadata—even additional custom metadata thatuppatted.
The format is broken into segments: Heading, Column, and Data.

Part of an ALE le, showing

. Heading

Heading, Column and Data. FIELD_DELIM  TABS
VIDEO_FORMAT 1080
AUDIO_FORMAT 48kHz
FPS 23.976
Column
Name Tape Start End Duration Filepath
Data
124-01 C048_C018_0101DL 00:08:46:21 00:08:52:19 00:00:05:22 JUsers/matt/Test Media/Demo Assets/NA
12A-02 C048_C009_01018D 00:14:07:07 00:14:08:07 00:00:01:00 [Users/matt/Test Media/Demo Assets/N/
124-03 C048_C007_0101WC 00:12:42:00 00:12:47:05 00:00:05:05 fUsers/matt/Test Media/Demo Assets/N4
12B-01 CO48_C004_0101XR 00:08:34.03 00:08:35:12 00:00:01:05 fUsers/matt/Test Media/Demo Assets/NA
12C-01 A097_C025_03026Q 13:53:18:15 13:53:20:09 00:00:01:18 fUsers/matt/Test Media/Demo Assets/NA
12¢-02 AQ97_C012_0302AD 13:41:51:05 13:41:57:01 00:00:05:20 fUsers/matt/Test Media/Demo Assets/NA
12D-01 A097_C006_D302KS 13:35:18:18 13:35:20:13 00:00:01:19 JUsers/matt/Test Media/Demo Assets/NA
12D-02 ADD1_CO017_010191 13:45:39:22 13:45:41:20 00:00:01:22 {Users/matt/Test Media/Demo Assets/NA
Heading

The header was a result of early systems needs, but for the most part it has beestelépvitic
newer editing systems.

Name Example Value(s) | Description

FIELD_DELIM TABS Type of separator used in the file.

VIDEO FORMAT| NTSC Defines content resolution and used b
PAL some systems to ensure content

matches project type. “Custom”
defined any format K or higher.

Custom
AUDIO_FORMAT| kHz Used by some systems to match
project settings.
FPS . Overall frame rate of items in the list.

This can be overridden by values on a
per clip level in the body of the ALE.
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Column
This section declares the field names of the metadata values to follow in the Haétai of the

file.

Column info emphasized Heading

with gray. FIELD_DELIM TABS

VIDEO_FORMAT 1080
AUDIO_FORMAT 48kHz
FPS 23.976
Column
Name Tape Start End Duration Filepath
Data
12A-01 C048_C018_0101DL 00:08:46:21 00:08:52:19 00:00:05:22 JUsers/matt/Test Media/Demo Assets/NAB
124-02 C048 CO09_01018D 00:14:07:07 00:14:08:07 00:00:01:00 JfUsers/matt/Test Media/Demo Assets/NAB
12A-03 C0438_C007_0101WC  00:12:42:00 00:12:47:05 00:00:05:05 fUsers/matt/Test Media/Demo Assets/NAB
12B-01 C048_C004_0101XR 00:08:34:03 00:08:35:12 00:00:01:09 fUsers/matt/Test Media/Demo Assets/NAB
12¢-01 AD97_C025_03026Q  13:53:18:15 13:53:20:09 00:00:01:18  /Users/matt/Test Media/Demo Assets/NAB
12C-02 A097_C012_0302AD 13:41:51:05 13:41:57:01 00:00:05:20 JUsers/matt/Test Media/Demo Assets/NAB
12D-01 AD97_C006_0302KS 13:35:18:18 13:35:20:13 00:00:01:19 JfUsers/matt/Test Media/Demo Assets/NAB
12D-02 AD01_C017_010191 13:45:39:22 13:45:41:20 00:00:01:22 fUsers/matt/Test Media/Demo Assets/NAB

ALE can contain a lot of metadata fields, but Premiere Pro will only support aesféred d
columns. The table on the next page shows all the supported ALE fields and whigr®Pro
fields they are mapped to.
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Column

Import

ALE Fields Supported in Premiere Pro
This table shows all the supported ALE fields and which Premiere Pro ®&sidseimapped to.

Export

Example Data

Premiere Pro

Description

Alt import name

mapping

recognized

Name Yes Yes | -(A) Name Name of clip, usually entered base
on script notes

Filepath Yes Yes | /folder/folder/filename.extension | Media File Path Path to file in dailies system

Tape Yes Yes | L Tape Name Name of tape or reel

Start Yes Yes Media Start First frame in SMPTE timecode

End Yes Yes Media End Last frame in SMPTE timecode

Duration Yes Yes Media Duration File duration in SMPTE timecode

Daily Roll Yes Yes | A Daily Roll Alternative Tape Name

Labroll Yes Yes | L Lab Roll Alternative Tape Name

Camroll Yes Yes | A Camera Roll Alternative Tape Name

TC Yes* N/A Ignored on input,
* always writes "TEMP TC "

Tracks Yes* | VAAAA N/A Ignored on input,
* always writes "VA "

Soundroll Yes Yes | SR_ Sound Roll Tape Name but from the sound
recorder

Sound TC Yes Yes Sound Timecode | Alternate SMPTE timecode

Scene Yes Yes Scene Script scene number

Take Yes Yes Shot Script take number

DESCRIPT Yes Yes | Car pulls up Description Arbitrary text from script notes

Comments Yes Yes | dog Comment Arbitrary text from script notes Comment

Notes Yes Yes | helicopter Log Note Arbitrary text from script notes

Circled Yes Yes | Y Good Circle take; Premiere will write N if | Good Take
not checked

ASC_SOP Yes Yes | ( L) ASC_SOP CDL values for Slope, Offset, and

. -. -.) Power each in RGB
( )

ASC_SAT Yes Yes ASC_SAT CDL value for Saturation

Lut Yes Yes | LutName Lut Arbitrary LUT name

Lut Yes Yes | LutName Lut Arbitrary LUT name, usually for Input LUT
input transform

Lut Yes Yes | LutName Lut Arbitrary LUT name, usually for Output LUT
output transform

ImageFileName Yes Yes |A _C _ A_ RD Original Video File | Camera Original File

AudioFileName Yes Yes - WAV Original Audio File | Audio Original File

Frame_width Yes Video Info Width of video frame (in pixels),
overriden after media is linked

Frame_height Yes Video Info Height of video frame (in pixels),

overriden after media is linked
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Importing the ALE

Using an ALE requires starting by importing the ALE first. This creates placefili@egaurce
clips with all the metadata.

All the media les are oine,
so you need to relink the media.

Project: Scene 13 =

dia End Tape Name
:41:19 ADOL_C

fline:

Offline

5_010
Offline

B_010

Linking the media

With all the clips selected, right-click one of them and chbwseMediaor clickFile > Link
Media. This brings up the Link Media dialog.

The rst leinthelist is the
one you need to point Premiere

Pro to. A Link media for

Clip Narne File Name File Path

Tape Mame

120-02 ADOL_C017_010191_00LR3D ADOL_C017_0101!

fUsers/matt/Test Media/Demo Assets/NAB Assets 201

048 €018 0101 001.R30D €048 CD18 01011

Match File Properties ode

¢ others automatically Preserve interpret footage

edia B locate flles

( ine ) cancel ) ( Locate )

ClickLocateand navigate to the location of the first file. If you're not sure which subfadey it’

you can ask Premiere Pro to find it by clickingSbarctbutton. You typically only need to link
one file, and the rest will be found automatically.

The Display Only Exact Name N ]
Matches checkbox enables a

t Users/math Test Media/Demo Assats/NAB Assets 2019/Premi Pro_NAB,
clutter free search. — == ST T
: elumes 5

Locate File AQO1_C017_010121_001.R3D

A0 Trims/A0D1_C0OL7_01015|ROC/A001_C017_01015)

MAE Azsets 2019/ Fremiere_Pro_MAB_2019/Media/R3D Trims/A001_CO17_010191KDC/ADDL_CO

Turn this o if no matches are
found and you need to use g S € 15
other criteria than the le name :
to locate the media.

Footage courtesy of Michael
Burton, Pretty Moving Pictures,

LLC.
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Premiere Pro found the other
les automatically.

If files have been moved to other folders, or if their file names were changed aftek thile Mas
made, there will be some files that are not found automatically. In those aasesnyuse the
Match File Propertieseckboxes at the bottom of thénk Medialialog box to help Premiere Pro
find the files.

If you know that you have multiple clips with the same file name in the project, un‘ebtck
Others Automatically

Depending on your network configuration you may not want to use the Media Braaseate
the files. If you want to use Finder (macOS) or Explorer (Windows) to locatesthanfileeck the
Use Media Browser to Locate Efleskbox.

Dealing with missing file names

Premiere Pro looks for clip file names in ALE columns with either the Fitgpathor the name

Source File PattALE files don’t always have this info in these columns, and Premiere Pro will fail to
recognize it. If both columns are missing from the ALE, then the file name whlbnoinsthe Link

Media dialogue, and it will be a manual process to link each file.

The le path does not have For the relinking in Premiere Pro to work, either of these two metadata columns in thke ALE f
to be a valid path to relink.  myst contain just the file name, or point to some kind of original file path, like

Premiere Pro will just pull the NAl
name o the end of the le path DiclipsiA C _ _RJC.mov.

and know to look for that.  In somecases, the necessary data will be in another column in the ALE filgpdikéamer UNC
You can open the ALE in a text editor or a spreadsheet program, and rename the caderntde
Filepathor Source File Path

Updating metadata from an ALE file

If the ALE file had missing or corrected metadata, you can ask for an updated ALEg¢hat sel
the clips in the Project panel, then cli@lip > Update Metadat@and choose the new ALE to get
the missing metadata.

Note that the Update Metadata ~ This feature makes it possible to have one main source of truth, and correct erretadatmat
function replacesall the  the same time as adding additional information. There are rd-party tools aiptsstrat can
metadata in the les. There is . . . .
merge multiple spreadsheets together into a single document. So, in any caseshereare

no merging of information, so - ) ) ]
any metadata you've added in ~ Multiple ALE files, it’s possible to merge them together.

Premiere Pro will be gone. |f there’s new metadata in Premiere Pro that needs to be added to the main ALE fild, ryeedwil
to export an ALE file from Premiere Pro, then merge that metadata with the originahdiuse
Update Metadata to add the merged info into the clips.
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Right-click an existing
column name and choose
Metadata Display

Un-checkthe ones you don't
want to see and choose the

ones you do want to see.

e result of column reorder
ing.

Display the metadata you need
You can customize which metadata columns are showing and in what order.

Metadata Display

e

[ subclip Duration
Video Info
Audio Info
Video Usage

O Audio Usage
Tape Name

Description

[ comment
Log Note

D File Path

File Name

D Proxy File Path

D Proxy Media File Name

D Capture Settings

M status

Cancel

Name »~ e Media Start Media End Tape Name Media File Path
i Mvalumes/Macintash HD,

B 12A-0: 23 5 00:14:07:07 : C048_CO09_ 010

You can move the columns around to show them in any order you want. Above, the Qoeme c
is being dragged to the left, next to the Frame Rate column.

Frame Rate 5 e Name Media File Path

23976 fps 00: ) 00:08:52:18 [ B_010  /Volumes/Macintosh HD/Use|

23976 fps 00:14:07:07 00:14:08:06 C048_Co0%_010  /Molumes/Macdintosh HD/Use|

Note that the settings you've done here, like choosing which columns to show andehefdite
chosen columns in the Project panel, are saved into your Workspace.
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Using Metadata Views
To make sure you can easily restore the metadata view you set up, Gwasas New View
Presetin the panel menu of the Project panel or bin, and give it a descriptive name.

This creates a new .pvpreset file in the Project View Presets folder in the usgs &dtter, which

means it will be available in all projects—and you can use Sync Settings to maiialiieon

other systems. You can also restore and manage the views in the same panel menu.
Metadata Display...

Save View Preset "Jarle's Favorite Metadata Display”

Save As New View Preset

Restore View Preset » larle's Favorite Metadata Display b

Manage Saved View Presets Proxy info N

Freeform View Options...

Save your workspaces with your custom view active, so you don't lose thaataeti@w when
switching workspaces. You can also assign keyboard shortcuts to  obyotitd views, which
lets you switch between views very fast. Chdwaeage Saved View Preseis the panel menu in
the bin and assign the shortcuts.

Preset Name Keyboard Shortcut
Jarle's Favorite Metadata Display None

Proxy info None

Project View Preset 2
Project View Preset 3
Project View Preset 4
Project View Preset 5
Project View Preset 6
Project View Preset 7
Project View Preset 8
Project View Preset 9
Project View Preset 10

Now open the Keyboard Shortcuts panel by clickidg > Keyboard Shortcut@Nindows), or
Premiere Pro > Keyboard Shortcu{smacOS) and search for “project view”. Key combinations that
include numbers work well and are easy to remember.

project view

Command Shortcut
v~  Panels
v~  Project Panel
v~  Project Panel Menu
v~ Restore View Preset
Project View Preset 1
Project View Preset 2
Project View Preset 3
Project View Preset 4

Project View Preset 5

TSR U T

Now you can easily restore your favorite views no matter how messy you've madgnyou
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Working with Color metadata
As mentioned in the section on DIT Best Practjgagg( ), there are different ways of
handling color in an offline workflow: baking it in or working non-destructively.

With a baked dailies workflow, the color effects are applied when stereladiederedthere are
no “live” effects inside Premiere Pro applying the color. In this workfostiliimportant to keep
track of the metadata so that the colorist knows what the editor and director werg aadinse
that as a reference for the final color grade.

Working non-destructively means that the dailies are ungraddiye effects such as Lumetri (for
LUTSs) or ASC CDL are applied in a particular order to build out the desired “loaktlipstiwith
this workflow comes added flexibility in modifying or adjusting the look of aahdtusing the
Global FX toggle, the director can instantly see what the original shot lookeddikg This can
be useful if trying to see if a highlight still has detail, for example, when it looksdubwith the
overall look applied.

Baking dailies is the most common workflow today, as it eliminates the need for mufggls ef
applied to each clip during editorial, reducing CPU/GPU load on the systemseHas&sPUs
and computers continue to grow in power, it's expected more users will take aglvaftvhat
the non-destructive workflow can offer.

In either workflow, it’s typical to use a combination of LUTs and CDL values e &cttie scene's
overall “look”. These are usually stacked in a particular order. For exaitipkhe CDL values
applied first, then a “Scene LUT” for the particular location, and finally alh ‘wbhena LUT” that
does the adjustment for the editing color space. It's common to refer to ¢tkisgeeof
transformations as the overall look.

The order does matterln cases of a non-destructive workflow, it's best to run proper tests ahead
of time to ensure that the overall look in editorial is what the cinematographer intended

There are two ways to store color metadata for dailies: LUT reference, or@@BL val

LUTs

When working with an ALE file, it may refer to different LUT names, but typiodllyT files are
included. A LUT reference in an ALE is just a metadata field, so the Color Metasigpassgual
through.

In a Baked Dailies workflalagse names are included for later use by the colorist during conform
and finishing. Since the color has already been applied, it can be ignored dudrigledi

In a non-destructive workf|atis important to locate the LUTSs listed in the metadata columns, and
manually add them to the footage. Depending on the combination of LUTs used, this carebe d
with Source Clip Effects or adjustment layers. Lumetri, applied as a Sourffec@]ipds a menu

in the Basic portion for a Transform LUT (cdltgait LUY; and another menu in the Creative

portion to apply a Scene LUT (callezbB.

For certain cameras, like ARRI or RED, it's important to test out the LUTs being applied
automatically, and make sure they are the actual LUTs used by the cinemagsgnathte correct
order.

Best Practices & Work ow Guid&Vorking with Dailies



CDLs

In a nondestructive workflow, having the CDL values listed in [T SEIVEFOR T
the ALE file is helpful, as Premiere Pro will automatically app!ygfsms

a special, lightweight Source Clip Effa8&¢ CD)Lto each file ~ fx ASCCDL

during ingest. This ASC CDL effect will apply the CDL values SR e E

and modify the color accordingly. > D Red Offset

If the CDL values are not in the ALE file, it'll be necessary to [l ‘? G

create a preset of the ASC CDL effect and apply this to the ‘j Green Slope

dailies as part of the color effects to replicate the look. Note ’ ‘;’ e B

that the CDL that you apply manually in Premiere Pro values [RSECERCIT

O Blue Slope

won't automatically fill in the metadata columns—it’ll need to =
O Blue Offset

be added there as well.

O Blue Power
If the CDL valuesome If you make changes in CDL values, they will be changed whe

inwith the ALE le, itll -y output a new ALE from Premiere Pro.
be necessary to disable

the Source Clip E ectsto N @ Baked Dailies workflow, the CDL color correction is already in the filg bie mecessary to

prevent the values from  have the metadata in the files as well, but it's important to not apply the CDL vahlees twi
being applied a second time.

D Saturation

CDL metadata in the ALE

ALE files can contain color correction info from a CDL or a LUT. CDL metadata is $tered in t
ASC_SOBndACS_SAdolumns. The ASC_SOP column stores Slope, Offset and Power settings for
each color channel, and the ASC_SAT column stores the Saturation setting.

ese clips have no LUT
applied, but there is CDL
metadata.

] =
O -]
O =
O =
O =
O =
O =
] =

When one of these columns has data, the clip gets the ASC CDL effect applied as a Source Clip
Effect. The CDL effect is very light compared to Lumetri, but if you want to turor ialbiflips
you can easily do so. Select all clips, right-click on one, and disasée Source Clip Effects

Note that this does not delete the effect, it's just turned off.

e YouTube playlist “Inside
Hollywood's Cu ing Rooms”
hasa video tutoriabn Work
ing with ALE Work ows in
Premiere Pro.

Proxy ’

Create Multi-Camera Source Sequence...

Disable Source Clip Effects

Label >

1]

Export Media...
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Proxy Work ows

In video post-production the term “proxy” refers to a media file that is a copy of a
source camera file that has been transcoded to be easier to edit with, a smaleer fil
size, or both. In the context of Premiere Pro there are two general ways to use
proxy media files:

A traditional offline/online workflow where Premiere Pro never sees the
source camera files and works with proxies the entire time.

Premiere Pro imports the source camera files, creating and managing the
proxy media.

Read the following two sections and decide which workflow is appropriate for
your production.

Traditional Offline/Online Workflow

This method has survived since the very beginning of digital non-linear editiagdsewhile
computer processing speed has increased by orders of magnitude, the size alekitp@ip
camera files has matched, if not exceeded, that increase. Picture editgssfalwasmooth
playback and timeline performance to craft their art, so most high-end grodsievill prefer to
use this tried and true workflow.

The offline/online workflow starts with proxy media (often called dailiéegbeade before any
media is imported into Premiere Pro. This can be done on set, by a DIT, or handled by zespeciali
dailies facility. The “offline” media is so-called because it is not the same@cenedia and is

only used for the edit process. Later the edit will be conformed against the sadieeamd

brought “online” for color grading, sound mixing, visual effects, and finishin

Source Camera Files

"Online”
"Offline”
\____ =
- m - i

Proxy media :
“dailies”

In this workflow Premiere Pro is usually only ever aware of the offline or prabig. Méhile it is
possible to relink your project to the source camera files in Premiere Pro, thisalytglone in
dedicated conform or color grading software. If your project is using thisomonkdu can stop
reading here. The rest of this document will detail how to use proxies insicaroéfer Pro.

Proxies Inside Premiere Pro

If your editorial team is starting with the source camera files, using presidesPnemiere Pro
enables many of the same benefits of the above offline/online workflow with tesladlvantage
of being able to access the source camera files with the click of a button. feraienports the
source camera files, understanding them to be full resolution, then credtesaaages its own
low resolution proxy media.
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In a standalone single
project le you can create
proxy media whenever you
like.

If you are working in a
Production, create your
proxy media before starting
to edit with those clips.

It is important to understand that once you have created or attached proxies, eashdipun
the Project panel will be connected to two files on disk: one for the full resoéutd one for the

proxy. You don’t have to worry about managing the files or changing the scale iftgbu swi
between using one or the other.

Praoject: The Happy Robot =

The Happy Robat.prproj

This workflow offers additional flexibility in the creation of proxy media.arfoenable proxy
creation via Ingest Settings so that all media that is imported automatically has preaied o
the background using Adobe Media Encoder.

Alternatively, you could import your media and only create proxies for clips that andtdiffplay
back smoothly on your computer. It's also possible to attach proxies made by attirdgmel or
MAM system that integrates with Premiere Pro.

Some features of Premiere Pro can affect your ability to use proxies. Sger@ddi
Considerations When Using Proxies in Premiere Pro" on page
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Creating or A aching Proxies

The primary reason to create and use proxies in Premiere Pro is to improve playbaditiagd e
performance. Depending on the types of footage and power of your computer, sgespmay
call for creating proxies fafl clips while others may only need certain batches of clips to have
proxies.

Many modern systems are powerful enough to not need proxies at all. If you'reenidtysw need
proxies, try editing with some of your source camera footage and see how yourteomp
performs.

The Dropped Frame Indicator can help you determine if you need proxies or not.gdystem is
not able to keep up with playing back your footage or timeline, Premiere Pro will sttippr “
frames to keep the playhead moving in real time.

ChooseShow Dropped Frame Indicatain the wrench menu of the Program Monitor. When the
indicator is green, no frames have been dropped. If it changes to yellow durirerkladme
frames have been dropped. Hover the pointer over the yellow dot to show how miargs fnere
dropped.

If the Dropped Frame
Indicator turns yellow, you ® it ~
are dropping frames. R

29 Frames Dropped During Playback|

When you create proxies If you opt to create your own preset or create proxies outside of Premiere Pra, érucial that
in Premiere Prousing the . tha yroxy media audio channelization matches that of the source cameresilFailure to match
default proxy presets, audio th lead t Kfl halting i trving t link th
channels will automatically em can lead to workflow-halting issues trying to relink them.
match the source.

The following three sections describe three methods of creating proxisswistiflows should
use the first method.
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Creating Proxies Inside Premiere Pro — Simple
Recent versions of Premiere Pro include a simplified proxy creation worg#t@et one or more
clips, then right-click and chooBeoxy > Create Proxies...

Create Proxies

Preset
Source:

Format: = QuickTime

Preset: ProRes Low Resolution Proxy v

Add Ingest Preset...

Destination

O Next to Original Media, in Proxy folder
@ /Volumes/Proxies

Browse...

Choose Proxy Format
The Format drop-down menu can be set to either QuickTime or H.

e Use QuickTime to create MOV files with presets for ProRes, Cineform, otHR\WR
These files may be larger than your source media, but are easy for the computer talplay a
edit. Choose one of these presets if you have a good amount of working storage dpaee an
mainly concerned about editing performance.
This is also the best option if you have source camera files with multichaniwel aud

Choose QuickTime if your « UseH. tocreate MP files with presets for Low, Medium, and High resolign.
source les have multi- These files will generally be small but may not play back well on older or unaengad
channel audio. The H.264 computers. Ensure that your system supports hardware accelerated decodiegusefgr

option only supports mono, .
stereo and 5.1. H. proxies.

The MP format only supports Mono, Stereo, and . audio channelization. If pouces
camera files have a different channelization, use QuickTime.

Choose Proxy Destination

Every project will have a different preference as to the location where thiegpese created. It
can be useful to use the second option to keep all your proxy media in one location ([leeaese
drive) to easily facilitate taking just the smaller proxies with you on a podeié when working
remotely.

When you click OK to create the proxies, Adobe Media Encoder launches and quanssoditrg
job for each clip. Once that job is created, your project will mark the source camera alipga ha
proxy.

You can continue to work in Premiere Pro and Media Encoder will continue to creatextes p
As soon as the proxy file is created in the file path that your project expects, the proxy is
considered online and Premiere Pro will be able to use it.

Best Practices & Work ow Guid&roxy Work ows



One job per clipis created
in Adobe Media Encoder,
and transcoding starts.

Queue = Watch Folders
+ B3 Auto-Encode Watch Folders

Format Preset Output File Status
Pr ADOLCO05 140318 ROODLmov

AD01CO06_140318_ROOJ.mov
ngest C
AD01CO08_140318_ROD).mov
Custom

ACOLCO04_140318_ ROO).mov

i {Uiserst el A 18_ROO. ymov  Ready

DO01CO03_140222 ROOLmov

Ready
DOOLCO04_140222 ROOJmov

Ready
AQ01C003_140318_RO0D).mov

Ready
ADD1CO0T_140318_ROOJ.mov

Ready
Ready

Ready

Renderer;  Mercury Playback Engine GPU Acceleration {Metal) - Recommended
Encoding =

Source: ADD1CO0B8_140318_ROOLmov 1 output encoding

Remaining: 00:00:02

¥ Output Preview

The Progress panelin
Premiere Pro shows the Progress =

Proxy creation progress. X
*  Auto Reframe

> Importing Files
~  Proxy Job Status

Name Status

fUsers/matt/Desktop/delete me/A001C005_140318_R00)_Proxy.mov Complete
{Users/matt/Desktop/delete me/A001C011_140318_R00)_Proxy.mov Complete
fUsers/matt/Desktop/delete me/A001C009_140318_R00)_Proxy.mov Complete
fUsers/matt/Desktop/delete me/A001C006_140318_R00)_Proxy.mov Complete
{Users/matt/Desktop/delete me/A0D1C008_140318_R00J_Proxy.mov Complete
fUsers/matt/Desktop/delete me/A001C004_140318_R00)_Proxy.mov Complete
fUsers/matt/Desktop/delete me/D001C003_140222_RO0J_Proxy.mov Complete
fUsers/matt/Desktop/delete me/D001C004_140222_RO0J_Proxy.mov Complete
fUsers/matt/Desktop/delete me/A001C003_140318_R00)_Proxy.mov Complete
fUsers/matt/Desktop/delete me/AD01C007_140318_R00)_Proxy.mov Complete

Nleare fmatNacktan/dalata malMNATOANT 140777 BANT Dravu ramr Camnlata
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Creating Proxies Inside Premiere Pro — Advanced

Create an Encoding

+ Ingest Preset pairfor
each group of clips with a

di erent frame rate, frame
aspect ratio, or audio chan-

nelization.

Premiere Pro supports a more complex but more powerful method for proxyocréadit enables
control over how the proxies look. Using this method requires some disciptirerganization,
and is only recommended if your needs extend beyond the previous method.

Step : Create an Encoding Preset

Use Adobe Media Encoder to create your Encoding Preset. In the Preset Brdwtber €lmutton
and chooséCreate Encoding PreseGive the preset a name. It can be helpful to use the term
“Encodingto easily identify it later.

a. Choose a Format for your proxies. QuickTime is a common choice that suppdetsuaayi
of video codecs and audio channelizations.

b. Inthe Video tab, start by clicking tiatch Sourclkutton so the video properties will match
the source media.

Start by creating an
Encoding Presetin Adobe

Media Encoder. ~ Export Settings

Preset Name:

Format:

Based on Preset:

Comments:

Export Video

~  Summary

Preset Settings "New Preset"

Encoding - ProRes Proxy 1024x540 Stereo
QuickTime

Customn

Export Audio

Output: Based on source, Quality 100, Apple ProRes 422 Proxy
Uncompressed, 48000 Hz, Stereo, 16 bit

Effects Video

™~ Video Codec

Video Codec:

Audio

Captions Publish

Apple ProRes 422 Proxy

™~ Basic Video Settings

Quality:

Width:

Match Source

Frame Rate: Based On Source

[[] Use Maximum Render Quality [] Use Previews

[0 set Start Timecode

Time Interpolation:

[ Render Alpha Channel Only

Frame Sampling
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The frame size is speci c
to each preset you make.
Create a preset for each

di erent frame size your
footage uses.

The Destination setting
only applies when using
the Ingest Preset in
Premiere Pro’s Ingest
settings.
If using the Create Proxies
dialog, the location prefer
ence in that dialog will
override the Destination in

c. Uncheck the box for Width and Height, then change them to your desired proxy size
Proxies are commonly made at fractional resolutions like % or %. Divide yare sanrera
width and height by or to calculate your new proxy frame size.
Example: If you want % resolution proxy files for K ( x ) media:
Width= /= pixels
Height= / = pixels
In the Audio tab make sure the audio channelization matches your sourceddeser

d.
e. Click OK to create the Encoding Preset and see it added to the Preset Browser.

Step : Create an Ingest Preset
In the Preset Browser of Media Encoder, click-thetton and chooséCreate Ingest PreseGive

the preset a name. It can be helpful to use the téngest'to easily identify it later
Ingest Preset Settings "New Preset"

~ General Settings

Preset Name:  Ingest - ProRes Proxy 1024x540 Stereo

Comments:

~ Summary
Output: Transcode to /Volumes/adobe/Productions/Media/Proxies
QuickTime (Encoding - ProRes Proxy 1024x540 Stereo)

~ Transfer
[ copy files to Destination

Destination:

[ verify

Transcode files to Destination

Destination:

fVolumes/adobe/Proxies

Format:
QuickTime

Preset:
Encoding - ProRes Proxy 1024x540 Stereo

File Metadata

File Rename

a. Inthe Transfer section, check the box for “Transcode files to Dastinatio

b. Set the destination where you want the proxy media to be created.
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c. Inthe Format drop-down menu, choose the same Format you chose for youingrpredet.

d. Inthe Preset drop-down menu, choose your Encoding PresetStem : Create an Encoding
Preset".

e. Click OK to create the Ingest Preset and see it added to the Preset Browser.
f.  Right click on your new Ingest Preset in the Preset Browser and tBgpe# Presets...”

g. Save the Ingest Preset file somewhere you can easily find it later.

Step : Create Proxies in Premiere Pro Using Your Ingest Preset

a. Select one or more clips, then right-click and chBosey > Create Proxies...

b. Click'Add Ingest Presetand navigate to the Ingest Preset file you saved at the 18tey :
Create an Ingest Preset".

Choose the Ingest
Preset from step 2.

Create Proxies
Preset
Source:
Format: = QuickTime

Preset:  Ingest - ProRes Proxy 1024x540 Stereo ~

Add Ingest Preset...

Destination

O Next to Original Media, in Proxy folder
@® /Volumes/adobe/Proxies

Browse...

Cancel

c. Choose one of the Destination options
d. Click OK

e. Media Encoder launches and queues up the proxy creation job.

You can also use your Ingest Preset to automatically create proxies when medatsdrop
choosingrile > Project Settings > Ingest SettingSheck the box to enable Ingest, then choose
“Create Proxiesbm the drop-down menu and add your Ingest Preset if it isn’t listed in the Preset
drop-down menu.
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Creating Proxies Outside Premiere Pro

While most workflows benefit from creating proxies using Premiere Pro atlid Eiecoder as
described above, some advanced users prefer to create proxy media usirgg apptication.
Premiere Pro supports this using tid¢tach Proxiesbmmand.

When creating proxies outside Premiere Pro, it is recommended to test yoflowarith one or
two clips from each camera first:

It is essentialwhen . Import the test source media files into Premiere Pro
using“Attach Proxies” o . o
that the frame aspect . Create the test proxy media in the outside application

ratio, frame rate, audio
channelization, and eld
ing match the source
media already imported o
into Premiere Pro. media files

Right click on the test clips in Premiere Pro and chBosey > Attach Proxies...

Use theAttachbutton and the browsing interface (similar to Relink) to point to the proxy

If no warning or error dialog appears, confirm in the Project panel List View tHBtrokg”
column shows the proxy dattached”
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Using Proxies in Premiere Pro

When proxies have been created and attached—regardless of which method @asyosecan
switch between proxies and the original media files in three different ways.

Enabling Proxies in Preferences > Media

OpenPreferences > Mediand check the box callé&nable proxiesThis will tell Premiere Pro to
use proxy media, if available, in any projects that are opened. If proxy media hesmoreated
for a clip, or the proxy media files are missing, Premiere Pro will fall back to ading th
resolution media.

Enabling Proxies in the Source or Program Monitor

A“Toggle Proxiebutton is available in the Source and Program Monitor panels. Cli¢k the
button in the bottom right of either panel to access the Button Editor. Dragtiute Proxies
button to the panel’s button bar, then click OK. Toggling this button is theakuief opening
the Media Preferences and toggling the checkbos&oable Proxiesthen the button is blue
Premiere Pro will be using proxy media, if available.

The Toggle Proxies
button in the Program
Monitor is blue here,
showing that Proxies are
enabled.

Enabling Proxies with a Keyboard Shortcut
The"Toggle Proxiesbmmand is not mapped to a default keyboard shortcut, but can easily be
assigned to a key in the Keyboard Shortcut Editor.

Best Practices & Work ow Guid&roxy Work ows



Proxy Status in the Project Panel

Premiere Pro’s Project panel supports three metadata columns thatydisiplanation about

proxy media. To enable them, right click on a column header while in List View arsg choo
“Metadata Display..3earch fdiproxy”and enable the fields you want to display.

Proxy:Displays the current status (Attached or Offline).
If empty, no proxy has been created or attached

Proxy File PathThe full path to the proxy media file.
Analogous to File Path field for the full resolution media

Proxy File NameThe file name of the proxy media.
Analogous to the File Name field for the full resolution media

Search for "Proxy"in o0
the Metadata Display
dialog to show the avail- Proxy
able proxy elds.

Metadata Display

ﬂ Premiere Pro Project Metadata

D Proxy File Path
[ Proxy Media File Name E
O Proxy

The Proxy columnin the
Project panel List View
shows attached proxies. The Happy Robot.prproj

Proxy media le name and
path are also shown here.

Project: The Happy Robot =

Proxy Proxy Media File Name Proxy Media File Path

ADD1CO02_140318 i Attached 140318 Proxy.mov  /Users/matt/Desktop/de
ADD1C003_1403 R00).mov Attached 3_140318

ADD1CO04 200 i Attached 140318 LMoV fUsers/matt/Desktop/de

ADD1CO0S 00).mov Attached 140318 mov  [Users/matt/Desktop/de

ADD1CO0 00).mov Attached 6_140318 mov  [Users/matt/Desktop/de

ADD1CO07 00).mov Attached 7_140318 mov  [Users/matt/Desktop/de
ADD1CO08_1403 R00).mov Attached 140318

Attached AD01CO09_140318_R0OOJ v fUsers/matt/Desktop/de

140318_RO0).mov Attached ADOLCO10_140318_R0OO)_Proxy.mov  [Users/matt/Desktop/de

140318_ROO).mov Attached ADOLCO11_140318_R0OO)_Proxymov  fUsers/matt/Desktop/de

2_140318_ROO0).mov Attached ADOL1C012_140318_R0OO)_Proxy.mov  [Users/matt/Desktop/de

3_140318_ROO)mov Attached ADODLCO13_140318_R0D)_Proxy.mov  fUsers/matt/Desktop/de

Attached CO0LC001_140222 ROO)_Proxy.mov fUsers/matt/Desktop/de

Attached DO001C002_140223 ROO)_Proxy.mov  fUsers/matt/Desktop/de

Abbncbmdd MANLFANT 14RTT0 DAAL N — ’ el
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Proxy Info in the Properties Panel
The Properties panel shows information for both the original clip and the attaaiwedfpe. You
may need to scroll down to see the Proxy information.

The Properties panel
describes the Proxy
media below the original
media.

555 00LR3D =

Proxy Media

File Path: F:\My Proxies Folder\ADD9 C023 080655 001 Proxy.mov
Type: QuickTime Movie

File Size: 10,33 MB

Image Size: 1024 x 540

Frame Rate: 23,976

Source Audio Format: 48000 Hz - 16-bit - Stereo

Project Audio Format: 48000 Hz - 32 bit floating point - Stereo
Total Duration: 00:00:10:15

Pixel Aspect Ratio: 1,0

Alpha: None

Color Space: Rec. 601

Color Space Override: Off

Input LUT: None

QuickTime Details:
Movie contains 1 video track(s), 1 audio track(s), 0 closed caption track(s), and 1 timecode track(s).

Video:
There are 255 frames with a duration of 1001/24000ths.

Video track 1;
Dwration is 0:00:10:15
Average frame rate is 23,98 fps

Video track 1 contains 1 type(s) of video data;

Video data block #1:

Frame Size = 1024 x 540

Compressor = Apple ProRes 422 Proxy
Quality = Most (5,00)

Audio:
Audio track 1 contains 1 type(s) of audio data:

Audio data block #1:
Format = 16 bit - Stereo
Rate = 48000 Hz
Compressor = sowt

Timecode:
Timecode track 1 contains 1 type(s) of data:

Timecode data block #1:
Start Time = 15:1%9:16:06

Scaling and Transform when Frame Sizes Differ

As the goal of using proxy media is to improve performance, the frame size of the pdixysm
usually smaller than that of the full resolution media. Imagine a scenario wilecidlttesolution
mediais UHD ( x ) while the proxy media was created as HD ( x ).

Premiere Pro will continue to consider the clip as a UHD frame size, even if peoioggled on.
You will not have to adjust any scaling, transform, masking, or effect parmasei®u toggle back
and forth between proxy and full resolution media. The smaller frame ofdkg predia is
automatically stretched to fill the UHD clip size.
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Effects and Proxies
Some effects perform best when they have access to the full pixel data and wil adeahe full
resolution media if it is available. These effects include:

These e ects use the Warp Stabilizer
full resolution media if

available. Rolling Shutter Repair

Morph Cut
Compound Arithmetic

Rendering Video Previews
When rendering video previews in your timeline, full resolution media is alwagdfiavailable.

Export with Proxies
Exporting requires using either the full resolution or proxy media. Thisrsdescribes the
options when exporting.

Media Export

By default, Premiere Pro will use full resolution media when exporting,fgrexies have been
enabled in Media Preferences or by using the Toggle Proxies button. This id to avo
unintentionally exporting at a lower resolution.

If your export doesn’t require the full resolution media and you would prefeptytemore
quickly, you can check tfeJse Proxiesheckbox in the Export Settings dialog.

The Use Proxies
checkbox lets you export >  METADATA
using proxies instead of
the original media.

v GENERAL

D Import into

Interchange Format Export
Timeline interchange formats like XML, AAF, and EDL will always refer to the full re sodatia,
if available.
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Detach Proxies

To remove proxies you no longer need, you can uséDkéach Proxiesbmmand. Select your
clips in the Project panel, right click, then chddsey > Detach ProxiesThe proxy media files
will remain on disk; this command simply returns the source clip to a proxy-less state

Working Remotely with Only Proxies
A common technique to facilitate editors working remotely is to organize thecpesjd media

such that it is easy to take just the proxy media and leave behind the full resolutien Fadlow
these steps:

When creating the proxy media, choose a destination separate from the originial iieid
can be a dedicated folder, or for the smoothest relinking use a separate drive or volume on
your shared storage.

Give the editor a copy of the proxy media on an external drive and a copy of thd.projec
Match the name of the external drive with the name of the drive or volume containing the
proxy media. On Windows, make sure the drive is mapped to the same drive letter.

On the editor’s remote system open the project. If the proxy drive name matemgrer

Pro should only ask to relink the full resolution media. Choose Cancel in the Relighalialo
leave the full resolution offline and continue working with only proxy media.

If the drive name and paths of the proxy media do not match, make sure to relink the proxy
files in the Relink dialog and avoid relinking any of the full resolution files.

The editor can now work with only the proxy media.
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Additional Considerations When Using Proxies in Premiere Pro

Modifying Clips (Audio Channels, Interpret Footage, etc.)
If your workflow relies on modifying the source clips using any of the following @odsmndo not
use proxies in Premiere Pro. Doing so will result in unexpected behavior:

Modify > Audio Channels
Modify > Interpret Footages
Modify > Timecode

Modify > Captions

Merge Clips
Do not use Merge Clips if using proxies inside Premiere Rfse the Multicam workflow, even if
only syncing one video clip to one audio clip.

Source Settings

Some formats like RED have Source Settings that allow you to change parameters from the came
like ISO. You can create proxies from these kinds of formats, but the proxies yglLakvine

default settings from the camera metadata. Any changes you make to the Sourggs Séfitimot

be used when creating proxies.

Relinking

Full resolution media and proxy media will both appear in the Link Media diallogy ite offline.
Take care when relinking to avoid accidentally pointing your proxy media to thesaiiltien, or
vice versa.

Render and Replace
Using the Render and Replace command will create a new source clip in your progenéwt hi
source clip will not have a proxy attached even if the original source clip did.

Captions

The proxy workflow in Premiere Pro is not designed to work with clips that include éetbed
captions.
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Chapter 6

Working with
Productions
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Productions

Productions in Premiere Pro provides a new framework for organizing mtit
project workflows and collaboration using shared local storage. Bductions
represents the culmination of our Shared Projects approach to local daboration.

What is a Production?

A Production is a collection of Premiere Pro project files inside a foldat ttan be thought of as a
cohesive unit. While the goal of Productions is to be flexible and not préschiow editors use
them, a good starting point is to think about a Production as an evolution of agubfile.

What used to be a single .prproj file is now a Production folder and what used to ba abide the
.prproj file is now a component project inside the Production folder.

Left: A standard Premiere ®0 9
Pro Project, where all the Sample Project Production: Sample Production
assets, bins and sequences
live in one large project.

Right: A Premiere Pro
Production, where multiple
project les live together.

The File System on the ® © @ [ sample Production Productions and the file system
disk has the exact same

structure as the Premiere 13 items, 74.89 GB available A Production is a folder on disk that has
Pro Production. Name unigue behaviors compared to a traditional
~ ] 01 Working Projects project file.
B Cuts.prproj Actions performed in the new Production
The .prodset le is the B Old cuts.prproj panel are reflected in the file system and vice
settings for the Production. Gy versa, forming the backbone of the powerful
Do not open, move or B Scene 01.prproj . N .
rename this le. B Scene 02.prproj neyv coIIabor_atlo_n p053|b|I|t|§s available to
B Scene 03.prproj editors working in a Production.
~ [ 03 Misc

B Graphics.prproj

B Music.prproj

B Sound Effects.prproj

B Stock clips.prproj
Sample Production.prodset
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Comparing Productions and Team Projects

Team Projects is Adobe’s cloud-native collaboration system for PemmiPro and After Effects. A
Team Projectiives in Creative Cloud and allows teams to collaborate no matter whereytage
located, provided they have an internet connection.

Productions don't need Alternatively, Productions live on a local or shared storage and do notuiegan internet
an internet connection,  connection or specific Creative Cloud license to function. A Team Ritajan be converted to a

and work with any C.reat've standalone project file and added to a Production.
Cloud license.

Bene ts of a Production Work ow
While Productions are a natural fit for large, complex projects like #ésund in film & TV,
Premiere Pro editors working on projects of any size can benefit from wuagkiith Productions.

Break up large projects for speed and organization

In a Production only the clips and sequences that are open are using systemangand
processing power. By breaking up clips, sequences, and other projectstinto smaller
component projects inside a Production any editor can benefit from ésipen and save times.
No more waiting for the entirety of your large project to load before beingebd work on the one
section you need.

Avoid duplicate clips

Before Productions, Premiere Pro required every clip in a sequence te lsasorresponding
Source Clip somewhere in the same project. This meant that when sharingessees back and
forth between editors it was common to accumulate duplicate clips.

In a Production, clips in a sequence can refer back to the Source Clips in thegpitbjey originated
in. Performing edits across projects or moving sequences betweengutsjno longer generates
duplicate clips.

Easily reuse projects

The project files inside a Production can be treated as reusable comptsmdnstead of importing
thousands of sound effects into your edit project to audition them, for exde, import and
organize them in a sound effects project that you add to all of your Productifor easy access.

Collaboration

Individual editors can use Productions on their local storage and get falhe above benefits.
Editorial teams working with Productions on shared storage systemiocika new workflow
designed to keep everyone organized and efficient while also prevegtionflicts.

The first editor to open a project in a Production gets a "lock" on it that othet@dican see in
their Production panel. Anyone can open a locked project to play a sequemsgort, or copy
elements out, but no changes can be made unless the editor has the lock.
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Green Penmeans you ca
edit the project.

QOutlined icon means the
project isclosedon your
system.

Solid icon means the,
project isopenon your
system.

Red lockmeans someone

else is editing the project.

Zoom slider adjusts the
size of the text and icons in
the panel.

e Production Panel Interface

The Production panel gives you a bird’s eye view of all your projects and sh@wssho is working
on what so you and your team can track your progress.

Here's an overview of the Production Panel and the icons, buttons and otlser interface
elements you will see when working with a Premiere Pro Production.

Search forprojects and
folders in the Production.

Production: Sample roduction =

12 items .
Name shows who is

Name T Project Locked editing the project.

~ Nl 01 Working Projects
', Cuts
[) old cuts

Ml 02 Scenes

D Scene 01

(5 Scene02 Marjorie

. Scene 03
~ Il 03 Misc
Graphics
Music
Sound Effects

Stock clips

Buttons for New Project,
New Folder, and Trash.

Scroll bar will reveal more info, and
show columns like creation date, modi -
cation date, and project size.
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Project Locking
Projects displayed in the Production panel can be in one of three states:

Open, Read/Write:Projects in this state have a solid icon with a green pen indicating that only yo
are able to edit the project. Other editors may have your project open but thag only view it, not
make changes. The User Name you enteredPireferences > Collaborationis shown next to this
project in theProject Locke@dolumn. You can move or rename this project in the Production Panel.

Open, Read Only:Projects in this state have a solid icon and may have a red lock. In either case
you are not able to modify the project, only view it. If a red lock is present it mearwtleer editor
has the project open Read/Write and their name will appear next to the project

Any open Timeline or Project panels from these projects will have a lock icothée panel tab. You
cannot move or rename projects in this state. Holding Cmd/Ctrl while daublicking a project will
open it in Read Only mode.

Closed: Projects in this state have an outlined icon and may have a red lock. This iediche
project is closed on your system and not using any memory or processing polfarred lock is
present the name of the editor working in the project appears next to the potje

You can move or rename closed projects only if they do not have a red lock icon.

Working in a Read Only project
Although you can't do any editing in a Read Only project, a variety of tasks dhmbstperformed
without changing the project:

» Load clips and sequences into the Source Monitor

e Set In/Out points and perform edits from the Source Monitor
» Play sequences in the Timeline and Program Monitor

» Export media, XML, AAF, EDL, etc.

» Copy project items into a project that is open Read/Write

Lock iconnext to sequence
name indicates no changes
can be made.

» Dreamersv03 @

:00:00 00:00:05:00 00:00:10:00

Refresh Notifications

While working in a Read Only project, if the user who is editing the project saxw changes
Premiere Pro will show a notification. The notification is not an error butgy information that
you are no longer looking at the most current version of the project. When ttapens the Project
panel will show a small yellow alert triangle.

The Production panel will also italicize the name of the project with chasg

Left: Noti cation in Project @ ~ BB 0l EDITS
panel. Alert triangle means that -

the project has been changed. Project: 00_Dreamers Edit (Marjorie) & A = P 00 Dreamers Edit

Marjorie

Right: Italicized project in 00_Dreamers Edit.prproj [ 01_SEQUENCES Vivek
Production panel.

To see the new changes, usefresh Projedh the panel menu of the Project panel, &ile >
Refresh All Projects You can assign keyboard shortcuts to both of them of course. Rafresh
command is also found in the context menu if you right-click on a project in thed®ction panel.
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Shared Storage Systems
Productions can be saved anywhere you already work with a single projésttiowever a
networked shared storage system is required for a team of editors to caltate in a Production.

Productions in Premiere Pro are flexible and designed to work on a wide rarfgevailable storage
solutions. Because Productions can work on many systems it is not pes&blAdobe to validate
compatibility for specific storage systems.

Before purchasing or renting a shared storage solution, ask if it has bestedeio work with
Productions in Premiere Pro. In general, here are some best practicessfogdProductions on
shared storage:

* Network A ached Storage (NAS) systems usually o er multiple ways to connect.
When choosing between options like SMB, AFP, or NFS always prefer cangegith SMB.

« Premiere Pro can handle translating path di erencesbetween macOS and Windows. For
best results on macOS make sure the same volume name is used on all systems. @owsgin
make sure to map the share to a drive le er that is the same on all systems.

e Other types of shared storage systemthat use proprietary le systems or client applications
to connect can work with Productions assuming they provide updates to thesystem in a
way Premiere Pro can understand.

Check with the storage provider to see if they support Productions.

» Scratch disks(Auto Save, Preview Files, etc) are safe to put on shared storage.
Productions will set the scratch disks next to the Production folder byadétfand the location
can be con gured in Production Se ings.

e Media Cache Filesand Media Cache Database are recommended to stay either in their
default location on the system boot drive or on a separate fast SSD directiched to each
workstation.

Adobe does not recommend and cannot support con gurations where MediadBa les are
placed on shared storage.

< Like with traditional hard drives, a faster connection will generally yield be er performance.
A 1 Gbps connection speed per workstation is the minimum for working in a Pithn.
For greater than HD frame sizes and larger Productions a faster connelkie 10 Gbps is
recommended.
e more users working simultaneously in a Production, the faster the sage system and
network need to be.

*  While it is safe to store a production in a consumer le syncing servicéDropbox, Google
Drive, etc), doing so is not recommended to simulate a shared storage sysimllaboration
with Productions is not designed to work with these servicesSee the section titled

“Decentralized Collaboration with Productions” for an example of htavshare Productions
without a shared storage system.

A note on server time
The editing system time must Core parts of collaborating with Productions rely on the timestamps l&fsfias reported by the file
match the storage server'stime.  gystem. With shared storage systems there is usually a configurable&gime setting.

Always check that your editing system time matches the storage server'sie.

The easiest way to ensure this is to set the server to communicate with a NTP timersé# this is
not an option, manually setting the time as close as possible will work. Maketa to check the
server time every so often to make sure it has not drifted. More than a few minutésid either
direction can lead to unexpected behavior.
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Turn XMP ID o when work
ing from shared media.

If the ID is modi ed, or
the clocks are not in sync,
Premiere Pro may start
re-generating waveforms etc.

Project Locking settings in
the Collaboration preferences.

The New Production
dialog box.

Creating a Production
A few settings in Premiere Pro are recommended when working in a Production

« InPreferences > Mediauncheckthe following:

e Write XMP ID to Files on Import
e Write Clip Markers to XMP

* InPreferences > Collaboration

» Make sureEnable Project Lockingchecked.
» Enter aUser Namehat others will see when you open a project.

e ChooseWindow > Workspacesanduncheckimport Workspaces from Projects.avoids having
your workspace change when opening projects used by other editors.

Preferences

| General : ;
Collaboration System:  Team Projects

Appearance
Audio Unshared Team Project Changes

Audio Hardware Share reminder every: 2 hour(s)
Auto Save Warn when closing the Team Project
| Capture
Collaboration Project Locking
Control Surface Enable project locking User Mame:

Device Contol All projects must be closed before changes will be applied.

Graphics

What is XMP?

Adobe’sExtensible Metadata Platfor(XMP) is a file labeling technology that lets you embed
metadata into files themselves during the content creation procesenfere Pro can use XMP to
track separate media files that may have similar attributes like videsfivith the same file name
from the camera.

Most solo editors are not affected by these settings, but they can neghtivepact collaborative
teams working on a shared storage system. SBecentralized Collaboration with Productioria?

an

example of a workflow that benefits from turning on these features.

Steps to create a Production

1.
2.
3.

ChooseFile > New > Production...
Give your Production a name. This will also be the name of the folder on disk.

Click the blue path text to select a location to save the Production fal@er collaboration,
make sure to save the Production on your shared storage.

. ClickCreate.

. The Production panel is opened and your first project is created for you.
New Production

Projects added to the Production panel share project settings and track media across
projects.

Production Name  Sample Production

Where

Note Project Locking in Collaboration Preferences will be enabled.

After creating your Production, choodgile > Production Settinggo configure the settings for your
Production. These settings apply to all users who open the Productioe.t8e section on
“Production Settings” for more information.
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The Open Production
dialog box.

When an existing production
is rst opened and none of the
projects are opened, only the

Production panel will be visible.

Opening a project will also
open the rest of the Premiere
Pro interface.

NOTE: The production folder
is designed to only contain
Premiere Pro project les.

Do not store media or other
les in your production folder!

Opening an Existing Production

Opening a project that is part of a production will also open the productiodit&s used to
opening their project from Finder/Explorer or the Home screen recest tian continue to do so.

1. From the Home screen or with a standalone project open cho&de > Open Production

2. Select a recently used Production from the dropdown menu and cOglen,
or clickBrowseand navigate to an existing Production folder and choose it.

Open Production

Recent Sample Production

'( Browse :}

Open

Opening Productions

Unlike standalone project files, only one Production can be open at a timejdets that live
outside a Production can be opened while a Production is open. Premierésfome screen will
show a list of most recently used projects, including projects that are paa Production.

Opening a project that is part of a Production (via that list or a double click @k)dwill also open
the Production.

To import an existing project into your Production, se&dd Project to Productiorielow.

Building Out a Production
Productions are designed to be flexible to allow for any number of workftowlow you organize

your projects and folders is completely up to your needs. If you're not surengho start, consider
the example structure in the image iWhat is a Productidrabove.

What would have been a bin in a single project is now a project inside the Prodacti

For collaboration, keeping projects small means you are less likely teehavo editors needing to
both be working in the same project at the same time.

® @® [ Sample Production

13 items, 74.89 GB available

Name

~ [ 01 Working Projects
B Cuts.prproj
A old cuts.prproj
~ 7] 02 Scenes
B Scene 01.prproj
B Scene 02.prproj
B Scene 03.prproj
~ 7 03 Misc
B Graphics.prproj
B Music.prproj
B Sound Effects.prproj
B stock clips.prproj
Sample Production.prodset
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The left icon is the New
Project button.

Project panel lock icons.

The Add Project To Produc-
tion command upgrades the

project version if necessary.

It also ensures the project
isn't a duplicate.

New project

Click theNew Projecbutton or chooseNew Projecfrom the context menu. Give the project a
name and click OK. When in a Productidfile > New Projectwill create a new project in the
Production panel as opposed to a standalone project.

New folder
Click theNew Foldebutton or chooseNew Foldefrom the context menu. Give the new folder a
name and click OK.

Moving and renaming projects and folders

Projects can be moved or renamed if you have them open read/write (green pen)ico if they
are closed with no red lock. Folders can be moved or renamed if all of the projexsisié are in
one of these states.

Changing project lock status

A project that is open read/write (green pen icon) can be changed to read onhhatit closing the
project so that others can then open and modify the project while you keep viayit. Click the
green pen button in the Project panel or right-click on the project in the Puotion panel and
chooseRead-Only Mode

A project that is open in read only mode (solid icon, no lock or pen) can be change@é#alfwrite
mode if no other editor has it open in read/write mode. Click the red lock icon in thejéct panel
or right-click on the project in the Production panel and chooBead-Write Mode

Adding an existing project to a Production

To incorporate existing project files into your Production, use theéd Project To Production
command.

Right-click in the Production panel or use the 20@

Production panel menu to choosAdd Project To [iaitaiiatiasial=
Productionand then choose a project on disk. pel

Close Panel

Premiere Pro will make a copy of the project i

F : : ~ [l 01 Working Projects;

inside the Production. The process will also P s hewi Project
upgrade the project version if necessary and :

% New Folder
L . [ Oldcuts Add
ensure it is not a duplicate.

Rename Production

While it is possible to add project files to your

Production via the file system directly, avoid D 2 hoftash Al Prolcts
. ) . = Save All Projects
doing so unless you are certain the project : Close All Projects

comes from the same version of Premiere Pro 2 Mise T ———
and is not a duplicate of an existing project in
your Production.

If you're not sure, use the Add Project To Production command.
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Make a copy of a project
using theMake a Copy
command.

Do not make copies
directly in your le system.
Do not useSave Asr Save
a Copyinto the production

folder.

Careful when emptying
the trash.

Avoid duplicating projects
in Finder or Explorer.

This will create exact duplicates,

and you'll have two projects
with the same ID.

Make a Copy of a project

If you need to make an exact copy of an existing project file, right-click on ihé&Rroduction
panel and chooseMake a CopyDoing this from inside the Production panel allows Premiere to
make sure that the unique ID inside the project file is not duplicated. Avoaking duplicates
directly in the file system, Finder, or Explorer.

See "A note on duplicate projects” below.
@
Production: Sample Production
e 1 of 8 items selected
Name T Project Locked
~ [l 01 Working Projects
P cus Matt
T Reveal in Finder
D oldcuts, ;
~ Il 02Scenes Close Project
| Scene0l =
D. cene Make_a Copy

P sceneo2
Move To Trash

EI Scene 03

Read-Only Mode

> Bl 03 Misc
Rename

Using a template project or production

Building out a production that can then be used as a template for future prdotuts is a great way
to ensure consistency. After you have set up a production to your liking ydoo a new location,
making sure the folder name isn’t changed. Open the production and use the Rerf@roduction
command found in the Production panel menu to give it a new name.

If you have a template project file you like to use instead, make sure that you &ddyiour new
productions using the Add Project to Production command found in the Protlan panel menu.

Using the trash

When a project or folder in the Production panel is no longer needed it can be setit¢ trash.
Select the project(s) or folder(s) and click the trash button. Projectd #olders can also be
dragged to the trash. The trash will not appear in the main Production paséluntil a project or
folder has been sent to the trash.

Emptying the trash
Right-click on the trash in the main Production panel list and cho®®veal in Finder/Explorer
From within Finder or Explorer delete any items you are sure you no longer need

Remember that deleting items on network storage cannot be undone.

A note on duplicate projects

Every project file has a unique ID inside of it that Premiere Pro uses to keek tfedips as they
move across projects inside a Production. It is important that no two pectgan a Production
folder have the same IDAvoid duplicating projects in Finder or Explorer

Always use theéddd Project To Productimommand when bringing a project into your Production.
Use theMake a Copyommand if you want an exact copy of an existing project.

If projects with duplicate IDs are found in the Production folder PremaiBro will show an alert
event notification in the bottom right corner of the screen.
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If you see an alert about Duplicate IDs

If two projects in the Production share the same ID, functions Rexeal in Projecnd others can
be negatively impacted. Premiere Pro displays a warning to let you knovt tme or more projects
in the Production folder share the same ID.

When duplicate Project IDs
are detected, Premiere Pro
throws an alert.

Click the red alert icon to open the Events panel where you will get more infotioraabout the
problem plus a guide for solving the problem.

Opening the Events panel
explains how to resolve the
issue.

02/27/20 13:13:48  Duplicate IDs

Event Details
Duplicate 1Ds

This Production contains projects with duplicate 1Ds, which will interfere with
tracking media across projects.

Please remove these duplicated projects and add them to the Production using the
'Add Projects' command in the Production panel. Duplicate projects are listed in a
text file at:

fUsers/matt/ Desktop/Productions Demo/Sample Production/Duplicate Projects

List.xt

When Premiere Pro detects duplicate project IDs in the Production foldgext file is also created
in the root of the Production folder that lists the duplicate projects so yam@asily find and
remove them. You can use thReveal Production in Finder/Explooemmand in the Production
panel menu to quickly open the Production folder.

Look for a text file calleduplicate Projects List.txthis text file will disappear when there are no
more duplicates in the Production.

If you need both copies of a duplicated project, move one outside the Prothrcfolder and then
add it back using théddd Project to Productiocommand found in the Production panel menu.
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Production Se ings

Similar to project settings in a standalone project file, each Produttias settings that are applied
to the entire Production. When collaborating inside a Production every edivill see the same
shared settings for the Production. ChooBée > Production Settingsto find the settings as
described below.

General settings

The renderer setting applies to all systems that are working in the ProiductFor situations where
a system isn’t able to match the exact renderer specified in the Productgtirggs Premiere Pro
will choose the closest available.

Scratch disk settings
Preview les rendered by one A Production’s scratch disks default 8ame as Productiowhich means the folder that contains
editor can be available for all - yqyr Production folder will also contain your scratch disk folders. Fditerial teams collaborating
editors who use that project. on shared storage it is important that the scratch disk folders be set to a shimeation that all
edit systems will be able to access.

Media referenced using Motion Graphics Templates or Creative Clobddries will only be
available to all edit systems if the scratch disk setting is set to a sharedidoca

Auto Save

If you need to recover a file from Auto Save, navigate to the scratch disk locdtipAuto Save and
locate the project file that matches the name of the project you are looking fithere will always
be one copy of the project with no user name or timestamp in the file name — this wilbgk be
the most recent Auto Save.

Older copies of the project will have a timestamp and the user name appendetéformat
ProjectName-YYYY-MM-DD_HH-MM-SS-UserName.prproj

Ingest settings

Ingest settings are disabled for Productions. Proxy files can still ®ated by selecting clips and
choosingProxy > Create Proxie®r Attach Proxiesfrom the context menu. See "Frequently Asked
Questions" on page 76or more information on ingest settings.
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Understanding Clips in a Production

Before Productions, if a clip existed in a sequence it would always have agponding Source
Clip in the same project as the sequence. Moving sequences across psojestilted in all the
dependent clips coming across as well, often meaning projects corgdiduplicate Source Clips.

Productions in Premiere Pro bring a new model of clip referencing. While iy meem like a small
technical detailthis new model is arguably the most important part of how productions.Waork
understand this new model of clip referencing imagine a production slified down to two
projects: amedia project containing clips and &éimeline project containing a sequence with those
clipsin it:

Production

Media Project Tirmeline Project

\. J

In a production, as clips are edited from the media project into the sequencédntimeline project,
no new Source Clips appear in the timeline project. If the media project hasdips and all of
them are cut into the sequence, the timeline project will still only have Initehe sequence. The
clips in the sequence instead refer back to the original Source Clips in théiangroject. As
sequences are moved between projects in a production, no duplicatesciipe created in the
projects!

Clips in the Scene 01 project
exist in the sequence in the Cuts
project without duplicates.

For work ows requiring This new clip referencing model only applies when working inside a protilue. If two standalone
duplicate clips to be created,  projects are open like in the above scenario, you will see the same behaviemiare has always

using the Duplicate command . . . . . . .
or Copy/Paste or holding Cmd/ had: a clip in a sequence requires a corresponding Source Clip somewhereiproject.

Ctrl and dragging will create  There is no preference to turn on this referencing model outside of a proéuthor is there a way
duplicate items. 5 tyrn it off if working inside a production; it is a fundamental feature to img with productions.
This new clip referencing model also changes the default behavior wheagding items (clips,
sequences, etc) between projects in a production. Outside of produgithis operation would be
the equivalent of a copy and paste: both projects would end up with copies of tems. In a
production, the default behavior is a move. The items leave the origin @cbjand land in the
destination project.
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Reveal in Project
Assigna keyboard shortcutto  Right-clicking on a clip in a sequence and choosiRgveal in Projeatill bring forward the
Revealin Project.  annropriate project containing the original Source Clip and selec thip in question. If the project
file is not currently open it will be opened. If the project is opened but the oréd Source Clip is no
longer in the project, Premiere will offer to scan any other open projectsttempt to locate the
clips.

In the rare case that doesn’t work, see tReassociate Source Cligsmmand below.

Generate Source Clips for Media

This command in the Edit menu applies to a selection of clips in a timeline. Wissdpany
selected clips in the active timeline will lose their links back to the ar@iSource Clips and have
new Source Clips created for them in the same project as the sequence.

This is useful, for example, if you receive a project file from a Productianianing only a
sequence and wish to restore it to a standalone state with Source Clips.

Another use forGenerate Source Clipsto prepare a sequence for turnovers. Duplicate the
sequence into an empty project, then select all the clips in the sequence &dse Edit >
Generate Source Clips for MediaThe project is now self contained and ready to send.

Reassociate Source Clips

This command in the Edit menu applies to a selection of clips in a timeline. Wheryou will be
asked to select a .prproj file to search for Source Clips matching any of tleetsel clips and
“reassociate” them. This can be necessary in some cases where Soursdl@ipvere cut into a
timeline have been moved from the project they were in at the time of the edit.

This command, while powerful, is not intended to be a common part of Prodaietivorkflows but
rather to help in rare cases when projects have been reorganized or digdipt

Clip Markers

Premiere Pro’s clip marker paradigm does not change when working in a Pctidn. However,
because Source Clips can live in projects separate from sequences wheyeare used there are
some things to keep in mind:

« If a project with Source Clips and a project with a sequence containingalatips are both
open in read/write mode then adding a clip level marker to either clip instanill cause the
marker to appear on the other clip instance.

e If aclip marker is added in a sequence but the project containing the SouiipeisChot open in
read/write mode, the marker will exist only in the sequence. e next time bothrpjects “see”
each other (meaning they are both open read/write) the marker will appear e Source Clip
and vice versa

Clip Name & Label color

Clips cut into a sequence take the same name and label color of the Source Clim fRatt point on,
the name and label color are unique to that instance of the clip. This is useful éokflows where
editors want to modify the name or label color in their sequence, but not upslather sequences
that use the same clips.

Click the wrench button in the Timeline panel and chooSéow Source Clip Name and Labdb
show the name and label color of the original Source Clip. With this prefegemt, changes made
to the name or label color will update the original Source Clip.

Nested Sequences

In a production, sequences do not link across projects like clips do. If yme laanested sequence
inside a container sequence and move or copy the container sequence acposjects, a copy of
the nested sequence travels with the container sequence.
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Source Clip e ect parameters
can't be edited from timeline
clip instance.

Source Clip effects

Adding, modifying, or removing Source Clip effects in a Production reggibpening the original
Source Clip project in a read/write state. If you select a clip in a sequence amwdthie Sourcetab
in the Effects Control panel, any Source Clip effects will be displayed dualnle to be modified.

Effect Contrals =

1~ Edit FINAL v08 - Take 01

Lumnetri Color

Basic Correction

The visual results of Source Clip effects will still always be shown in thgrBmo Monitor. Using the
Global FX Mutavill bypass Source Clip effects in the timeline.

Right-click on a clip in the timeline and choo$®eveal in Projedb find the Source Clip and add,
modify, or remove Source Clip effects.

Multi-Camera Source Sequences

Multi-Camera Source Sequences (multicams) are handled like ordjraource Clips from the
perspective of Productions. Like with Source Clip effects, opening lioam to modify the
positions of the clips inside requires having the project containing thulticam to be openin a
read/write state.

Cmd/Ctrl + double click on a multicam clip will open the project that contaim& tmulticam and
open it in the Timeline panel for you.

Additional Useful Commands in a Production

Save All

This command saves all open, writeable projects with unsaved changés ukeful to assign an
easy to remember keyboard shortcut or even re-mapping Cmd/Ctrl+S sodhevery save will save
all projects.

Close All Projects
This command will close all open projects and is located in the Productiongdanenu or the File
menu.

Refresh All Projects
This command will refresh any projects open in a Read Only mode that have gttt be shown.

Reveal in Finder/Explorer
Right-click on any project or folder in the Production panel to show it in Fendr Explorer.

Reveal Production in Finder/Explorer
This command is located in the panel menu of the Production panel and will ogemroot level of
the Production folder in Finder or Explorer.
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Migrating an Existing Project to a Production
Traditional Premiere Pro projects that exist inside a single .prprejé¢an be easily transitioned into
a Production using the following steps.

If your work uses a single project file
1. Create a new Production.
A newUntitledproject is created and can be used as one of the projects in Step 4.

2. Use theAdd Project to Productiocommand to bring the existing standalone project into the
Production.

3. Open the added project and with the Project panel selected, chdede > Consolidate

Duplicates.
Make sureto drag the clips 4. Create a new project for each bin, then move the contents of each bin into a&sponding
across projects to move them. project in the Production. Leave all the projects open while doing thispste

Do not Copy and Paste. o ) o _ )
5. When the original project file is empty it can be renamed to be used later orptié trash.

If your work uses the earlier Shared Projects workflow
Shared Projectsare now called  While Productions do replace the existing Shared Projects workfltwere are enough differences
"Project Shorteuts™.  patyween them that it is recommended to finish any existing work using SdaPeojects rather than
attempt to migrate them into a Production.
If youmustmove to using Productions, combine all the media and sequences across yatous
projects into a single project file. Then use t&elit > Consolidate Duplicatescommand and use
that new single project file to break it apart into a Production using the abateps.

If your work uses Team Projects
Open your Team Project.

ChooseEdit > Team Project > Convert Team Project to Project...

Save the project file to your disk.

P w N ke

Follow the steps above to break the single project apart into a Productio
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Decentralized collaboration
using project les to share
sequences.

Decentralized Collaboration with Productions

A common workflow today involves multiple editors and assistants in aegie locations editing
with copies of the same project file linking to identical copies of the samediaeEditors share
project files and import new sequences to stay up to date with each other.

Team Projects is an excellent fit for many of these situations but isn't@mate for all. For those
cases Productions can be used similarly to the existing single projeckflmw. In fact, the concept
is essentially identical but allows for key improvements:

Rather than sending your entire copy of the project file to another editougan put your
sequence into an empty project file, send it, and the receiving editor vg# the Add to
Production command to bring the project file into their copy of the Prodiat

When receiving new sequences via the above method the clips in the seqeierilt
automatically point to the Source Clips in the receiver’s Production

No duplicate clips will be created via this process

Editor 1 Editor 2

-

Clone of production folder Clone of production folder

Cloned media + assets Cloned media + assets

Building a decentralized offline workflow

1.
2.
3.

N o o &

The bulk of media should be ingested by one editor in one Production
InPreferences > Medenable“Write XMP ID to files on import”

Once initial media is imported and organized in a Production, clone thedim and Production
to the other locations

a. While Premiere Pro can relink and remember multiple recent paths fedm if the paths
are different in each location, it is best if the media is cloned in such a way tlegpaiths
are identical on each system

. Each editor works in their copy of the Production

. To share sequences or other elements move them into a new project

. Send that new project file to the other editor

. The receiving editor uses thadd Projet command to bring the project into their Production
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Updating or Renaming a Production
Before updating or renaming a Production make sure that all other usersl@duosed Premiere Pro.
Update or rename is done by a single instance of Premiere Pro.

Updating a Production
When opening a Production from an older version of Premiere Pro the Proaucinay need to be
converted.

Convert Projects

Pr The projects in this production were saved from a previous version of Premiere and

must be converted. A copy of the production will be created for the conversions.
The original production will not be modified.

ClickingConvertwill make a copy of the Production folder and not touch the original. The new
copy will have the new version number appended to the end of the Productiomé&lname. All of
the project files inside the Production will be converted and the newly eerted Production will
be opened.

Renaming a Production
1. Make sure any other editors in the Production have closed Premiere Pro.

2. ChooseFile > Close All Projects.
3. In the Production panel menu choosRename Production

4. Enter a new name and click OK.

Using the Project Manager with a Production

The Project Manager continues to operate on one project file at a time and candsson any
project inside a Production. If a project contains one or more sequencdgtwe Source Clips are in
other projects, the resulting project after using Project Managet nalt have new Source Clips
created.

Use theGenerate Source Clippmmand in the resulting project file to create new Source Clips.

A er E ects & Dynamic Link in Productions

Productions retain the full use of Dynamic Linking to After Effects cosipons. Store any After
Effects project files outside of the production folder; the Produatiganel will not show .aep files,
only Premiere Pro projects.

Importing After Effects projects using Dynamic Link or using eplace With After Effects
Compositionrcommand from the Timeline panel work as expected in a production.
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Frequently Asked Questions

Is Creative Cloud for Teams required to use Productions?
No. Every user with Premiere Pro can take advantage of Productions. licwhéing with multiple
editors requires a networked shared storage solution.

Are Productions replacing single project files or Team Projects?
No. While solo editors can use Productions and benefit from some of the featuit is up to each
editor whether they prefer to work in a single project file, a Production, oear Project.

Can | upload my Production to Team Projects?
No. A Team Project can be saved as a standalone project file and then added to ad®iol, but
not the other way around.

Has Shared Projects been removed from Premiere Pro?
Productions replace Shared Projects, but the functionality rensdémPremiere Pro with the
concept of aProject ShortcutWith a Project panel active, chooséle > New > ProjeciShortcut.

Project Shortcuts can be useful for editors working in a single project hlitvganting to link to
commonly used projects. Project Shortcuts can be created inside tsjén a Production, though
most workflows would benefit more from using thAdd Projectommand to bring the project
inside the Production.

Do | need a server or shared storage to use Productions?

No. Individual editors can use Productions while storing them anyvehetrey would normally keep
a single project file. A networked shared storage solution is only reggiifor collaborating with
other editors in the same Production.

Is there a difference between a standalone project file and a project file eated inside a
Production?

At a basic level, no. Project files created inside a Production have the sprpsj extension and
are fully complete Premiere Pro project files. They can be moved outside abdition and
opened as a standalone project.

Note in that scenario that if clips in a sequence link to Source Clips in a diff@mject, you will
not see those Source Clips when the project is opened outside of the Prodnctise theGenerate
Source Clipsommand if you want the project to exist as a standalone project.

Can | add a project saved in an older version of Premiere Pro to my Production?
Yes. Use thédd Projectommand to add your project file to your Production. During this process
Premiere Pro will update the project file if necessary.

Do Productions support macOS and Windows systems collaborating irtk the same
Production?

Yes. In the same way that a standalone project file can be opened on either mac®8nalows,
Productions support both systems at the same time. The first time openingodi®tion on a new
platform you may be asked to confirm the scratch disk location.

Make sure to set it to the same location on the server and Premiere can handle tmstation of
drive mounting between the two operating systems.

If the Renderer chosen iRile > Production Settings > Generak not available on one of the
systems, Premiere will choose the next best renderer automatically.example if a Production is
created on Windows with the CUDA renderer chosen, when it is opened on mac@®&IMill be
used automatically.
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Can | work in multiple Productions?

Only one Production can be open at a time, but there is no limit to the number of Paiituns you
can create or use. Chooséle > Open Productionto see a drop down menu of recently opened
Productions or select recent Productions from the list of recent items onviledcome screen.

What is the .prodset file that lives inside a Production folder?
This file is used by Premiere Pro to store Production settings and othernimdition. Do not move
or modify this file.

Is there a limit to how many projects | can have in my Production?

No. Productions have been tested with large numbers of projects and penémce generally
scales well depending on factors such as storage bandwidth and numbenaflsaneous users.
For better performance working in the Production panel it is advised to jxgeojects organized in
folders of a reasonable size and to avoid a monolithic folder containingrgvproject.

Can | use Ingest Settings with a Production?

Ingest settings are disabled in tiroduction Settingdialog because they are designed to apply to
a single computer at a time. To use Ingest Settings first close your Pramuatid create a
standalone project that is saved outside of the Production folder. Setrydesired Ingest Settings
and import your media.

After all ingest operations have finished, save your project and clos@jiten your Production and
use theAdd Projectommand to bring the project file into your Production. From there you can
use the ingested clips normally.

Can | save other media or files in my Production folder?

Do not store any other files or media inside your Production folder. While Broduction panel will
only show folders and project files, any other files placed in the Produrctolder do have to be
scanned by Premiere Pro and therefore could cause performance issues.

Can | do all my Production organization in Finder or Explorer?

For best results it is recommended to do organizational work inside thed®igiion panel. While it
is true that operations done on disk (moving files, renaming, etc) area@fld in the Production
panel, doing those operations inside Premiere avoids some potential fgfa

For example Finder or Explorer may let you rename a project file in an instantoera/Premiere
Pro would not due to another editor working in iAlways avoid duplicating project files in Finder
or Explorer.

Can | take a Production home with me to continue editing and then integrate my cnges to the
Production living on shared storage at work?

Yes. Assuming you have a copy of the media on your laptop or external drive, youldhake a
copy of your whole Production folder with you. To keep things simple, do yoanmte editing in as
few projects as possible.

For best results, create a new project that contains only the sequences g@editing at home.
When you return to work, open the original Production on shared storage asd the Add Project
command to bring the home project or projects into your original Produmi

See the sectiorfiDecentralized Collaboration with Productions" on page.74
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Chapter 7

Multi-Camera
Editing
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Source les are synced
into a Multicam , and the
Multicam is edited into your
edit sequence.

The o cial term used in
the software is aMulticam-
era Source Sequendeit in

this chapter, we'll use the

term Multicamfor short.

Multicams require a mini-
mum of one video clip. It's
important that you select
only video and audio les. If
somethings else, like image
les or bins, are part of the
selection, the option will be
grayed out.

Multi-Camera Editing

A Multicam is a special kind of sequence that holds synced video and audio clips
The Multicam allows you to insert these into your editing sequence as one gife
clip. A Multicam can be very simple, like an interview with just one video clip ad
an audio clip, or more complex, containing multiple camera angles and audio
channels.

When editing, the Multi-Camera View in the Program Monitor lets you see ever
camera angle and switch between them.

Multicams are essential to syncing picture and sound for any turnovasdd workflow, even if only
a single camera and an audio recorder is used. Multicams will preserve dettaof the source clip
when exporting for turnover. For this reason, you should use Multicamsytocseven just one video
angle with one audio clip, instead of using Merge Clips.

Creating Multicams

When creating a Multicam you must choose a
syncing method. But you'll also make choices
that affect the sequence settings, including the
audio output, of your Multicam. These settings
will determine how the Multicam behaves
when you cut it into your editing sequence.

Create Multi-Camera Source Sequence

It is important to get these settings right when
you create a Multicam, because they cannot be
changed easily after the fact.

To start creating a Multicam, select the audio
and video clips in the bin, right-click, and
chooseCreate Multicamera Source Sequence
You can also choos€lip > Create Multicamera
Source Sequencer make a custom keyboard
shortcut. This will open a dialog box where you
can tell Premiere Pro exactly how you want it to
create the Multicam.

The order in which you select the clips in the
bin will affect the order of the tracks in the
Multicam.

Audio Channels Presel:

The first clip you select will be Camera 1. If
instead you select an entire bin, alphabetical
order will be used.
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Choose a Name for the Multicam
You can tell Premiere Pro to name the new Multicam based on the video or audio clipes
followed by your custom text — or choos€ustomto ignore the clip names.

of the panel. Create Multi-Cam

Custom Magician_Multicam

Video Clip Name +

Audio Clip Name +

v

If you choose to use the video or audio clips names, the selection order befoo®singCreate
Multi-Camera Source Sequerisgmportant. The Multicam will use the name of the first video or
audio clip you selected. If the syncing results in more than one Multicara,same principle
applies to each of them. Pay attention to the selection order when you creater WMulticams.

Choose the Syncing Method
Now you can decide how the audio and video will be synced together. The most commethods
are timecode and audio waveforms.

The preferred method is timecode, provided the video and audio clipséavatching timecode

embedded. In professional multicamera shoots, each camera or recaydevice gets the same
timecode, either from a timecode generator, or by jam syncing them. PemmiPro will read the
timecode and align the files, and this happens almost instantaneously

Like syncing with timecode, syncing by audio can be done in a batch. The magokill be done by
comparing waveforms, so all sources must have usable audio. Syncing dip @&ia good option if
the sources don’t have matching timecode. For long recordings it wilsl®ver than timecode
sync.

It's also possible to sync based on clip markers or In/Out points that yowetersnually, but these
methods require you to create each Multicam individually. After the ipisi are set, this kind of
syncing is also almost instantaneous.

Syncing by Timecode

When syncing by timecode you have a few options that are unique to timecodesyn TheCreate
single multicam source sequermgtion will do exactly that: put all the synced clips in one single
sequence even if there are gaps in the timecode where no camera was running

Timecode section )
of the panel. @ Timecode

Create single multicam source sequence

To properly sync clipsand

create Multicams the Time Track_ ASSigI‘ImEﬂtS: Camera Angle

code option inPreferences >
Mediashould be set tdJse

Media Source

None

lgnore Hours

~ ) Camera Label
o Sound Timecode

Reality TV shows often choose to record willime of Daytimecode, and not all cameras are
necessarily recording at the same timeQiffeate single multicam source sequeist®t enabled,
Premiere Pro will create a new Multicam every time it encounters a timecodp.g
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Camera Label and
Camera Angle metadata
elds can be found by
searching forcamera

You may want to create a
new View preset, for quick
access to these metadata
columns later.

ChooseSave as New View
Presein the Project panel
menu.

Left: Camera Angle
drop-down menu.

Right: Bin with Camera
Label and Camera Angle
columns populated.

Each video trackin a
Multicam shows as a camera
angle in Multicamera View,
so you can think of Track
Assignment as camera
assignment.

You can assign €amera Labelor Camera Angleto groups of clips to let Premiere Pro know which
camera clips are from. These metadata categories are not shown by defautiunproject window
and must be enabled in the metadata display panel. Right-click a columndeean the Project
panel or use the panel menu, and choos#etadata Displaythen entercamerain the search field,
and choose the column you need.

Metadata Display

camera

Move the header in the Project panel to place the column further to the left if yaaniv Even
though the Camera Angle column has a drop-down menu, you can override it byrigpn
numbers or words.

Name A Camera Label

Low Angle

Camera Angle

Eye Level Magician Performance

High Angle )014_01 Main Cam

Overhead Shot )15.MP4 T

a416.MOV Moving Cam

Birds Eye Shot

6417.MOV Moving Cam

Dutch Angle

) 6418.MOV Moving Cam
POV 6418.MO g

. 8515.MOV Backup Cam
Over the Shoulder 2 A
Audio 1

Rune C.wav FIELD

Reaction Shot

If no camera angle or camera label is assigned, Premiere Pro does not knovhwlifts come from
what camera. If a camera has been stopped during a shoot, resulting in nhelktips, these will be
interpreted as different cameras in your multicam.

When you add info to Camera Label or Camera Angle and choose it ufdack Assignments
Premiere Pro will place all clips with matching metadata on the same tragidraudio will be
placed on the first audio tracks. Premiere Pro only uses Track Assignmbahwyncing by
Timecode.

Another option when syncing by timecode ignore Hourslt's common practice to use the hours
part of timecode to indicate the camera angle. A clip with timecode stagtimith 01 would be
camera 1, a clip starting with 02 would be camera 2, and so on.

01:02:13:11 Camera 1l
02:02:04:09 Camera 2
06:02:23:14 Camera 6

If Premiere Pro would try to sync these using the whole timecode, it would Eetause there is no
common timecode. Wherlgnore Hoursgs checked, Premiere Pro will read these as 02:13:11,
02:04:09, and 02:23:14, and will be able to sync them.

Best Practices & Work ow GuideMulti-camera editing 82



If the timecode from one source is off, open the clip in the Source Monitor and fire sync point.
Most often this will be a clapper. CligRlip > Modify > Timecode ChooseCurrent Frameand enter
the correct timecode that matches the other clips.

Syncing by Sound Timecode

In order to use Sound Timecode for syncing, the video clips need to have vatug®iSound
Timecodemetadata field. The Sound Timecode value corresponds to the value of¢ode in the
sound roll that matches the first frame of the video clip.

The most common way to bring this in is via an ALE, but it's also possible to add thisiatis.

Sound Timecode can M By

be found by searching
for sound

(Custom))

Syncing by Audio

If your clips don’t have a common timecode, you can sync by audio waveformsopided that all

the clips have decent audio. If you know which track has the best audio, chdasetie Track

Channel drop-down menu. If the audio is on different tracks on different sources, choose Mix Down.

Choosethe channel with
the best audio. @ Audio Track Channel

Mix Down

When you sync by audio, Premiere Pro will create multiple Multicams if di$igroups of clips with
similar waveforms. This means you can batch sync multiple takes or scemieish will create
multiple Multicam clips.

Syncing by In Point, Out Point, or Markers

If you choose to sync using In points, Out points or Markers you must enter theseually for
every clip you need to sync. You could add markers or In/Out points where a stateapped,
where hands are clapped, or when something easily identifiable happens,dikoor slam.

The benefit of using Markers instead of In points is that the part of the clipsreghe sync point
will be available. Out point syncing is useful whenamd clappehas been used.

When syncing by Clip Markers or Infout Points, each Multicam must be set upualiy, which is of
course very time-consuming, compared to batch syncing with timecodeaadio waveforms

If you do not name the markers

(Unnamed Marker ®)ill show in O Sound Timecode
the drop-down menu.
If the clips have multiple identi- @ Clip Marker Clapper 1
cal markers, they will show in v

the drop-down menu.

If one or more clips don’t have Clapper 2
matching markers, Clip Marker
sync will not be available.
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The Video options in
the resulting Sequence

are a ected by the
sequence preset you
choose.

Video settings in a
sequence can be changed at
any time, so you don’t have
to re-sync your clips if the
Multicam is created with a
wrong size or frame rate.

Just open the Mulitcam in the
Timeline panel and choose

Choosing a Sequence Preset
No matter what syncing method you've chosen, the next step is to choose a Sexpipreset for

the Multicam. This sets the video parameters for the multicam sequenceaming frame size,
frame rate, fields, pixel aspect ratio and working color space.

Editing Mode:  Customn

Timebase: 23,976 frames/second

Video

Frame Size: 1920 horizontal 1080 vertical 159

Scale motion effects proportionally when changing fr.

w

Pixel Aspect Ratio: = Square Pixels (1.0)
Fields:  No Fields (Progressive Scan)

Display Format: ~ 23.976 fps Timecode

Sequence > Sequence Settings Working Color Space: ~ Rec. 709

and make the necessary
changes.

Choose Automatic for
Sequence Preset.

To make clipsautomati-
cally scale up or down to
the frame size of the
sequence, seDefault Media

Scalingo Set to Frame Size

It's recommended that you always choose Automatic.

Sequence Preset:  Automatic

When you selecAutomatic the video preset is based on the video format of the first video clip you
selected before you chos€reate Multi-Camera Source Sequence

The Offset Audio option is used when the audio recording is slightly out of syitic the video. This
can happen when the camera is far away from the microphone, when there will belayde the

in Preferences > Media.  5,,dio that's recorded on the camera, even though the timecode matches. Someecas) notably

O set Audio section
of the panel.

some DSLR cameras, also notoriously record audio one or more frames outnaf. sy

Offset Audio by 0 video frames.

Creating a Processed Clips Bin
TheMove source clips to Processed Clipschimice is useful for seeing what did or didn’t sync up.

This will create @rocessed Cligan and move all clips that synced successfully to the new folder.
Any clips that do not match another asset will remain in the original locatiand must be synced

using a different method.
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Audio Related Settings When Creating a Multicam

Productions have different needs when it comes to audio. If you're ediirconversation where
three people were recorded on their respective cameras, you may want atalifollow video, at
least when you're doing your rough cut. If it's a Reality Show, you will prdpalant to keep all the
audio tracks, with immediate access to all the microphones. If it's a perémce piece, you will
want to use audio from just one camera or from a separate audio recorder.

Your Multicam has an audio output most likely either stereo or multichanel. The audio tracks in
the Multicam are also routed to different outputs, and the different tkaanay or may not be
muted, and they may or may not be linked to clips in video tracks. All these thingsantrolled

by your choices in thédudio Sequence Settingad the AudioChannel Presets

Multicam audio is more complex than Multicam video. If you experienceauiss like missing
waveforms, wrong camera order, wrong panning, too many or too few audicks etcit’s likely
because a wrong choice was made in one of the two audio related settings in that€idulti-
Camera Source Sequence dialog.

A solid understanding of the audio features and handling is the key to effed¥lulticam
workflows.

Audio Sequence Settings

These settings determine how the audio tracks in the source sequence apeljated, how the
panning and channel assignments are set, and which tracks are muted. Yee thaee choices:
Camera 1, All Cameras, and Switch Audio

Audio Sequence )
settings. Audio

Sequence Settings: Camera 1

v
All Cameras

Switch Audio

A Multicam has multiple sources and can end up having a lot of audio tracks. If yource clips
have empty audio tracks, or tracks that will not be used in the final mix, diséése in theClip >
Modify > Audio Channelsdialog Shift+G beforecreating the Multicam.

Original source has
four stereo tracks.

Make sure you delete
empty tracks before
creating a Multicam. Preset:  UseFlle

Clip Channel Format:  Stereo
Mumber of Audio Clips: 4

Media Source Channel:

L-1 R-1 -2 ‘R:2
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The editor decides
to use only one of the
existing tracks (L-3) as

a mono track.

Madify Clip

Re-opening the clip
in the Modify Clip >

Audio Channeldialog
shows it's now got
only one mono track.

Medify Clip

Audio Channels Interpret Footage Timecode

Mono

Number of Audio Clips: 1

Media Source Channel:
L-1 R-1 L2 R2 L3 R3 L4 R4

dipr < O O O O O o0

Camera 1

When you chooseCamera 1in Audio Sequence Settings, Premiere Pro mutes audio from all
cameras other than the first video clip in your selection. The audio front thigp will be panned
left/right to achieve separate outputs for every source channel.

If you have audio-only clips among the selected files, these will be usettats and the audio
from all the cameras will be mutedrhis is well-suited for most dailies workflows.

With this setting, only the video portion of the source sequence is Multicamabled.

All Cameras
Choose All Cameras in the Audio Sequence Settings drop-down if you want yaltiddm to
include all the audio from your selected clips.

This will put all audio tracks from all cameras and audio recorders into thdtidam. Audio-only
clips will be placed first in the track order.

All audio tracks are unmuted up to 32 channels. If you have more than 32 chansgtrack 33 and
above will be muted by default. You can mute and unmute tracks manually, but raverthan 32
tracks can be unmuted. The number of unmuted channels of source audiemgines the number
of active output channels of the sequence.

With this setting, only the video portion of the source sequence is Muhicanabled.
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Switch Audio

The Switch Audio option will create one adaptive audio track per camera, s #udio and video
can be switched together. The number of outputs will be determined by therseLclip that has the
most audio tracks.

Audio-only clips will be placed last in the track order, and they will be linkecetnpty video tracks.
One empty camera/track will be created for every audio only clip.

With this setting, both the video and the audio portion of the source sequeiecMulticam enabled.
EnableMulti-Camera Audio Follows Vidéo the editing sequence or in the Multi-Camera Monitor
for this to work.

Audio Channels Preset

The Audio Channels preset determines how the audio is grouped and mappebdiwthe Multicam,
which again affects the type and number of audio tracks that are dropped winensource
sequence is nested into the editing sequence.

Custom presets
you've made in the
Modify > Audio Chan- Sequence Settings:  Camera 1
nelspanel will also
show in the list. hannels Preset:  Mono
Automatic
v
Stereo
5.1
Adaptive
1+2 (4t
3+4 (4 ch source)

Mono, Left only

Mong, Right only

Automatic reads the audio type of the first clip and uses this mapping.
This may not be what you want.

Mono maps to as many mono channels as there are output channels in the Multicam

The other choices map to Stereo, 5.1 or Adaptive tracks based on the number giudut
channels in the Multicam.

The preset you choose must have as many, or more, tracks than the source clipgim @acks
being mixed together.

In most cases for scripted workflows, the audio clips will be mono, and Mono shdd be
selected here. This will ensure that the Multicam is set up properly to passitbugh all the
channels from the sound roll.

The mix track type cannot Selecting Mono will create an equal number of mono tracks to the sound radisfiland will create a
be changed later. Avoid  \yltichannel sequence with an equal number of output channels. The ksawill be routed 1:1
choosing Stereo for most iy, e output, so that Track 1 will go out Channel 1, and so on. In other words, thisauite

work ows.
ChoosingMonoor those channels out directly, so that the multicam has access to all the auddmieels when cut in.

Automaticwill make a
Multichannel mix track,
where you can change
the number of tracks if

necessary.

For most workflows, the following procedure will yield a good result:
Modify Audio for all clips to mondeforecreating the Multicam

Use mono for Audio Channel Preset in the Multicam creation dialog
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Setting Camera Names

When creating a Multicam, you can choose between displaying camera nerabclip names or
track names from the Multicam. These labels appear in the Multi-camemWwand in the monitor
overlays.

Enumerate Cameras.

Footage courtesy of
Jarle Leirpoll.

Use Clip Names.

Use Track Names.
(track names have been
changed manually).

Result After Syncing

After clicking OK you will get one or more Multicams depending on timecode#&ks. If no camera
or audio recorder was running at a certain point in time, a new sequence will belerfar the later
clips unless you're syncing with timecode, and Create single muléim source sequence is
selected.
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Create your edit
sequence manu-
ally to avoid audio
problems.
Use the keyboard
shortcut Ctrl/Cmd+N
to create a new
sequence.

Set your sequence's
Mix format in the
Tracks tab to match
your audio monitor
ing environment.

Make surethat the
Nest-or-Not button

is blue.

Editing With Multicams
To ensure a good experience when cutting Multicams in Premiere Pro, it's a gibeal o create
your edit sequence manually, and to check some settings in the Program kbéornin preferences,

and in the edit sequence.

When using Multicams with multichannel audio it's recommended thatuoreate a standard
editing sequence manually, and not based on the Multicam. If you useNbw Sequence from Clip
feature in a bin, or drag the Multicam to tHgew Itemicon, you will get an edit sequence with
audio configured ways you most likely don’t want, like all clips being padrio the left.

Customn

76 frames.

Squa

No Fields

Audio

48000 Hz

nples

QuickTime

ence Name:  Multicam Edit Se

When you put the Multi-Camera Source Sequence into your editing seqeemneake sure the
Nest-or-Not button (nsert and Overwrite Sequences as nests or individugliglipighlighted in
blue to enable nesting, which is required for Multi-camera cutting.

x  Multicam Edit Sequence
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Notice the + signin
the Source Patching
area.

To add the Toggle Multi-
Camera Viewbutton to
your Program Monitor
button row, use the Button
Editor.
Click the + sign in the
lower right corner of the
Program Monitor and drag
the button to where you
want it.
Footage courtesy of
Michael Burton, Pretty
Moving Pictures, LLC.

Multicamera related
settings in Program
Monitor Setting
menu.

If your Multicam has more audio outputs than the number of tracks in your edgusnce, a smah
sign will appear when you select the Multicam in a bin, telling you that Premiero will add the

necessary tracks when you add the Multicam to the edit sequence. You can &tdothe +icon to
add the tracks before you do the edit.

You can read more on audio related Multicam settings in the section "Adwahblulti-camera
Workflows" on page 92.

Using the Multicam Monitor

The Program Monitor can show Multi-camera View, where you can preview atheras and cut
between them. You can also choose what to show on a monitor through Transmiprove
playback performance, and tell Premiere Pro to switch audio when you shvitideo.

Program: Century =

To enable and disable the Multi-camera View, click tiieggle Multi-Camera VieWwutton in the

Program Monitor, or use the keyboard shortc@thift+0. You can also choosklulti-Camerafrom
the settings menu in the Program Monitor.

Multi-Camera Audio Follows Video
Multi-Camera Selection Top Down

Show Multi-Camera Preview Monitor
Auto-Adjust Multi-Camera Playback Quality
Transmit Multi-Camera View

Edit Cameras...

Overlays

Overlay Settings >
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Multi-Camera Audio Follows ~ You can choosévlulti-Camera Audio Follows Vidéwre. To make audio switch with video you also
~ VideoandMulti-Camera Selec  peed to enableSwitch Audidn the Create Multi-Camera Source Sequence dialog. This is the only
tion Top Dowran also be found option where the audio clips are multicam-enabled, therefore thilti-Camera Audio Follows

in the panel menu of the edit ) . K . . .
sequence.  Videooption only work as expected for Multicams created with this setting.

Switching Cameras
You can cutMulti-Cameraat  Hit Playto start cutting between cameras by clicking the camera previews in thetivudmera
any playback speed youwant. /ey or by using keyboard shortcuts. The default keyboard shortcutséating to camera 1-9 is

So if you encounter atricky ,ahars1-9 on the main keyboard, not on the numeric keypad.
edit, slow down the playback.

Need to get the edit done  If you cut to the wrong camera, just stop, go back to where you need another camerhdw,sand

before dinner? Play at double  ¢lick the preview image of the camera you need.
speed. . . . . . .
If you're not in Multi-Camera View, you can also change camera while parkedligkingClip >

Multi-Camera and choosing the correct camera. You'll find the same choices in the radjok
menu.

Flattening Multicams

When you're done editing a Multicam, you can choose to flatten it, replgdime Multicam clips
with just the active angle. It's a good idea to duplicate the sequence beforedmthis, in case you
want to go back to the Multi-Camera editing mode later.

To flatten Multicam clips, select them and choobgulti-Camera > Flattenin the right-click menu
or create a custom keyboard shortcut. For simplicity you can select gdbdh your sequence, even
if they aren’t all Multicams, and still ugdulti-Camera > Flattento flatten just the Multicams.

When exporting to AAF, Premiere Pro will automatically flatten any Nadins.
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Advanced Multi-camera Work ows

Sometimes, Multicam edits will be more complex than what you've seen in thevipus sections in
this chapter. You may have a lot of cameras in a Multicam, and even multipleibautis in your edit
sequence or you may have specific needs for the audio. This section o$farthorough
walkthrough of the more advanced aspects of Multicam editing.

Multi-Camera Settings in the Program Monitor

We coveredMulti-Camera Audio Follows Vidéo the section on Editing with Multicams. When this
is enabled, this will switch audio and video together but only for Mult@ms created with the
Switch Audiachoice under Audio Sequence Settings. This setting is mirrored in the ediiesnce
panel menu.

Multi-Camera

related choices in . .
the Program Monitor Multi-Camera Selection Top Down

settings menu. Show Multi-Camera Preview Monitor
Auto-Adjust Multi-Camera Playback Quality
Transmit Multi-Camera View

Edit Cameras...

Overlays
M y

Overlay Settings >

Multi-Camera Audio Follows Video

If you have an external monitor showing the output preview, you don’t need ¢e & in the
Program Monitor. DeselecBhow Multi-Camera Preview Monitar only show the camera angles in
the Program Monitor, possibly giving you larger previews.

ChooseAuto-Adjust Multi-Camera Playback Qualitythe Program Monitor settings menu to
automatically use fractional playback resolutions if the system strugdteplay back all sources.

EnableTransmit Multi-Camera View the Program Monitor settings menu to show all the cameras
plus the output preview on an external monitor via Transmit.
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The Overlay
Settings panel has a
section for Multi-

Camera Sources, and

a choice for overlays
via Transmit.

External monitor
without overlays.

Footage courtesy of
Jarle Leirpoll.

External monitor with
overlays for Transmit
activated.
Here, sequence time-
code is also shown in the
output preview.
Footage courtesy of
Jarle Leirpoll.

You can turn Overlays on and off by choosifyerlaysin the Program Monitor settings menu. To

choose what kind of metadata to show in overlays, chod3eerlays Settings > Settingghe same
menu — or select a preset.

Custom Oy

~ Bottom Alignment

When you have done your choices, you can click thave Presdiutton in the top right corner of
the panel to save the settings as a preset for quick and easy access later.

In the same panel you'll find a choice #®nable Overlays for Transm8witch this on to show the
same overlays on an external monitor through Transmit.

You can reach the same settings from the Source Monitor settings menu.
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The lowest targeted
track is V1, and
the Multicam on V1
(green) will show in
the Multi-Camera
View.

The lowest targeted
track is V2, and
the Multicam on V2
(mango colored) will
show in the Multi-
Camera View.

The Edit Cameras
dialog lets you rear-
range and enable/
disable cameras.
You can also organize
them in Pages.
Footage courtesy of
Michael Burton, Pretty

Moving Pictures, LLC.

Using Track Targeting to control Multicam Visibility

When you have multiple Multicams in an edit sequence, track targeting@® which Multicam
you see in Multi-Camera View in the Program Monitor. By default, the M@léimera View always
shows the Multicam on the lowest targeted track.

" B [MC1]VK2014 05 27PGM16h23m05522 mov [V

Master

2 Master

EnablingMulti-Camera Selection Top-Dovimthe Program Monitor settings menteverseghe
default setting, making the Multicam on the top-most targeted track shin Multi-Camera View.
That means you can target V2 while making your edits without having to urg&arV1. This can be
helpful when you have many cameras spread between multiple MulticantssBetting is also
found in the panel menu of the edit sequence.

e ~~ Organizing Camera Angles Using Edit
Cameras

You can organize and select the angles to view in
the Source Monitor and the Program Monitor
Multi-Camera View via thé&dit Camerashoice in
the settings menu in either monitor.

Carriard

1

The settings are unique to each monitor, so you
can have different settings in each monitor.

In the Edit Cameras dialog box, the clips are listed
in the order that they were arranged in the
sequence tracks. You can drag-and-drop the clips
to change the order.

You can also enable or disable camera angles by
selecting or deselecting them.
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A disabled camera angle in the Edit Cameras dialog box is still using systeourees. To improve
performance of large Multicam setups, open the Multicam sequence in iheetine and mute
video tracks to avoid using system resources for those camera angles.

When you have many camera angles, it makes sense to organize cameras actigslenpages.
You can set the number of camera sources to show per page, and navigate betwagesms
needed. When you change the order of cameras, the pages reorder accdsding

The Pages controls

in Multi-Camera View Program: Century =
Showing Page 1 of 3.
Footage courtesy of
Michael Burton, Pretty
Moving Pictures, LLC.

In the Program Monitor, you can browse through the Multicam pages using thetols in the
lower left of the panel or by using custom keyboard shortcuts.

Multi-camera View Progrem Contary =
showing Camera
name and Source
timecode, plus
Sequence timecode.
Footage courtesy of
Michael Burton, Pretty
Moving Pictures, LLC.

A, 00:04:13:10
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Search eld in
Keyboard Shortcuts
dialog.

Keyboard Shortcuts for Multi-Camera Editing

multi-cam

Command Shortcut
~  Application
~  dip
Create Multi-Camera Source Sequence...
~  Multi-Camera
Enable
Flatten
¥ View
~  Display Mode
Multi-Camera
Go to First Multi-Camera Page
Go to Last Multi-Camera Page
Go to Next Multi-Camera Page
Go to Previous Multi-Camera Page
Multl-Camera Audio Follows Video
Mu era Record On/Off Toggle

Multi-Camera Selection Top Down

Toggle Multi-Camera View Shift+0
Transmit Multi-Camera View
~  Panels
~  Program Monitor Panel

~  Program Monitor Panel Menu
Multi-Camera
Show Multi-Camera Preview Monitor
Auta-Adjust Multi-

Premiere Pro has many commands for Multicam editing. Some of them are mdgdpedefault,
while others must be created by you. The onliReemiere Pro User Guidleas an overview of
useful keyboard shortcuts for Multi-camera editing.

You will find more mappable commands if you search foulti-cam (remember to type the
hyphen) in the Keyboard Shortcuts editor.

Viewing Multicams in the Source Monitor

You can view Multicams in the Source Monitor if you want to select which camergle@and audio
tracks to use from it before inserting it in the timeline. You can also add meskend In and Out
points. Double-click the Multicam in a bin or use the keyboard short&8itift+Oto open it in the
Source Monitor.

You can also select the Multicam in a timeline and use Match FraR)ed achieve this.

In theViewmenu, undemDisplay Modeyou can choose betweeNlulti-Camera vievand Composite
Videa
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Source Monitor in
Multi-Camera View
and Composite view.
Footage courtesy of
Jarle Leirpoll.

The Source Monitorhas
the same Overlay Settings
as the Program Monitor.
Changing them in either

monitor will a ect over-
lays in both monitors.

Multi-Camera
section of the right-
click menu.

Right-click menu
showing Targets
Follow Inserts and

Overwrites

& Maglcian Multicam

gician Multican

A 00:02:12:01

Both in Composite Video and in Multi-Camera view, you can select diffecamera angles by
choosing them in the Multi-Camera submenu in the right-click menu or by usinte keyboard
shortcuts (number keys 1-9). In Multi-Camera view you can also click theera angles directly.

Source: Magician_Multica - —
= r Multi-Camera *| ¥ | Enable

Properties Switch Camera Audio
Rename v | Camera 1

Reveal in Project Camera 2

Insert Camera 3

Ovenarite Camera 4
Speed/Duration...

Audio Gain...

When you use thdnsertor Overwritebuttons in the Source Monitor, or th€omma and Period
keys, and thdnsert and overwrite sequences as nests or individualkligpsn in the timeline is
enabled, the chosen camera in the Source Monitor is used, and the sourcénjpeefén the timeline
controls which video track it lands on.

When thelnsert and overwrite sequences as nests or individualkziippsn in the timeline is
disabled, it doesn’t matter which camera angle you've chosen in the Seifonitor. You are
bypassing the Multi-Camera features, and Premiere Pro sees the Mumitias a normal sequence.
That means only the Source patching in the timeline affects what camerdesngnd audio tracks
you're inserting.

When inserting Multicams from the Source Monitor you may want to enabégets Follow Inserts
and Overwrites

This makes the Track Targeting buttons
Toggle All Targets 3 152 match the Source Patching buttons
Move All Targets Up immediately after you've done an

Move All Targets Down " insert or overwrite edit making the
newly edited tracks ready for adding
transitions etc.

Right-click on one of the Track
Targeting buttons in the timeline to
enable it.
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Result from syncing with
timecode and camera
metadata.

Note the Mix Track is a Multi-
channel mix, with matching
number of channels.

Some audio tracks may be
muted depending on what
audio settings were used to
create the Multicam

Result from syncing same
clips with audio
Move clips to other tracks
by Alt/Option -clicking
them and then pressing
Up Arrow or Down Arrow
while still holding Alt/
Option. You can lock other
tracks rst, to avoid over-
writing existing angles.

Correcting syncinside a

Multicam will update the
sync in all sequences where
that Multicam is used.

Opening a Multicam in Timeline Mode
Since a Multicam is in fact a sequence, you can open it in a timeline to move clipse tacks,
change audio routing, add clips etc.

Please note that if you change anything inside of a Multicam, it affects all thastances where
that Multicam has been edited into a sequence so it should only be done when you need to
fix problems or mistakes.

To open a Multicam in Timeline Mode, right-click it in a bin and chod3pen in Timelingor
double-click it while holdingCtrl on Windows orCmd on macOS. You can also assign a custom
keyboard shortcut.

When you sync the clips using timecode, you have the option to add Camera Angamera
Label metadata. When you do this, all clips from the same camera should end upeisame track.

When you sync using markers or audio, Premiere Pro doesn’t know that sorps chme from the
same camera, and puts them on different tracks. You must move them to the saaok tnanually
by dragging or using keyboard shortcuts.

Every track in the Multicam ends up being a camera angle in the Multi-CameeavWEmpty tracks
result in more angles, which again causes smaller previews. It's a good @d@eléte any empty
tracks in the sequence after re-ordering the clips.

If any clips are out of sync for some reason, you can slide them and nudge them drimun
manually get them into sync. Choosghow Audio Time Uniigs the panel menu of the sequence to
zoom in all the way to sample level for exact waveform matching.

When the Multicam is opened in a timeline you can also open the Audio Track Mixeemthe
panning and routing. You can change the routing and panning if necessaytlae number of
channels in the multichannel mix track. If you made the right choices when geated the
Multicam, that will not be necessary.
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Audio Track Mixer
showing panning,
routing and mix
track.
Notice that every
track is mapped to a
separate output.

Multicam clip
modi ed to use
only tracks 1 and 2.

You can Modify
Audio Channels on
multiple Multicams

at the same time.

The Apply changes to all
matching clips in sequence
option will a ect allthe
instances of the Multicam

in all sequences
Make sure you really want
this before you click OK. If
you're not sure, disable it.

Closer look at
the first four
tracks.

Changing the Audio Output of the Multicam

You can tell Premiere Pro to interpret the audio output from a Multicam diéfetly when it’s put in
an edit sequence. You do this in the same way you would modify the audio channets & video
or audio clip. This is especially useful when the Multicam has lots of traak$yau only need
audio from a few of them.

Keeping the number of tracks down will keep the edit sequence tidier, and if yee this method,
you don’t have to deselect lots of tracks with Source Patching while editin

Select one or more Multicams in a bin and choo&&p > Modify > Audio Channelsor use the
keyboard shortcutShift+G, and change the number of audio channels to 1, 2 or 4 etc. and decide
what source channels to include.

Modity Clip

Audiv Channels

mODO
ODEDoo
OoOm®@maOo
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oooDo
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You can watcha video
tutorial by Adobe’s Karl
Soule about Selective
Audio Editing with Multi-

cam herehttps://youtu.
be/FW2yLX7-r7w

If the source audio track
you need is not available
you can re-modify the

source clip by press-

ing Shift+G from the
Source Monitor, and then
increase the number of
tracks and add the track
you want.

You can also use
the Drag Audio Only
button in the Source
Monitor to drag
the audio into the
timeline.

Preserving Waveforms in Multicam Clips

Premiere Pro only shows waveforms against audio files that exist on disis. ieans that if your
Multicam is configured such that audio channels are being combined in aay,whe resulting mix
does not exist on disk and therefore will not have a waveform displayed, ebeugh the audio
will play correctly.

A typical example of this is having 4-8 mono mics, and using a Stereo mix traekmidno tracks
are mixed together into a stereo track, and a waveform is not displayed. Theecoway to do this
is with mono tracks and a Multichannel mix track in the Multicam sequenceu ¥an check this by
opening the Multicam in a timeline.

The Multicam must pass across all the individual channels contained the editing sequence.
This means using a Multichannel Mix audio track, and panning each audicktta a discrete
output.

Seehttps:/premierepro.net/multicamfor tips on how to create &ultichannel “Direct Out”
Sequence Preset that will always show audio waveforms.

Selective Audio Editing with Multicam

Audio files delivered in dailies may include multiple audio channelsuYoay get a stereo mix on
two tracks and the ISO mics on separate tracks. To keep the timeline tidy, youwaat to keep
the number of tracks to a minimum and work with the main mix most of the time, but yoede
access to the ISO mics. You can match-frame back to the 1SO tracks.

You can set the multicam to show only audio track 1, or maybe track 1 and 2, and sti# kasy
access to the other tracks when you need them. This also prevents the autbtiad of audio
tracks that may otherwise occur.

If the audio track you need is not currently available in the edit timeliney yan still access and
use all the source channels:

The easiest way to access these extra audio channels is via the right-céokiim the timeline.
Right-click on a clip in the timeline, choos®udio Channelsand switch to any other channel. You
can also use the keyboard shortc@hift+G. If you need to add additional channels to the edit, use
option-drag to drag the existing clip up/down to duplicate it, and then useddaiChannels to
change the channel on the duplicate.

If you prefer to load all the audio channels into the Source monitor, to have enprecise insert/
overwrite capability, there is a method of doing this. With the playheadkeal over the Multicam
where you want the new audio clip, pregdt/Option and click on the audio waveform to select it,
then hold Cmd/Ctrl and double-click it. This takes you inside the Multicam.

Select the audio clip you want and hitto do a Match Frame. Set In and Out points in the Source
Monitor, go back to edit sequence. Here you can patch the audio to a suitablé{raed press
Overwrite(Period key). The new audio clip will be in sync.

If you're unsure what
audio track you need
when you've done the
match frame, click the
Drag Audio Onlyputton
in the Source Monitor to
see the waveforms.

The waveforms will often
give you an indication of
what kind of audio the
tracks have.
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If you're still not sure, play the multicam and solo individual tracks in the idudeters by clicking
the Solo buttons until you hear the audio you need. This tells you what sourdetpag you need
to do before adding the clip to your edit sequence, but you must find your infp@gain.

Left: Audio Meters show-
ing all source tracks.
Right: Two tracks have
been soloed.

Proxies in a Multicam Workflow

If you are cutting multiple high-res sources in a Multicam and your systemggjles, use the proxy
workflow so you can cut without lagging. Make sure you use QuickTime prexgnce H.264
proxies do not support multichannel audio and your proxies must matchhe audio channels of

the original files.

QuickTime ProRes
proxies support all frame
sizes and up to 32 audio
channels.

Preset

ProRes Medium Resolution Proxy

ProRes High Resolution Proxy

onoscopic P

DNxHR VR Stereoscopic Proxy

Use theToggle Proxiebutton in the Program Monitor to easily switch between proxies and the
originals. See the chapter "Proxy Workflows" on page 39.
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What is Dynamic Link?

Dynamic Link is an Adobe technology that allows for unrendered frames tospgaestween After
Effects and Premiere Pro. Rather than having to render frames of your Afftect& composition to
disk and then import them into Premiere Pro, you can instead view the frameasrAiffects creates
directly in your Premiere Pro sequence without rendering. This can saue$ of rendering passes,
simplify management of render files, and save storage space by elinmigahultiple iterative
exports.

There are situations where it may make sense to use the traditional methodkpbeting from After
Effects and importing into Premiere Pro. A rendered video file will aleralay more smoothly in
Premiere Pro than an After Effects Dynamic Link. If your After Effects ositipn relies on
plug-ins that are not installed on other Premiere Pro systems, you will bedreterved exporting
the video from After Effects.

Dynamic Link Work ow between Premiere Pro and A er E ects
There are many ways to establish a Dynamic Link between After Effects andi@me Pro. In
Premiere Pro, you can clidkile > Adobe Dynamic Link > New After Effects CompositiorOr you
can import an existing After Effects Composition wkhe > Adobe Dynamic Link > Import After
Effects Composition or by dragging a composition from the Project panel in After Effects to the
Project panel in Premiere Pro.

The most common method is to select one or more clips in the Premiere Pro timelifght-click
and chooseReplace With After Effects Compositibime result is that all the clips you selected are
sent to After Effects and are replaced with one single dynamically linkegd The composition
opens automatically in After Effects.

License... l
Replace With After Effects Composition |
Replace With Clip B
Render and Replace...

Restore Unrendered

You'll nd Replace With After
E ects Compositioin the
right-click menu.

Source footage courtesy of
Jarle Leirpoll.

Restore Captions from Source Clip

Enable

Unlink

Group

The clips that were sent
to After E ects via Dynamic
Link have been replaced
by a Linked Comp in the
Premiere Pro Timeline.
Note: When usingReplace
With After E ect Composition
audio in the Premiere Pro
timeline is not part of the
new composition item.

If you already have an open After Effects project, the clips and a new conipag#.k.a. comp) will
be added to that project. If you did not have an open After Effects project, ydib&iprompted to
save a new one.

You can keep your Dynamic Link comps in as many or as few After Effects projectsi dike.
Many editors keep them all in a single project for easier organization.
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Render & Replace

Playing complex After Effects comps in a Premiere Pro timeline can be vetiigdao the system,
and the result is dropped frames and poor performance. In addition, eveygddnic Link between
Premiere Pro and After Effects uses some RAM.

To improve performance, replace the Dynamic Link comps in the timelinéhwendered video files.
Right-click the clips, choosRender and Replacéhen choose a high-quality option like ProRes 422
HQ. ProRes 4444 is a good option if you need an alpha channel.

Render & Replacewill

replace the linked After
E ects comp with a
rendered video le.

Replace With Clip ul
Render and Replace...
Restore Unrendered s
Restore Captions from Source Clip

s Export As Motion Graphics Template...

ﬂ Enable

| Unlink

Group

Ungroup

Synchronize
Merge Clips...

Nest...

Make Subsequence

Source footage courtesy of
Jarle Leirpoll.

Render and Replace

Choose a high-quality
codecfor your render les.

Render all Dynamic Link Comps

If you have many Dynamic Link comps in your timeline, you can render them all @eoelect all
the comps in your sequence by usirignd in TimelingCtrl+HCmd+F. Search fofDLYM"and
selectFind All

This will select all the Dynamic Link comps in the timeline, siib&YM"is what you'll find in the
Video Codemetadata for Dynamic Link comps. Comps that have already been renderdichai
be selected.

Next, right-click on one of the selected clips and chod®ender and Replader use a custom
Keyboard Shortcut) to render all of them at once during lunch, while yore on the phone, or
overnight.
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Restore Unrendered
Render & Replace is not a one-way street. If you need to make changes after usihpR&
Replace, right-click and choosRestore Unrenderei get the Dynamic Link comp back.

After doing a Render and
Replace, you can still get
back to the original clips
with Restore Unrendered.

Render and Replace...

Restore Unrendered

Restore Captions from Source Clip

Export As Motion Graphics Template...
|| Enable

Unlink

Group

Ungroup

Synchronize

Merge Clips...

Nest...

Make Subsequence

Multi-Camera

Label >

Source footage courtesy of
Jarle Leirpoll.

Create your own keyboard shortcuts f&ender and Replaa@ndRestore Unrenderei speed up
the process.
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Select only the Video part

of the clips by pressing Alt/
Option when you select them.
Create copies by continuing to
press Alt/Option while moving
the clips to a higher track.
Source footage courtesy of
Jarle Leirpoll.

Because only the copies are
sent to the Dynamic Link, you
still have the originals in the
timeline.

Additional Tips for Dynamic Link

Make a Copy before Dynamic Linking

Creating a Dynamic Link composition will replace the original clip in tiveeline, but keeping a
copy of the original clip is helpful for when you want to refer back to it later. Degde the clip onto
a track above, then create a Dynamic Link composition from the duplicate.

License...

Replace With After Effects Composition N
Replace With Clip

Render and Replace...

Restore Unrendered

Restare Captions from Source Clip
Export As Motion Graphics Template...
| Enable

Unlink

Group

Ungroup

Synchronize

]

Merge Clips...

If you forgot to make copies, and the clips are lost from your timeline, you caryap paste the
clips from After Effects back to the Premiere Pro timeline.
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Add Handles before linking

Adding handles to clips before sending them to After Effects can be helpfhkiedit may change

later. First, drop a marker on the first and last frame of the clip because thes&ans will be
visible in After Effects.

Extend the beginning and end of the shot as desired. ThenReplace Clip With After Effects
Composition

If you send the clips via
Dynamic Link without handles,
there will be no handles avail
able in After E ects.
Source footage courtesy of
Jarle Leirpoll.

Adding handles gives the
After E ects editor some room
for further trimming.

The handlescarry over to
After E ects, along with the
clip Markers.
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Flatten Multicam clips before creating the Dynamic Link

Dynamic Link will preserve Multi-Camera Source Sequences in AftecEf If you don’t want to
include all the Multicam angles, right click on the Multicam and chodgalti-Camera > Flatten
before creating a Dynamic Link.

The result of not attening
the multicam clip before
linking. A lot of unnecessary
clips are imported, and all
the clips have been placed in
precomps.

Source footage courtesy of
Jarle Leirpoll.

S EPPEDDPDE

The result of attening the
multicam clip before linking.
No extra clips are imported,
and no precomps are made.

L
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Use a Guide Layer

Sometimes, what you need from After Effects is just an overlay, which doemnolude the original
clip. An example would be a call-out title or a text message effect. In theseszasri need the
original clip in After Effects as a guide, so you can place the elements dtyr&ut you don’'t need
the original clip to be part of the Dynamic Link.

A quick and easy way to achieve this is to send the clip to After Effects tsptpce With After
Effects Compositiocas usual, but immediately make the clip a Guide Layer in After Effects.

This is done by choosingayer > Guide Layelor right-clicking on the clip and choosing Guide
Layer.Guide Layers are not rendered, they’re just visible while you're wagkimAfter Effects. The
Dynamic Link clip in Premiere Pro will only contain the overlay, not the oré clip.

The video layer with the
boat is not needed in this
call-out, because it's already
in the Premiere Pro timeline.
Making it a Guide Layer
makes sure the layer is not
rendered.

W 6 compasition

Source footage courtesy of
Sune Alexandersen Narud.

The Guide Layer icon

shows to the left of the
layer name, telling you it's
not going to be rendered.

Dynamic Linking and Proxies

If your clips have proxies attached, they will also be available in AftexdE§f . By default, After
Effects will use the original media but you will be able to display the proxy itlstead by toggling
the Proxy button to the left of the file name.

Toggle the small button | My Drone Clips
to the left of the layer
name in After E ects to
switch between proxies },n Drone - Vardésen(Sune Alexandersen Narud).mov
and the original media.

’,,, Drone - Helix, Nevlunghavn (Sune Alexandersen Narud).mov
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In After E ects, the back-
ground of this lower third is a
black Shape Layer set to 50%

Opacity.

The After E ects project

is set to 8-bit Non-Linear
Rec.709.

Source footage courtesy of
Jarle Leirpoll.

When brought into
Premiere Pro via Dynamic
Link, the background
appears lighter than in After
E ects.

The same comp with After
E ects Project set to 32-bit
Linear Rec.709.
This is much closer to what
you see in Premiere Pro.

After Effects Color Settings

Premiere Pro and After Effects have different color management sgtitnderstanding how they

work will ensure you see the correct colors in both applications. Two keyapagters arepixel bit
depthand Composite in Linear Color

Premiere Pro works in 32-bit float mode if using a GPU Accelerated Rendetgchais on by
default. Composite in Linear Colig a Sequence Setting, also on by default. In After Effects, both of
those settings are found in project settings and are off by default..

winning Gl

Rune Carlsen
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Choose betweenGPU and If you want your After Effects comps to look the same in Premiere Pro, it's itapbto match their
Software Only rendering  blending and color depth settings. Choosgle > Project Settings > Coloin After Effects and set
under File > Project Settings > o pepth t032 bits per channel (floatWorkings Space tblone checkBlend Colors Using 1.0
Video Rendering and E ects
Gamma and set Gamma t@.4 (Rec 709)

Choose GPU Acceleration (CUDA, OpenCL or Metal) in Project Settings farlvendering
performance

These are the recom-
mended color settings
in After E ects if you want
the closest possible match
to what you will see in

Premiere Pro.

Open the correct After Effects project from Premiere Pro

When creating a Dynamic Link from Premiere Pro, the resulting comp will leated in the
currently open After Effects project. If no After Effects project is gpemew one will be created.
Keep your Dynamic Link projects organized by opening or creating the idesAfter Effects
projectbeforecreating a Dynamic Link from Premiere Pro.

Use the same After E ects Smaller projects allow for simultaneous work by multiple assistaniters and After Effects artist,

project for all the Dynamic  gince only the project for one scene will be in use by each artist/assistaitoed
Links in each scene/day/
sequence etc.—but not for a
whole episode or feature Im.
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Incrementing After Effects Project File Names

If you useFile > Increment and Savavhen saving your After Effects projects, it will automatically
save a new copy of the project with a version number appended to the filenanee“{The_
River_09.aep. Premiere Pro will continue to link to the previous version of the project.

ChoosePreferences > Generain After Effects and turn oBynamic Link with After Effects Uses
Project File Name with Highest Numbehave Premiere Pro always use the highest version
number.

This preferencein After
E ects, makes Premiere Pro
assume these are versions of
the same project and import

the one with highest number. | aaye this preference unchecked if you use numbers in your project filasahe not an
incrementing scheme.

Enable Disk Cache in After Effects

Your Dynamic Linked comps will perform better without rendering if youadte Disk Cache in
After Effects. To get to this setting, chodseit > Preferences > Media & Disk Cach€hoose a fast
drive for the Disk Cache.

Enabling Disk Cachelets
After E ects store RAM
Previews and rendered

frames on disk.

If you seethe wrong portion
of a comp is showing in your
Premiere Pro timeline, try
deleting the render les or
your media cache les.

Firewalls and Dynamic Link

Dynamic Link uses a background process to sync between Premiere Pro aed Bffects. Some
system firewalls can prevent this communication. If you have troublsg®ynamic Link, check
your firewall settings.
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Using Dynamic Link on a network server with multiple users

When working on a single machine, changes made in After Effects appear miBre Pro via
Dynamic Link instantaneously even without saving the After Effexproject. When working with
multiple machines on a network server, changes do not automatically e@pin Premiere Pro.
Instead, follow the below steps to trigger Premiere Pro to display theda#sfter Effects changes.

Example workflow with areditor andeffects artiston different systems:

1. In Premiere Pro, the editor creates a Dynamic Link.
After Effects opens and a project is created.

2. The editor saves the After Effects project on the network server.

3. The editor then closes the After Effects project and notifies the &ffattist that a new
comp is ready to be worked on.

4. The effects artist opens composition in After Effects and compldtestfects work.

5. The effects artist saves and closes the After Effects project andesdtife editor that the
project is ready.

6. The editor opens the After Effects project by right-clicking the DyiiwaLink clip in Premiere
Pro and choosingedit Original
Premiere Pro will refresh the clip to show the work done by the effects artist.
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Introduction

The term “Turnovers” refers to the process of exporting project data and naia
from Premiere Pro in a format that can be understood by another applications
that another artist or editor can do their work.

The process can be one-way, but for many productions it involves receiving
material back to incorporate into the Premiere Pro timeline. If you are doig all
your finishing (color, sound mix, and VFX) in Premiere Pro and Adobe toolspy
essentially avoid the turnover process altogether and can skip this cipter.

Best Practices

The single best thing you can do to ensure success with turnovers is to comeatmearly and
often with the teams who will be receiving your turnovers. This chapterligts an ideal, best-case
scenario to serve as a guide. The unique details of any given production anéfieav may call for
different steps or considerations. Proactively asking your fimgheams what they need ahead of
time means your turnovers have the best chance of going smoothly.

The second best thing you can do to ensure a successful turnover is to do a tesiveironce you
have actual footage to work with. Any issues found are usually easy to remethesbeginning of a
production; discovering and fixing them at the end of the process is oftestlyoand time
consuming.

Following the best practices laid out iWorking with Dailies" on page 21 will also help ensure a
smooth turnover process.
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Audio Turnover

An audio turnover to a sound mixer can happen multiple times over the course ofapction.
Due to the smaller nature of audio files, uncompressed audio media is Wggaht with each
turnover.

A typical audio turnover consists of the following:
« Aninterchange file (AAF) describing the sequence, effects, volumd,ather parameters
¢ The audio media used in the sequence, embedded in the AAF or rendered seglgrat
e Areference export of the sequence with burned in timecode
¢ Achange list, if editorial changes have been made since the previous weno

¢ Some workflows require an EDL of the dialog tracks to be used to conform ag#ies
original audio material that wasn't used in the offline edit. Discuswibur sound mixer.

Using AAF

Premiere Pro supports multiple interchange formats that could be usedaudio turnovers. AAF
(Advanced Authoring Format) is the recommended interchange format tedisr most audio
software, including Avid Pro Tools. Use the latest version of PremieoeaRd your audio software
to ensure the best compatibility with AAF.

When exporting an AAF, new audio media is written to disk. Premiere Pro carehe audio into
the AAF file (embedded) or as separate media in a folder next to the AAF file gusiparate audio
is the more flexible option and will include more audio metadata than exfing using embedded
media.

Audio Turnover Steps

1. Make a copy of your sequencePreparing your sequence for turnovers often involves
removing or re-organizing elements, and you will want to have a copy of thgjio®l
sequence before changing anything. If you are working in a Premiere Prdirion, make a
new audio turnover project and work with your copy of the sequence there.

2. Export a reference video file.Your sound mixer may have a preferred video format that
works best in their audio software. Use the Timecode effect on an adjustriarer over
your entire sequence to visually burn in timecode.

3. Prepare the sequenceWork with your sound mixer to determine how they would like the
sequence organized.

a. UseSequence > Simplify Sequenct remove any unneeded elements from your audio
tracks.

b. Separate your Dialogue, Music, and Sound Effects clips onto dextidedicks so that each
track has only one type of sound clip.

c. If you have tracks that have both mono and stereo clips, consider sejparéttem so that
your audio tracks only have clips of one type. The resulting AAF will be easier t
understand when imported into audio software.

d. Un-nest any nested sequences so the original audio clips are presanitiddms are
automatically flattened for you when exporting to AAF.

4. Export the AAF.With your timeline in focus, choosgile > Export > AAFWork with your
sound mixer to determine thepecific settingsnost appropriate for your project. Refer to the
screenshot below for sensible defaults if you're not sure which se#itgguse.
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These settingsare a good
default when exporting
an AAF for sound mixing.
Check with your audio post
facility for their preferred
settings.

Note: If your picture and sound was synced together using Merge Clips, some audiadata will
not translate via AAF. Use Multi-Camera syncing instead of Merge Clips.ti# chapter "Before
Getting Started" on page #br more information.

Change Lists

A change list is a text file that details each change between two versions of @eseg. It is used to
update the audio software’s version of the sequence if any editorial gesnare made after the
initial audio turnover. There is no one standard format for a change list, stiersure to work with
your sound department to decide on which format and third-party changst Boftware you will
use.

While there are many paid tools for generating change lists, you can staht avsimple free tool
available in the Adobe Marketplace calledhange Note Botln the Creative Cloud desktop
application under Marketplace, search for plug-ins called Changed\®ot and filter by Premiere
Pro. After installation you can find this plug-in in Premiere Pro by chog&iWfindow > Extensions
> Change Note Bot
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Color Turnover

Turning over to your colorist works a bit differently from an audio turneve that usually the
interchange itself does not contain any media. This is because whilecisdincompressed and
can be exported without generational quality loss, any exporting ofeadadnvolves losing some
amount of data. Instead, colorists usually start from the OCF (Originat€?a Files) to maintain
the highest quality.

A typical color turnover consists of the following:
* Aninterchange file (XML or EDL) describing the sequence
* Areference export of the sequence with burned in timecode

* The original camera media against which the interchange file can link

Which Interchange Format to Use

Premiere Pro supports multiple interchange formats that could be usadaf color turnover. In
most cases, XML is the best format as it can preserve useful clip informakiesd¢ale, position,
rotation, and more. Work with your colorist to decide which interchangerhat is appropriate for
the workflow and color application your production is using.

Color Turnover Steps

1. Make a copy of your sequencePreparing your sequence for turnovers often involves
removing or re-organizing elements, and you will want to have a copy of the original from
before you started. If you are working in a Premiere Pro Production, make a new color
turnover project and work with your copy of the sequence there.

2. Export the reference video file.Your colorist may have a preferred video format that works
best in their color software. Use the Timecode effect on an adjustment layer over your entire
sequence to visually burn in timecode and other necessary metadata.

3. Prepare the sequenceRemove any clips or elements that will not be translated into the color
software or that are not intended to be colored.

a. UseSequence > Simplify Sequence remove any unneeded elements from your
sequence and collapse it to as few video tracks as possible.

b. Consider removing all audio clips and tracks as most colorists will not use them.

c. Un-nest any nested sequences and flatten any Multi-Camera Sequences so the original
clips are present.

d. Organize different types of clips (footage, titles, VFX, etc) onto specific tracks.

4. Export the XML With your timeline in focusrile > Export > Final Cut Pro XMUf any effects
or elements in the sequence can't be translated to XML, an alert will appear and a translation
report text file will be placed next to the XML on disk so you can review which clips at which
time have any issues.

If your sequence contains color effects (like Lumetri color) when you exploe XML, those effects
are written into the XML. Other color applications won't understand thiéeet and they will be
ignored. Be aware that if the color software exports a new XML as part of its éxpocess, the
new XML may pass along the effects from Premiere Pro.

This means if you import the XML and graded media back into Premiere Pro, you mayte old
effect applied on top of the colorist’s grade. In this case, select all tips @i the colored timeline
and choose Edit > Remove Attributes to remove any unnecessary effects.
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Turning Over a High-Resolution Export to Color

In some cases where a timeline is too complex to translate between appboator there is not
time for a full conform, color turnover happens by exporting a high-rasion version of the
timeline with no color effects enabled so that the colorist can use that entas the media against
which to apply their color.

Documenting all the considerations for this kind of workflow is beyond thee of this chapter.
As always it is important to have a conversation with your colorist to agree ow o implement
this workflow.

When exporting a high-resolution file for a color turnover, keep the éoling in mind:
* InSequence > Sequence Settingsurn on Maximum Bit Depth and Maximum Render
Quality
e Inyour Export settings, make sure to turn on Render at Maximum Depth and Userivian
Render Quality. These options ensure you are exporting at the highestifidbut will
increase export time.

* If exporting to a format that supports it, set the Bit Depth to the highestlabéé in the
Export settings

* Inyour Sequence settings and Export settings make sure the correct splace is selected

» If your sequence contains RAW video media, work with your colorist to make she clips
are using the settings appropriate for this workflow, which may diffenfrwhat looked best
while editing

* Make sure there are no visual elements left in the sequence that would feterwith the
color grade such as titles or graphics

Your colorist may prefer to receive an EDL or XML of the sequence to help in ifieng the cuts
and transitions in the high-resolution file you exported.
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Visual E ects (VFX) Turnover

Turnovers to visual effects differs from audio and color turnovers irt thay are dealing with
individual shots rather than an entire sequence. How VFX turnovers aralteal varies widely
based on the type of production and workflow, so a full description is beyoimel $cope of this
chapter.

A typical VFX turnover includes the following:
» Areference export of the shot including the shot before and after

* An EDL of the shot including handles and markers as well as clip name and clikersaas
comments

EDLs base their events on Tape Name (also known as Reel) and Timecode, buidPedPno will
also write a comment into each EDL event with the clip name as it was shown in thditimat the
time of exporting the EDL. This means you can use the “Show Source Clip Name aetf bation
found in the Timeline panel wrench menu to control if the timeline clip name betSource clip
name is visible, and thus which one is written into the EDL.

Clip markers are commonly used to denote the start and end of a shot when handiepesent,
or to include information for the VFX team. When exporting an EDL from PreemRro you can
choose “Include Clip Markers” to write the clip markers into the EDL data ashancent. Any
markers hidden by filtering in the Markers Panel will not be exported.

See thid\etflix reference for VEX Best Practides more good advice on handling VFX turnovers.
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Introduction

Numerous scenarios for remote workflows and collaboration have beemi place
since the advent of digital production. Bespoke remote solutions, once i@guiring
expensive and proprietary gear (and only available to the highest budge
productions) have evolved into a wide variety of easy to use and affordable
solutions that meet the most stringent security standards.

“Remote workflows” refer to the process of accessing existing infrettre, including corporate
on-premise storage, networking and workstations, from a remote ltoa. “Cloud workflows”
refers to the process of accessing and using a public or private datacemtenddia production.

Our guide lists a variety of Premiere Pro remote and cloud-based workflo®everal specialized
Adobe Technology Partners are listed below, but there are many others in saath ecosystem.
You can browse Adobe’s Technology Partner Solutions in our Partner Fiside:https:/adobe-
videopartnerportal.com/find-a-partner/

Peer to Peer Screensharing

This technology enables connecting to and viewing the desktop of a remotecated editing
machine, controlling it with one’s mouse or stylus and keyboard. A typs=enario consists of a
group of centrally located workstations attached to a NAS, where editoan log in from anywhere
and control their machines from their remote computer. In this case thetiedi experience is as if
the editor were on premise.

CAS= Cloud Access Software HP ZCentral Remote Boost with Teradici CAS and Teradici PColPClient
PColP= PC-over-IP https://www.hp.com/us-en/workstations/zcentral-remote-booshtml

Jump Desktop
https://jumpdesktop.com/

Microsoft Remote Desktop
https://www.microsoft.com/en-us/p/microsoft-remote-desktofwzdncrfj3ps

Splashtop Business
http://www.splashtop.com

TeamViewer
https://www.teamviewer.com/
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Cloud Storage Solutions

Cloud Storage can be useful when you already have capable workstatiotisegch remote editor
but need to have a common storage shared. You can use cloud storage to host yojeqirfiles (or
Premiere Pro Production), acting like a NAS in the cloud. If your editore feastrong, low-latency
internet connection (minimum 50 Mbps), some cloud storage solutioreceven handle hosting
your media files.

Solutions like LucidLink (below) offer intelligent caching on the ldcaachine, requiring only a
small amount of dedicated storage. In these scenarios, users can plagdectored in the cloud in
real time, with nearly instantaneous synchronization of project méata. Make sure to consider
egress charges if hosting your media in the cloud.

Amazon Web Services S3
https://aws.amazon.com/pm/serv-s3/

Google Cloud Platform
https://cloud.google.com/gcp
LucidLink
https://www.lucidlink.com/

Microsoft Azure Blob
https://azure.microsoft.com/en-us/services/storage/blobs/

OpenDrives Atlas Cloud
https://opendrives.com/products/atlas-cloud/

Qumulo Cloud Studio — Enterprise Cloud Storage running on AWS
https://qumulo.com/wp-content/uploads/2020/07/SB-Q216-02020_Adobe_v4_FINAL.pdf

SNS-EVO
https://www.studionetworksolutions.com/products/

Tiger Technology (Tiger Bridge) [Windows only]
https://www.tiger-technology.com/software/tiger-bridge/
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Editing Solutions Enabling Video Review Over the Internet

Remote viewers can watch the editor work in real time, collaborating andnooenting with video,
voice, text and graphic annotation. These ‘over-the-shoulder’ saérgmare the closest experience
to being present in the actual edit bay.

BirdDog
https://birddog.tv/cloud-overview/

ClearView Flex (Sohonet)
https://www.sohonet.com/

Evercast

https://www.evercast.us/home-c

NDI

https://www.ndi.tv/

see alsohttps://go.vizrt.com/Cloud-Live-Production_ AWS/Demo/OnDemédn

Pacific Post Live
https://pacpost.live/

Remote Review and Approval

Editors can securely collaborate with other members of the productieam, asynchronously
commenting on projects beginning with dailies all the way through deliverfyfinal assets. Frame.
io (now part of Adobe) and the others listed below allow users to comment, visuannotate, and
keep track of versions with precision timecode accuracy. Mobile desiare also supported in
most scenarios.

Frame.io (now part of Adobe)
https://www.frame.io/

Ftrack
https://www.ftrack.com/en/review

Iconik
https://www.iconik.io/collaboration
PIX System

https://pix.online/

Shift.io

https://shift.io/

Wipster

https://wipster.io/

5th Kind

https://www.5thkind.com
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Extensions in Premiere Pro
are either C++ API plug-ins or
custom panels.

Extending Professional Work ows with Panels & Integrations

The Adobe Video & Audio applications feature an extensive toolkit that abws
developers to integrate with, control, and extend their core functiondity. This has
created a thriving ecosystem of plug-ins and professional developmenbut it's
also relatively easy for individuals with a technical mindset to get staed with their
own custom panel in Premiere Pro. Editorial teams often need specific, ciasn
behavior that they can build themselves using the tools described in this epter.

Extensions, Plug-ins, and Custom Panels

Broadly speaking, an extension is any code that interfaces with Presrifeo and takes the form of
a plug-in or a custom panel. The terplug-in can refer to a number of things, but for the purposes
of this chapter we are going to focus on custom panels.

Unlike the plug-ins shown below which use the C++ API, a custom panel is esdlgraiweb page
serving as a user interface which sends scripting commands to Premierei$ing ExtendScript.

The user interface of your panel can be as simple as a button to do the one task you need
complex as a full web-based Ul, complete with configurable options anthomunicating with a
web service. Examples of potential uses for a custom panel include:

Combining common actions into one step

Importing media, XML, and existing projects

Modifying clip metadata including file paths

Using scripting commands to build bespoke, new functionality
Automating VFX pulls and cut-ins

Exporting sequences, projects, XML, etc

Sending data to or receiving data from a local or web source

Media Asset Management.
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How to Find Existing Panels

Adobe Exchange & Creative Cloud application
Most panel makers submit their panels to the Adobe Exchanliggps://exchange.adobe.com/

creativecloud.premiere-pro.html
The Creative Cloud application also has a Marketplace section which a¢rear way to search
extensions found on Adobe Exchange.

Change Note Bot, shown
here, creates change notes
les for audio turnovers.

Installing from Outside Adobe Exchange
Custom panels for Premiere Pro can be sent or hosted like any other¥ae.should only install

and use custom panels from a trusted source

Custom panels are usually distributed as ZXP files. You will need to use tallérgool to install
the ZXP:

ZXPInstaller https://zxpinstaller.com

Anastasiy’s Extension Managehttps:/install.anastasiy.com

Both installer tools are endorsed by the Adobe extensibility team.
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Using Custom Panels in Premiere Pro
Once a custom panel has been installed, you can find it in Premiere Pro uidedow >
Extensions.The panel can be added to your workspace like any of the built-in panels.

Opening Change
Notes Bot.

Change Notes Bot
panel in Premiere Pro.

Uninstalling Custom Panels
Follow these steps to uninstall a custom panel:

1. Quit Premiere Pro
2. Open this folder:
macOS: /Library/Application Support/Adobe/CEP/extensions

Windows: C:\Program Files (x86)\Common Files\Adobe\CEP\extensions
or: C:\Program Files\Common Files\Adobe\CEP\extensions

3. Inside the extensions folder, locate the custom panel’s folder by name andtdéte
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How to Write a Custom Panel
A full guide to writing a custom panel is beyond the scope of this chapter, but dfiewing
information will get you set on the right path. At a high level, these 5 steps willypu started:

1. Install VS Code:
https://code.visualstudio.com

2. Install ExtendScript debugger for VS Code:
https:/marketplace.visualstudio.com/items?itemName=Adobetendscript-debug

3. Download and install the PPro Panel:
https://github.com/Adobe-CEP/Samples/tree/master/PProPanel

4. Watch this video on debugging ExtendScript and JavaScript:
https://shared-assets.adobe.com/link/e2f1bde9-4b50-47a8378-58883da4b552

5. Modify and build up the PPro Panel to your needs. The PPro Panel is full of dgaraphow
to use the Scripting API so that you can easily modify them.

Additional Useful Links

ReadMe with thorough steps for set up:
https://github.com/Adobe-CEP/Samples/blob/master/PProPaned& Me.md

API Documentation:
http:/ppro.aenhancers.com

CEP HTML Test Panel, which shows off what’s possible at the JavaScript leve
https://github.com/Adobe-CEP/CEP-Resources/tree/master/CEP.x/Samples/CEP_HTML
Test_Extension-10.0

PPro Sample Panel, with exhaustive examples of scripting API funaliiyn
https://github.com/Adobe-CEP/Samples/tree/master/PProPanel

How to debug JavaScript in VS Code:
https://shared-assets.adobe.com/link/72f30d2d-77a0-47&k8c-2e9731377107

How to debug ExtendScript in VS Code:
https://shared-assets.adobe.com/link/d70499f6-a45b-40eM43-2624b9ec71ba
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Resources & Tutorials

The following is a list of useful resources for Premiere Pro. Please be adwishat
Adobe is not responsible for the content of third-party websites.

Basic & Advanced Help
Adobe Learn & Support
Free Tutorials on Adobe.com

PremierePro.net
Inside Hollywood'’s Cutting Rooms

LinkedIn Learningpaid subscription required)
Vashi Visuals

Learn From the Pros in Premiere Pro
Tech with Mike First

Books
The Cool Stuff in Adobe Premiere Pro

Adobe Premiere Pro Classroom in a Bo®021 release)

Using Productions
Introducing Productions in Premiere Pro

Productions in Premiere Pro documentatiofi\dobe Help)
The Ultimate Guide to ProductionéSofi Marshall)

Jason Levine and Karl Soule Productions Livestream

Video Demo of Productions

How to use Premiere Pro Productions as an Individual Editor

Post-Production
Hollywood Post-Production Master Class with Vashi Nedomansky, ACE

Hollywood Post-Production with David Fincher’s Editorial Team
Frame.io Insider Blog

Frame.io Workflow Guide
Mastering MultiCamera Techniquegbook)

Hardware & Optimizations
Premiere Pro System Requirements

Premiere Pro Hardware Recommendations

DAV Tech Table
https://www.youtube.com/user/dhelmly/videos

Best Practices & Work ow GuideResources & Tutorials136



Extension Panels & App Integrations
Adobe Exchange
Premiere Pro Sample Panel

Premiere Pro API Documentation

Customer Support
Fastest way to reach Adobe Care Team for support questidiigis:/twitter.com/AdobeCare

Phone:(+1) 800-585-0774

Adobe Technology Partners
Video Partner Portal
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