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Re-Recording Mixer

CAS President David E. Fluhr

announced tllat the organiza-

tion will honor re—recording
mixer Andy Nelson with the
Society’s bigliest accolade, the CAS. Career Achievement
Award. It will to be presented atrthe 50th CAS Awards on
February 22, 2014, in the Crystal Ballroom of the historic
Millennium-Bilemore Hotel in Los Angeles.

“I am thrilled to announce Andy Nelson as this year’s
Cinema Audio Society Career Achievement honoree. Andy is
a longtime colleague, and I have had the pleasure of watch-
ing Andy skyrocket to the top of our craft over these last
few years," said Fluhr. uAndy’s easy-going demeanor, natural
mixing and storytelling talents, along with his ability to guide
large productions with ease and confidence, have led the CAS
Board of Directors to bestow this honor. We are looking
forward to an exciting evening on February 22, 2014, as the
CAS celebrates our 50th year.”

Growing up in London and pursuing his love of film, Andy
started work as a projectionist at the local cinema at the age
of 16. He was already putting music to his 8mm films at
home, a sure sign of things to come. Starting his apprentice—
ship in a local documentary film company, he was eventually
accepted into the BBC Film Department and by the late "70s

was in the mixing seat.

Nelson won the CAS Awards and Oscar® awards for Les
Misérables (left) and Saving Private Ryan.

to Be Honored with the
CAS Career Achievement Award

by Dorothea Sargent

The next stop was an independent studio in Soho, London,
where Andy handled many music projects, his other great
passion, and was introduced to the world of features when
Working with the late Ken Russell. In 1983, he moved to
Shepperton Studios working again with Ken, Nic Roeg and
Stanley Kubrick to name a few.

In 1987, Andy was offered the position of Director of
Sound at Film House in Toronto and that year won a Genie
Award and garnered his first Oscar nomination for Gorillas
in the Mist. It wasn't long before he was lucky enough to be
offered a position with Todd A-O Studios. Working on
Stage A, the legendary sound room in Hollywood, allowed
him the opportunity to mix for Steven Spielberg, Brian de
Palma, Adrian Lyne, Warren Beatty, Alan Parker and many,
many more.

In 1999, Andy moved across town to Fox Studios where
he has worked for 14 years, and also serves as Senior Vice
President Sound Operations.

Nelson has previously received 18 nominations for the
CAS Award for Outstanding Achievement in Sound Mixing
for a Feature Film and won the award in 2013 for Les
Misérables and in 1999 for Saving Private Ryan.

In addition to his CAS wins, Nelson has been nominated
18 times for the Oscar® with wins for Les Misérables and Saving
Private Ryan and has been recognized by BAFTA with 14
nominations with wins for Les Misérables, Moulin Rouge!, Saving
Private Ryan, L.A. Confidential and Bravebeart.

In a career that spans 35 years, Nelson has been the re-
recording mixer on more than 140 feature films, including
Lincoln, Rise of the Guardians, War Horse, Super 8, Avatar, Star Trek,
Blood Diamond, War of the Worlds, The Last Samurai, Seabiscuit, Catch
Me if You Can, Shrek, The Insider, The Thin Red Line, The X-Files,
Evita and Schindler’s List.

As the 32nd recipient of the Cinema Audio Society’s high-
est honor, Mr. Nelson joins an illustrious group of past
honorees that includes Ray Dolby, CAS; Robert Altman,
Jack Solomon, CAS; John Bonner, CAS; Bill Varney, CAS;
Don Rogers, CAS; Walter Murch, CAS; Jim Webb, CAS;
Richard Portman, CAS; Tomlinson Holman, CAS; Mike
Minkler, CAS; Ed Greene, CAS; Dennis Sands, CAS; Dennis
L. Maitland, Sr., CAS; Randy Thom, CAS; ]effrey S. Wexler,
CAS:; Scott Millan, CAS and Chris Newman, CAS.
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Chinese |dol:

A Work in Progress

The SMG audio engineering group with Tony Mo Jiawei (center front).

Having had opportunities in the past to work overseas, perhaps
none was more chaﬂenging, informative and rewarding than my
experiences this past summer in Shanghai, China.

A few weeks into this year’s American Idol season, a delegation
from the Shanghai Media Group (SMG) visited the stage of
American Idol at TV City. Their visit was in advance of produc-
tion for Chinese Idol. During their visit, I was asked to respond
to a series of technical questions related to sound. As a preface,
I explained it took an experienced group of audio professionals
working closely together to put American Idol live on air.

On a second visit by the Chinese delegation, I encountered
the SMG touring the now-empty studio. After answering more
questions, we toured individual sound areas (PA, monitors, RF
and microphone A-2 position, etc.) ending up in the broadcast
audio booth. I gave a brief description of the Calrec Apollo con-
sole system, Meyer HD-I monitors, the playback position for
underscores, and the reasons for an audience sweetener. I played
a segment of that evening’s 5.1 broadcast, picture and sound, as
it aired from the mixer’s position at the levels monitored. My
preferred Iistening level is 76dB.

In America, as a general rule, the only audio sent for primary
network transmission is 5.1 surround. Because the larger broad-
cast audience still listens to a stereo downmix made at their
receiver, we mostly monitor in stereo (Lo/Ro) with periodic

checks to the 5.1 and Lt/Rt.

by Ed Greene, CAS

A few days later, I received a call from Roy Lu,
who arranged for the SMG visit, asking if I would be
interested in traveling to Shanghai as an audio con-
sultant to Chinese Idol. After some weeks of emails and
planning, T arrived in Shanghai on Friday, ]uly 12. My
primary host was Forest Lin, Director of Technical
Operations at SMG. My other hosts were Tony Mo
Jiawei, an engineering supervisor and recording engi-
neer, and Cherry Qian, an assistant to Forest Lin.
After a gracious greeting on my arrival, they arranged
for us to travel Saturday to their broadcast venue. If
the exact purpose of my trip wasn't clear before travel-
ing to Shanghai, here’s what I learned:

1. Chinese Idol was already on air in SD and stereo, but SMG
was interested in starting a new premium channel in HD
and 5.1

2. While SMG had done broadcasts in 5.1 for sports, they
were interested in consultation for 5.1 entertainment
shows.

3. My assignment was to help set up and supervise a 5.1 mix

on Chinese Idol.

“Mixing a show in a language | didn’t
understand was a surreal experience.”

It turned out the Chinese Idol broadcast venue was a 5,000-seat
tennis stadium on the outskirts of Shanghai. The audience, a
wedge of the seating area, held about 1,500. Our 5.1 control
room was in an OB (outside broadcast) van with a Studer Vista
8 console, a full Pro Tools system, 5.1 metering with a scope,
along with monitoring on JBL speakers. The audio Control
Room (CR) for the SD/stereo show was in the stadium. The
SMG OB van received two MADI feeds with all audio sources
from the CR inside the venue. The video CR (another OB van)
was next to us, both outside the stadium.

I've had the opportunity to mix many shows in 5.1 and stereo
on Studer Vista 8’s and always found them reliable, ergonom-
ically-friendly, with very good sound. In my opinion, those
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are the essential requirements, in order, for any live broadcast
system. It turned out the Chinese Idol weekly live broadcast
was Sunday evening, so Saturday was a serious rehearsal day.
Looking at the breakdown and listening to the MADI feeds
during rehearsal convinced me we could make a reasonable 5.1
mix. I explained that I would set up the basic parameters of a
5.1 mix in a manner comfortable to me, understanding that
another mixer may choose to move faders around to better suit
their style. The fortunate advantage of digital consoles is that
processing, panning and EFX remain on inputs, even if they are
moved to another position on the desk.

The 5.1 mix I chose to set up followed the same format I've
used for American broadcasts. My objective in panning and
mixing is to have the viewer listen as if they are in the 10th row
center at the event. However, there are restrictions, mostly in
receivers, that influence the choices of panning and mix.

I. The default stereo mixdown in receivers was designed for
broadcast of surround motion pictures and does not lend
itself to audio information common to front and back.

2. Most stereo receivers have a default “surround enhance-
ment.” This dates back to stereo TV when most screens
were 21 inches to 27 inches. The result provides a wider
spread to the stereo image at the expense of less center
information. In my opinion, this no longer belongs as a
default setting because it distorts the intended balance of
the mix.

3. There are still some broadcasters and smaller cable compa-
nies transmitting only in stereo. When transmission only
provides a 5.1 source, some stations and cable providers
make the operational error of using Left Front, Right
Front for their stereo transmission.

So, with the above in mind, my panning for Chinese Idol was:

Dialogue and Vocals, center with divergence LF, RF; Music, LF,
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View of the stage from behind the PA console (above). Inside the audio OB van with
Tony, Cherry Qian and another member of the SMG engineering department (right).
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RF with some LR, RR; Video Tape playbacks, same as music
but with enough C to anchor the dialogue; Rear Audience,
panned LR, RR: Front Audience, panned LF, RF. The panning
indicating some common information to Front and Rear gener-
ally followed the old 3 to I rule. (If 9dB in front, 3dB in rear,
etc.) Ultimately, this is all measured by listening to the result
and checking balances between 5.1, Lo/Ro and Lt/Rt.

In addition to Tony and Cherry, there were always 4-6 SMG
engineering people observing in our OB van. By Sunday after-
noon, with help from several SMG engineers, the desk was con-
figured for mixing a 5.1 version of Chinese Idol. During the dress
rehearsal, I set gain, EQ, compression, effects and a preliminary
5.1 mix. As time for the live show got closer, I inquired which
mixer wanted to do the mix. With no volunteers, I realized I was
elected to mix their first 5.1 test show. Since the show format
was different, observing the dress rehearsal was extremely help-
ful. To me, mixing a show in a language I didn’t understand was
a surreal experience.

This was the first season of Chinese Idol, and like the early sea-
sons of American 1dol, it was still a work in progress. My mixing
their first 5.1 test show turned out to be helpful because it gave
me a big-picture look at the show and led me to provide some
observations on various aspects of their production.

During the following week, we returned several times to the
OB van and put up the 5.1 Pro Tools session, discussing the
mix and making some adjustments. Several of the SMG mixers
sat at the desk to get the feel of the 5.1 show.

Later that week, I visited inside the venue to listen and
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Stage right view showing band rhythm section.

observe their setup. The set and stage, orchestra, PA and
foldback areas were very well designed and operated. My only
negative observation was that the PA was too loud. I measured
levels in the area of 115dB SPL C weighted in the audience area.
Levels consistently over 110dB SPL can easily damage young
ears in particular—a large part of their audience. The audio
equipment inside the venue was mostly recognizable brands.
Because of the high SPL, hosts and talent all used handheld
RF’s, no lav’s (mostly Shures). Table mikes for judges were
DPAs. PA, foldback and broadcast consoles were mostly Digital
Soundcraft. Ear monitors were mostly Sennheisers. The entire
setup appeared superbly and cleanly engineered and operated.

I was told the following Monday, after the 5.1 test show, that
there would be a playback for the head of Dragon TV, a satel-
lite program distribution company now part of SMG, to decide
if they would go ahead with the 5.1 project. Again, I ended up
mixing the second 5.1 test show. The playback was set up at
SMG headquarters in a Pro Tools mix room.

The head of Dragon TV sat at a Digidesign console listening
to each of three sources from Sunday’s show; a section of the
5.1 mix, a stereo mixdown, and the stereo mix of the SD show
as aired. The room that comfortably holds about six people had
about 16. Afterward, there was a lengthy discussion, none of
which T understood, with most people finally leaving the room.
Some time later, I was told the head of Dragon TV and her
group liked what they heard and approved continuation of the
project.

The second part of my trip to Shanghai was a request for
me to lecture to an SMG engineering group about mixing 5.1
entertainment television. Although I brought a separate audio
drive and DVD picture elements with timecode, they were
not easily displayed. Tony downloaded in Shanghai the entire
American Idol live broadcast season in HD and 5.I. I answered
some written questions in advance, had photographs of our
setup at TV City and was able to play pieces from several shows
of American Idol on a large HD screen with a proper 5.1 playback
system in an SMG screening room.

On the Sunday before I left, Robin, a Chinese mixer from
SMG, did a really good job mixing the last of the 5.1 test
shows. As expected, he reconfigured the Vista 8 more to his
mixing style, but leaving the basic 5.1 panning template.

I cannot speak highly enough about the hospitality and pro-
fessionalism of the Chinese team during my trip to Shanghai.
I remain in contact with people from my trip and have received
emails with audio files for review of several 5.1 broadcasts.®
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Mixing and
Your Focus Zone

Do you have days where you can’t seem to get
started or get things done, and don’t know
Why? Do you feel Wiped out only on days when
there’s a client in the room? Do you “crash”
after a busy mix? What's the difference between
having an off day or the day ﬂying by without

effort?

Lucy Jo Palladino, PhD, is a psychologist, attention expert
and author of Find Your Focus Zone: An Effective New Plan to Defeat
Distraction and Overload. She describes your focus zone as a
“relaxed-alert” state where you are at optimal stimulation and
attention. It's a place where you are not bored or over-
whelmed, but alert and working at your best. Athletes refer to
this state as “peal( performance,” and artists call it “flow.”
Palladino offers simple strategies to become more aware of
how focused you are, where you need to be, and how to train

yourself to get there quicl(ly (and stay there).

The Science of Stimulation

Researchers have been studying the concept of stimulation
for over 100 years. In 1908, psychologists Robert M. Yerkes
and John Dillingham Dodson developed the Yerkes-Dodson
law, which dictates that performance increases with arousal
(physiological or mental), but only to a point. When arousal
becomes too high, performance decreases. In other words, we

erform best when we are neither overstimulated (anxious,
overwhelmed, hyperfocused) or understimulated (bored or
uninterested).

Dr. Palladino uses a similar model: “The upside—down U is
a helpful mental tool for getting and staying In your zone.
Think of it as a gauge on the dashboard of your car. Psych
yourself up or calm yourself down as needed to keep that
needle in the range around the center.”

An example of this in use by Olympic athletes—who face
both ends of the spectrum. Athletes practice long hours for
years, which can be understimulating, yet they must find ways
to keep focus during training. As an event gets closer, the

by April Tucker, CAS

problem reverses itself. “The contests, pageantry, and media
blitz create a constant buzz of overstimulation. Only those
who can stay calm enough to concentrate have a chance at
winning a medal ... The winners are those who hone their
psychological skills. They know how and when to rev up or
calm down. They stay in their focus zone—the relaxed-alert
state of just-right stimulation—where attention is best.”
(Palladino, website)

Mixers also encounter both ends of this spectrum, between
long production shoots or mixing alone unsupervised, and
being on a dub stage during a high—pressure review. We will
look at these scenarios more closely in a bit.

Optimal arousal

Strong
Optimal performance
g & S
= Impaired performance
g because of strong anxiety
o
]
-
& \
Increasing attention
Weak and interest
Low High
Arousal

Robert M. Yerkes and John Dillingham Dodson developed the Yerkes-
Dodson law. Photo from wikipedia.org.

BEST PEAK
l YOUR
ATTENTION Focus

ZONE
UNDER- OVER-
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WORST
LOW4+——————— STIMULATION ——— * HIGH

Dr. Palladino’s upside-down U model.
Photo from www.yourfocuszone.com.
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Stimulation levels change through brain chemicals called
neurotransmitters. There are over 60 different chemicals
with serotonin, dopamine, and adrenaline being some of the
more commonly known ones. Our thoughts, what we eat, and
the drugs we take will all affect the chemicals in our brains.
Chemicals are released throughout the day, and when they are
depleted, we need to replenish. “If you've been focusing all
day, you're low on brain chemicals when you leave work. If
you've been hyper-focusing all day (under stress), you'll have
even less in reserve. When brain chemicals are depleted, your
brain is out of fuel. Think of a car running out of gas. You're
not going to move until you refuel. Lucl(ily, with time and
rest, unlike a car, the brain refuels itself,” Palladino says.
Because we mostly replenish through sleep, “we have maxi-
mum potential for focusing in the morning. Peak time for
alertness is morning, but peak time for reaction time is after-
noon. We can regenerate, to some extent, through the day,
especially by choosing breaks that replenish, not deplete,
brain chemicals. Some people find that they benefit from
power naps.

“T carefully named my book Find Your Focus Zone, not Find the
Focus Zone. This distinction matters. We have different faces,
different fingerprints; of course, we have different neuro-
chemistries, even if we can’t see them. Your threshold for
metabolizing certain brain chemicals is going to be different
than someone else’s, so while you can learn from the experi-
ence of others, when it comes to decisions about staying in
your zone, you need to look within, monitor yourself, and
identify what you need and when you need it. Base your deci-
sions about taking breaks, multi—tasl(ing, committing to
deadlines, eliminating distraction, and how fast and how long
you produce, on the arousal level you need to stay in your
zone.

While the brain has the ability to adapt to daily habits (a
concept called “neuroplasticity"), working in audio adds an
additional cliallenge: sensory stimulation. The environment
of a mix stage (constant noise, dark room, and watching for
long periods of time) can be demanding on the brain. As
brain chemicals deplete, the ability to focus decreases, which
makes it especially important to be aware of where you are on
the scale, and where you need to be.

So, how do we get to our focus zone and stay there? We'll
take a closer look at this from each side of the curve. But
first, we'll look at what to do before starting the workday.

Before Work

Before you start working, it’s important to take time to
plan for the day. Important mental processes, like prioritiz-
ing tasks, take the most effort, and therefore need to be done
first (even before addressing any emails or calls). It's crucial
to take time to plan and schedule, because you may otherwise
waste energy unnecessarily thinking about other tasks, or
worse, run out of energy before you get to an important task.
In David Rock’s book, Your Brain ar Work, he offers the fol-

lowing suggestions for sclieduling your day:

An Effective New Plan to Defeat
Distraction and Overload

FIND
YOUR

FOCLS
ZONE

Author Lucy Jo . ;‘u:m:-nlmm Iwhili: under pressure
. = Do more in less time

P?I:?dmo and her book * Tune out distractions

Find Your Focus Zone. = Stop procrasunating

Photos from * Sucoeed ar your goals

www.yourfocuszone

.com y LUCY JO PALLADI

Schedule the most attention-rich tasks when you have a
fresh and alert mind
Schedule blocks of time for different modes of thinking

* Prioritize prioritizing, as it’s an energy-intensive activity

* Save mental energy for prioritizing by avoiding other
higli—energy—consuming conscious activities, such as deal-
ing with emails

Think of conscious thinking as a precious resource to
conserve

What this means is that it is a better use of energy to have
scheduled blocks of time for emails/calls, editing, mixing,
meetings, etc., as opposed to editing/mixing and fielding
calls and emails simultaneously. Switching between tasks
also takes energy, lowers productivity, and leaves room for
errors. Scientist Harold Pashler found that performance
falls 50%, or takes twice as long, when trying to do two
tasks at the same time, versus focusing on just one. This
only applies if you have to pay attention to both activities,
so if you’re doing something, like driving or mixing on
“auto-pilot,” there may not be as much of a loss. This
doesn’t mean that activities such as emailing or texting
won't affect productivity, however. “A study done at the
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Similar to audio specs, we have an ‘optimal’ range in which to operate.
Photo from www.dorrough.com.

University of London found that constant emailing and
text-messaging reduces mental capability by an average of
10 points on an 1Q test. It was five points for women, and
15 points for men. This effect is similar to missing a
night's sleep ‘Always on’ may not be the most productive
way to work [because] the brain is being forced to be on
‘alert’ far too much.” (Rock, 35)

While turning off all phones and emails may not be prac-
tical, there are steps we can still take that will help increase
productivity‘ The key is to reduce how often you have to
switch tasks. For example, try creating a system to separate
important calls/emails (that are OK to interrupt you) from
less important and personal matters. This may mean a work
phone line that you ask everyone not to use unless they need
an immediate response, or a separate email address for per-
sonal matters, rnailing lists, etc., that you check at your
discretion. Turn off unnecessary phone and email alerts so
you can address non-urgent calls, texts, and messages at
your discretion.

When scheduling your day, take large tasks and break
them down into smaller tasks that you can use to set goals.
Palladino says, “What research speaks to—and what our
own experience tells us—is that breaking down tasks is
extremely helpful. Your brain moves toward a small task
and away from a large one. Every time you cross a task off
your list, you give yourself a tiny boost of dopamine, the
brain chemical responsible for the fact that ‘nothing suc-
ceeds like success.””

If possible, try to schedule events to coincide with what
type of stimulation you need during the day‘ Ifyou're typi-
cally dragging or losing focus after lunch, plan an activity
that will give you a boost of motivation during that time
(maybe your favorite element to work on - sound design,
mixing music, etc.). The productivity of a meeting or a mix
can be affected by whether you're at the right stimulation
level. Palladino also adds, “Generally, peak time for alert-
ness is morning, but peak time for reaction time is after-
noon.” Try experimenting the next time you have an option
to have a client come at 10 a.m. or 4 p-m. Do you work
more efficiently knowing that someone is coming, or are
you more productive if you have ﬂexibility? When is your
attention to detail highest, and when are you getting dis-
tracted? Pay attention to what each feels like, what works
best for you, and use that to your advantage.
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Focusing on a Slow
(or Unsupervised) Mix Day

Start at quitting time the day before:

¢ Before you leave your office, set a specific, realistic
goal—a clearly defined chunk of work—for the next
day and write it down. By 5 p.m., complete x amount
of x job (editing, mixing) on the_______ project.

e Leave your work area in a state that makes it inviting
for you to sit down and get right to work tomorrow
morning.

¢ Leave a well-defined, uncomplicated task almost fin-
ished, so your first task the next day is to finish it,
which you can easily do.

That morning:

¢ Psych yourself up as soon as you wake up. This is going
to be a productive day. Picture yourself completing
your written goal by quitting time today. Mentally
prepare yourself before you enter your office.

¢ Connect with the feeling of deep satisfaction that you
have at the end of a day after you've achieved your
goals. / want to feel that good about myself tonight.

The act of psyching up or connecting with positive feel-
ings can give you a boost of dopamine, which can help raise
your stimulation level and get into your zone faster when
you’re ready to work. Elite athletes practice how they want
to feel in competition (and it has proven to be effective),
so picturing yourself doing activities and mentaHy prepar-
ing yourseif will also increase the likelihood of achieving
your goals.

Once you have your day blocked out by activity or tasks,
it can help to create incentives as motivation to complete
small tasks. Other tasks could even serve as an incentive, if
it's something you’re looking forward to doing. For exam-
ple, a goal could be, “I'm going to finish mixing act I, then
I can make that phone call,” or “I'm going to edit for an
hour, then I can check Facebook.” Dr. Palladino suggests,
“If you want to get the biggest bang for your break-taking
buck, you'll get away from a screen. Take a short walk out-
side, do some yoga or meditation, or stand up and call an
old friend or loved one whose voice you really like to hear.
These activities will replenish, not further deplete, impor-
tant brain chemicals. One way to disrupt the habit of surf-
ing the Web or returning emails on break is to make a rule
that you will stand up and walk outside and, once you're out
of the building, decide if you want to stay outside or go
back to your screen.”

The work environment should ideally only be used for
work, in an effort to train ourselves that when we are in that
space, it is time to work. Palladino says, “Definitely take
breaks away from your workstation, if possible outdoors.
Avoid eating meals there, too. You want all cues to say,
‘Time to focus on work.” I wouldn’t be too strict about



snacks. Sometimes, a nutritious snack can be the added
stimulation you need to keep going, especially during low-
blood sugar times in late afternoon.”

What about when you get in your zone and don’t want to
take a break because of it? In the long run, the benefits of
a break (replenishing brain chemicals through exercise,
relaxation, a conversation or a joke) may actually allow you
the ability to focus longer. Plus, getting into your zone
takes practice, and in time, will be something that happens
quickly when you sit down to work. “You can get into your
zone faster by paying attention to what it feels like when
you're there, and then act like yourself in that state of
being. For example, how do you get to sleep at night? You
get ready for bed, then get Into Position, then imitate a
sleeping person until you become one. So get ready to enter
your zone, get Into position, then imitate a relaxed-alert
person until you become one!”

What if you can’t keep focus or can’t get started? The
first step is to acknowledge that you are out of your focus
zone. On a scale of 0 to 10 (where 5 is ideal focus), where
are you? Do you need to relax or psych up? Then, take the
steps to get where you need to go (This may take some
experimentation and learning what works for you.) For
example, some people may need to take a break from not
working in order to start working.’ If you are understimu-
lated, then doing something that will generate dopamine
may be enough stimulation to get you going again. Palladino
suggests, “Raise your chair, get water, a cup of tea, a snack
—whatever it takes to increase your stimulation and get
yourself into your focus zone.”

If you're getting started or haven't been working long
enough to take a break, generate dopamine by:

e Connecting with the rewards of the work you're doing,
and what it means for you: Will you feel personal satisfac-
tion? Will it improve your skills? Will it generate more
business? Will it lead to advancement? Is there someone
you admire who'll be impressed? What will you do with the
money you're earning?

e Have a touchstone of past successes: an award; an
acknowledgment; an invoice. Choose one you're proud of
and keep it where you can see or touch it.

e Talk to someone out loud about the project, if you'd
like, but don't let the conversation take you away from the
work. Make sure it leads you into it.

Palladino continues, “If you've been working long enough
and you want to take a break, then leave your desk and listen
to jokes or read something entertaining that gives you a
boost of dopamine, These activities take you away from
your task, so if you're not on a break, it’s procrastination.
Name it as such. Staying honest with yourself about avoid-
ance is half the battle.

“Avoidance can get the best of us at times. If connecting
with your motivation to be successful isn’t helping you beat

1t today, try connecting with the reality of your deadline,
instead. For example, use a countdown clock on your smart-
phone, or set an alarm at intervals, having jotted down the
amount of work you should have finished when the alarm
goes off, to stay on track for finishing on time.” Use this
technique only until you’re in your zone, at which point you
can turn off the alarm (so it doesn’t become a distraction).

Focusing on a Busy Mix Day

Dr. Palladino offers the following tips for when we antici-
pate high-stress periods of the day.
Be Prepared:

* Face high-stress times well-rested and physically fit.
Sleep and exercise are evidence-based strategies shown
to improve your attention span, especially under pres-
sure.

¢ Plan ahead for the most stressful times of the day by
pacing yourself, especially your intake of caffeine and
sugar.

¢ During less stressful times, practice specific ways to
steady yourself during periods of high stress: take a few
deep breaths, repeat an “anchor” word such as “calm,”
use a touchstone (such as a wedding ring or favorite
photo) to get back to center.

e Mentally rehearse the way you want to act, not react,
when pressured. (Elite athletes use mental rehearsal
with great success. Well before an event, they envision
and practice the mindset they want to have when things
get real.)

In a high—stress environment, be aware that you have the
same amount of brain chemicals as you do on a low-stress
day. Chemicals can deplete from stress and sensory stimula-
tion (such as sound/picture), so it's important to check in
during the day where you’re at on the scale. Breaks outside
the studio are especially important in this environment,
because it can give you the opportunity to conserve or pos-
sibly replenish brain chemicals.

Being overstimulated will also deplete brain chemicals
faster, so it is important to learn what that feels like, and
what works to bring you back into your focus zone. Are
you relaxed, or tense? Being hyperfocused or overstimulated
can look like your focus zone—both have deep concentra-
tion and involvement, a sense of challenge, and losing track
of time. The difference is that hyperfocus has tension. The
idea of an anchor or a touchstone is that you can calm your-
self quickly using an object or a word. The more you prac-
tice using your anchor or touchstone (when you aren't
stressed), the more effective it will be when you use it under
pressure.

Note your level of stimulation before work, as well. Is
your commute a source of stress or overstimulation? If so,
maybe listening to calming music or a relaxing phone con-
versation would help. Give yourself extra time, if it lowers
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i morning to get going. In that case, ask
0 yourself, where am I on the scale? Is this a
good level of stimulation for me, or am I
too high? Is this helpful, or could it be tak-
ing away from what I need during the day?

Monitoring yourself 1s especially crucial
if you have a client review later in the day,
where you need to be at your best.
“Performance anxiety is a challenge under
optimal circumstances, but your members
have to deal with it at the end of the work-

day,” Palladino said.
After Work

Why is it that some days we feel com-
pletely exhausted and “fried,” and others

SALES o SERVICE #» RENTAL we feel fine? It comes back to brain chemi-

D " cals. If you are depleted of brain chemicals,
NEW YORK ¢ NEW ORLE 'i NS it may leave you feeling exhausted and
numb. While the day may go faster letting
adrenaline rush under stress, it might be
taking up the last of your energy for the
day, too. Feeling fried or crashing may be
the body trying to send an important mes-
sage, and it's important to take time to
‘ h ﬂ ‘ listen and regenerate when we have those
A “s tl [c r sensations. “Prolonged stress has been

lll’lked to health concerns and a decreased

MaterlaIsControI Q*)und & H life expectancy. So maybe a fried brain is
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porarily until the mechanism cools down
enough to make it safe to operate again,”
Palladino said. “If we don’t slow down
from time to time, we miss the chance to
check in with ourselves about the current
course of our lives.”

Getting in your focus zone is about good
planning, being aware, and having tech-
A . niques to help you calm down (or get a
Flat Wall R e boost) when needed. Maintaining awareness

{ and taking breaks (away from the computer)
will help sustain focus, make the day more
productive, and allow more energy for the

things we want to do outside the job.'
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Alfred Hitchcock

and the Foray Into
the World of Sound Design

d historians consider 1933’s King Kong to be
ich incorporated the use of sound design in
he soundtrack. There is good reason for this
everal of the creatures in King Kong, includ-
If, required imagination and creativity to give
them a voice. Although the work on Kong was groundbreaking,
I believe that Hitchcock’s work on the first British ‘talkie,’
Blackmail, was truly innovative and should be considered as the
first use of many of the sound design principles which are still
in practice today. This paper will include an analysis of the
use of sound in Blackmail and show how these sounds support
the narrative of the film in a way that had not been put into
practice prior to this film. Hitchcock is considered the “Master
of Suspense,” and his use of sound is no small contribution to
this success.

It is first necessary to have a cursory understanding of what
sound design is and how it is used in creating a soundtrack for
a film. According to Stanley Alten, one definition of sound
design is “the vision that harmonizes the various elements
with the visual story by creating the overall sonic character of a
production.” Wikipedia defines sound design as “the process
of specifying, acquiring and manipulating audio elements. It
1s employed in a variety of disciplines including film, theatre,
music recording, live music performance, and computer game
software development. Sound design most commonly involves
the manipulation of previously composed audio, such as previ-
ously recorded music and sound effects. In some instances it
may also involve the composition or manipulation of audio
to create a desired effect or mood.™ The designation of Sound
Designer is attributed to Francis Ford Coppola in describing the
work done on Apocalypse Now by Walter Murch.” Murch won the
Academy Award for Best Sound Mixing in 1979 as a result of
his work on Apocalypse Now. The title was also soon given to Ben
Burtt for his work on Star Wars, also in 1979. Sound design for
film 1s applied in three primary categories; dialogue, music, and
sound effects. Within these delineations, there are subgroups
which further break down the categories as follows:

by Peter Damski, CAS

1. Dialogue
a. Production dialogue—Dialogue recorded during filming
b. Post—production dialogue (ADR).
c. Walla—Crowd murmurs and off—stage voices.
2. Music
a. Diegetic music—Music from sources seen on screen.
Non—diegetic music—Underscore and mood music.
b. Music as an effect—Using musical instruments to
create the sounds of on-screen actions.
3. Sound Effects
a. Foley—The sounds of movement of people and
objects.
b. Hard effects—Door slams, explosions, doorbells,
phone rings.
c. Designed effects—Using manipulated sounds to cre-
ate new and unnatural combinations.
d. Ambience—The sonic space in which the scene takes

place,

It is important to consider that the information contained
in the outline above reveals the elements used in the creation of
the film soundtrack but ignores the creative decisions that drive
the way they are used. These choices lay at the heart of sound
design as an art form.

Hitchcock’s use of sound in the “talkie” version of Blackmail
reveals an innovative use of many of these sound design prin-
ciples, Blackmail was originally produced in 1929 as a silent film,
but Hitchcock felt that sound for film was not “a mere flash in
the pan”4 and had always intended this film to have synchronous
dialogue. Once the silent version was completed, Hitchcock
was given the go-ahead to convert the film to a talking version.
At this time, there was good reason to continue to make silent
films. Very few theaters were equipped with sound reproducing
systems and the economic necessity of wide distribution kept
silent film alive.” Hitchcock describes his preparation for adding
sound to Blackmail; “When producing the film in silent form, I
was (magining all the time that it was a talkie. I was using talkie
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Alice holding the murder weapon

technique, but without sound.”® This paper will investigate the
outcome of Hitchcock'’s imaginative techniques and how they
manifest themselves on the screen. Examples will come from the
use of dialogue, music and sound effects in Blackmail.

Use of Dialogue in Blackmail

Cinema scholars have argued that there are two primary
approaches to the use of dialogue in film. The first approach
is to represent the authenticity of the sound produced m a
space, and the second is to maintain intelligibility of the dia-
logue, regardless of what we see in the image.” One can hear
Hitchcock’s experimentation with these approaches througl -
out the film. As stated earlier, Hitchcock had always intended
for Blackmail to be a talking picture and his 51oot1ng approach
reflected that desire. Many scenes from the silent version, which
were 1ncorporated into the talkie version, were shot from the
back of the actors to conceal lip and mouth movements. This
allowed the inclusion of dialogue, recorded in post production,
to be added to the existing footage. Eight minutes into the
film, we hear the first use of dialogue. The Detective Sergeant
and Detective Webber (Frank) are walking down a hallway
in Scotland Yard and we hear the first conversation of the
film. The dialogue is somewhat unintelligible and reflects the
Authenticity approach. As we move with the two policemen,
they enter the men’s locker room, where a gathering of several
men 1s taking place, perhaps indicating a shift change. All of
the dialogue for this sequence was done in post production
and there is no synchronous sound. This was the first use of
Walla in Blackmail. This innovation cannot be attributed solely
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to Hitchcock, as we hear Walla in the
nightclub scenes from The Jazz Singer two
years earlier. Hitchcock’s real innovation,
as it pertains to dialogue, came about
when converting the silent version to
a talking version. Hitchcock had cast
Czechoslovakian actress Anny Ondra as
the lead, Alice White, in the silent ver-
sion of Blackmail. Ondra had a very strong
Eastern European accent and spoke very
lictle English. He did not want to replace
Ondra in the sound version and had to
come up with a new way to make this
transition possible. His solution to this
problem was to have an English actress,
Joan Barry, serve a new function on the
set. The voice heard coming from Alice
White is actually being spoken off stage,
in real time, while Ondra mouths the
words on screen. This was a brilliant
solution and worked out fairly well in the
film. One may notice a slight hesitation
as Alice delivers her dialogue on screen.
The two actresses spent many hours
rehearsing together in order to make this
a reality. ‘When one pays close attention to the soundtrack dur-
ing these dialogue scenes, one can hear a spatial change between
the dialogue that is spoken on camera by the rest of the cast,
and the lines delivered by Barry. In order to facilitate this new
approach, the microphone used to record Barry was here much
closer to the source than the microphone used to record the
on-camera dialogue. The difference in proximity allows for
more sonic interaction with the space being recorded on the
microphone which is farther away from the talent. In essence,
the on-camera dialogue is indicative of the Authentic approach
to the use of sound and the off-camera dialogue spoken by
Barry illustrates the Intelligible approach. These two approaches
were juxtaposed in the final edit, giving the soundtrack a bit of
a jerky feel. An additional experiment with the use of dialogue
can be heard in the scene where Alice is seated at the kitchen
table, having committed murder in self-defense by using a knife
the night before.

The neighborhood Gossip is visiting the news shop, which
is owned by Alice’s parents. The subject of this day’s gossip
is the murder, which happened “right around the corner” last
night. The Gossip goes on and on about the use of a knife.
The film cuts to a close—up of Alice, seated in a catatonic state
listening to her own mind. In order to change the sonic perspec-
tive of the audience from the casual observer to that of what is
happening inside Alice’s head, Hitchcock experimented with the
Gossip’s dialogue. Hitchcock talks about his approach to this
scene, “I think this kind of effect may be justified. There have
always been occasions when we have needed to show a phan-
tasmagoria of the mind in terms of visual tmagery. So we may
want to show someone’s mental state by letting him listen to



some sound—Iet us say church bells—and making them clang
with distorted insistence in his head.”® He would drop the level
of the words, which surrounded the word “knife,” making them
unintelligible and would raise the level when the word “knife”
was spoken, sometimes even to the point of distortion. This
was a great example of Hitchcock’s working with the concepts
of Authenticity versus Intelligibility. Michel Chion questions
the success of this experiment. He describes it as a “blurring of
the voice,” and feels that it draws our attention to the techni-
cal aspects of the sound rather than the subjective experience of
hearing it. Whether it works, or not, is not the point. What is
really important here is that Hitchcock was willing to try a new
approach in an attempt to use dialogue to reinforce the text of
this film. There are many more examples of Hitchcock’s experi-
mentation with dialogue in Blackmail, but when considering the
entire sound design of the film, we must also consider his use
of music to reinforce the text of his film.

Use of Music in Blackmail

Some form of musical accompaniment has always existed in
the cinema. The first use of music with film is attributed to the
Lumitre Brothers in their first public screening of a projected
motion picture in 1895. A piano played while the films were
projected. The purpose of this accompaniment was twofold.
The first purpose was to conceal the noise of the loud project-
ing equipment and the second was for the entertainment value
of the music itself. As the technology in film advanced, the
advent of synchronized sound became commonplace. The first
film to include synchronized music was Warner Bros.” Don Juan
in 1926. While there was no dialogue used in Don Juan, it was a
masterful illustration of the power of purposed music in film.
Often, music arrangers of the day would take themes from pop-
ular classical compositions and transform them for film music.
There is little doubt that music can be a powerful means to
evoke a feeling in the listener. In his article “Designing a Movie

for Sound,” Randy Thom describes some of “sound’s talents.”'®
y

Thom is the Director of Sound Design for Skywalker Sound
and 1s one of today’s most talented sound designers, with films
like Ratatouille and The Right Stuff as examples from his vast list
of credits.

Sound’s Talents

Music, dialogue, and sound effects can each do any of the
following jobs, and many more:

® suggest a mood, evoke a feeling

® seta pace

* indicate a geographical locale

* indicate a historical period

* clarify the plot

* define a character

® connect otherwise unconnected ideas, characters, places,

images, or moments
* heighten realism or diminish it

* heighten ambiguity or diminish it

e draw attention to a detail, or away from it

* indicate changes in tim

® smooth otherwise abrupt changes between shots or

scenes

* emphasize a transition for dramatic effect

® describe an acoustic space

® startle or soothe

® exaggerate action or mediate it

At any given moment in a film, sound is likely to be doing
several of these things at once.

Thom has the benefit of hindsight when citing these exam-
ples, but one can clearly see that Hitchcock had insights into
these ideas in the early days of sound in cinema. In an interview
in 1933, Hitchcock revealed his understanding of the power of
music in film."" “The first and obvious use [of music] is atmo-
spheric; to create excitement; to heighten intensity. In a scene
of action, for instance, when the aim is to build uptoa physical
climax, music adds excitement just as effectively as cutting,"
Additionally, “It is in the psychological use of music, which,
you will observe, they knew something about before the talkies,

Hitchcock and Ondra during a voice test

that the great possibilities lie. It makes it possible to express
the unspoken," At several points in Blackmail, one can see the
depth of Hitchcock’s comprehension of the use of music in
film. Musical motifs are associated with certain characters, like
the theme played whenever the story revolves around the police.
Another good example would be when we hear the theme from
the song performed by Cyril Ritchard in the Artist’s apart-
ment, ‘Miss Up—to—Date," thoughts of the Artist come to
mind, whether or not he appears on screen. This happens several
times in the film after the Artist is murdered. Hitchcock was
quick to include this live musical number in his first sound
film after observing the success of The Jazz Singer. Another
scene which exemplifies Hitchcock’s innovation was the one
in which the Artist invites Alice up to his loft. For this scene,
Hitchcock borrowed a visual technique derived from German
Expressionist films."* He placed the camera on an elevator and
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The cameo appearance

tracked the progression of the two characters up several flights
of stairs, ending at the entrance to the Artist’s loft. The music,
arranged by Hubert Bath and Harry Stafford, included several
high—pitched nstruments. Strings, woodwinds, and horns were
punctuated to reflect the footsteps and increased in pitch as the
couple climbed the steps. This served to increase the tension
of the moment and created foreboding about future events.
Following the murder, Alice, in a trance-like state, gathers her
belongings and tries to eliminate any evidence of her ever being
in the loft. The underscore here is a melancholy arrangement of
“Miss Up—to—Date,” at a very slow tempo, distorted in such a
way to reflect the inner thoughts of the character. She dresses
and sneaks quietly out of the apartment and with each step we
hear a staccato string pluck emphasizing her stealth during her
exit. These were very new uses for non—diegetic music in a fea-
ture film. Walt Disney made a similar use of music to empha—
size action in his first cartoon, Steamboat Willie, one year earlier
in 1928. Hitchcock understood the importance of a musical
underscore and summed this up in 1933 to say, “The basis of
cinema’s appeal is emotional. Music’s appeal is to a great extent
emotional, too. To neglect music, I think, is to surrender, will-
fully or not, a chance of progress n filmmal(ing.”IS Hitchcock
went on, successfully, to find creative uses for the musical score
in many future film projects which he directed. The violin's
punctuated screeches, in sync with Mother stabbing Marion, in
the famous shower scene from Psycho (1960) immediately come
to mind. If dialogue and music were the only sound design tools
at Hitchcock’s disposal, the film would still be groundbreaking
but he also took full advantage of the use of sound effects to
aide with the text of Blackmail.

Use of Sound Effects in Blackmail
Not unlike music, sound effects have been a part of live

theater since the Greeks created the Western theater sometime
during the first millennium B.C. The importance of adding
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sound to augment storytelling has been an accepted
practice which made its way into the world of cin-
ema in the earliest days of the art. Don Juan not only
had a synchronous musical score, but also included
sound effects which were synchronous. The sounds
of swords clanging are an integral part of the film.
While Hitchcock had these examples available to
him, prior to the making of Blackmail, he had deter-
mined to use sound effects in an expansive manner.
According to Elisabeth Weis, Hitchcock took great
pride in his control of the soundtrack.”* He would
frequently spend time after his films were edited
and create a script for the addition of sound to his
project. In today’s parlance, this is known as a “spot—
ting session.” This was a truly mnovative approach
to dealing with sound in cinema. Weis classifies
Hitchcock’s use of sound effects in his early works as
Expressionistic in nature. She defines Expressionism
“in the traditional film context, which denotes visual
(or aural) distortion of time, space, or sound as a means of
rendering visible (or audible) interior truths or feelings.””” In
an interview with Francois Truffaut, Hitchcock emphasized the
importance of sound effects and the choices for those sounds.
He stated that, “To describe a sound effect accurately, one has

"1 No sound used in a

to imagine its equivalent n dialogue.
Hitchcock film is without purpose and will advance the text of
that film in some way.

The first sound effect we hear in Blackmail is the sound of
a car horn. This occurs about five minutes into the film. The
police have captured a criminal suspect and are transporting
him to the station for questioning. As the truck arrives at the
station, the sound of car horns and truck pass—bys are heard,
establishing the exterior space which gives the audience a
sense of the sonic environment surrounding the station. This
is the first time that sound was used to create atmosphere
and, although somewhat minimal in nature, still successfully
achieves its goal. The audience can sense the hustle and bustle
which occurs in the space surrounding the New Scotland Yard.
A few scenes later, as Alice and Frank exit the building, we are
again exposed to exterior traffic noise. As they cross paths with
a group of Bobbies, we hear the marching of feet in a rhyth-
mic pattern, almost resembling the sound of a heartbeat; the
unity of the steps perhaps reflecting the orderly nature of the
occupation. Frank takes Alice to lunch at a busy restaurant and
Hitchcock reinforces the visuals of the large crowd vying for
tables by adding a Walla track of many voices. Later in the film,
as Alice wanders the streets of London after committing murt-
der, we hear a variety of sounds which contrast her internal tur-
moil and isolation, which are established through visuals, with
the busy sounds of people interacting with one another on the
sidewalks. This ironic contrast served to emphasize her mental
anguish. Alice returns to her home after a night of aimless
wandering and sneaks into her bed before anyone suspects that
she was out all night. As she enters her home, Hitchcock experi-
ments with the use of sonic perspective by fading the exterior



noise out as Alice enters and closes the front door. Soon, Alice’s
mother comes to wake her up and opens the window blinds and
removes the cover from the bird cage in Alice’s room. We hear
the sound of the bird’s song at very high amplitude, to the point
of annoyance. This sound helps to establish Alice’s feeling of
guilt and her desire to report the events of the previous evening,
She was anticipating her need to confess or “sing like a bird” to
the police. Alice joins the family for breakfast without speaking
a word. During this sequence, Hitchcock establishes the sound
of customers coming and going from the shop with the light
tinkle of a bell as the door opens and closes. This doorbell
sound is normal and expected. Suddenly, a loud, singularly
distorted ring is heard over a close-up shot
of Alice’s face. This creates anticipation of
the reveal of Frank entering the store. Alice
will now have to confess her guilt to Frank,
who already has knowledge that Alice was in
the Artist’s apartment the night before. Frank
had discovered Alice’s glove in the loft while
investigating the murder that morning. In
addition to the sound we hear in this film, it
must also be noted that Hitchcock was very

aware of the use of silence, when necessary, to
advance the story line, draw attention to the
visual component, and create a stark contrast
with the sounds we do hear. This silence also
encourages the audience members to listen to
their individual internal voices, or dialogues,
in reaction to the viewing experience.

From the examples cited above, one can
see that Hitchcock had given a great deal of
thought on how to successfully use sound
effects in augmenting the text of the film.
While many of the sounds chosen were not
complex or particularly beautiful, each of
them was used to create a feeling in the audience’s reception of
the film. Hitchcock went on to explore the use of sound effects
throughout his career with great effectiveness, drawing atten-
tion to detail that the visual component could not singularly
accomplish.

Conclusion

Hitchcock’s filmmaking genius can be seen throughout his
career, With the advent of the sound film, he became a trendset-
ter in the use of sound. It was believed by some cinema scholars
that the addition of synchronous sound to a highly developed
silent film industry would result in the loss of quality filmmak-
ing. Belton makes reference to a book by Rudolph Arnheim, in
which he illustrates this apprehension; “theorists of the silent
film, such as Arnheim, viewed sound as a form of ‘noise’ that
interfered with the eloquent ‘speech’ of silent film stylistics.”"”
Hitchcock’s attitude was the antithesis of this thinking; he felt
that sound was a natural element for inclusion in filmmaking
and would enhance the art.

Admittedly, King Kong (1933) brought sound design prin-
ciples to a whole new plateau. The truly powerful and emotional
score created by Max Steiner was innovative in scope and form.
Murray Spivak exuded brilliance in the creation of the sounds
of Kong and the dinosaurs in the film, especially when consid-
ering the technology available to him at that time. However,
consideration must be given to the four additional years of
experimentation with sound in film that occurred between the
making of Blackmail and King Kong. Many of the sound design
ideas put forward by Steiner and Spivak were certainly influ-
enced by what came before and Hitchcock laid a good deal of

groundwork from which to expand upon. ®

The Artist serenades Alice
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by Karol Urban, CAS

On August 18, CAS members and their families enjoyed
the 2nd Annual CAS Picnic. The day started with deli-
cious coal-fired burgers, hot dogs, and classic sides that
were provided by Big Time Catering. Dorothea Sargent,
Steve Hawk, and Patti Fluhr worked tirelessly provid—
ing snacks, games, cake, and activities in preparation of
the event.

Games began with a girls vs. boys tug-of-war battle
featuring the children. The girls very enthusiastically
took the gold, winning best out of three. All children
were then awarded participation prizes and quickly
cleared the field for the main battle: The 2nd Annual
Production vs. Post Tug-of-War. This year, Post took
the first win, but was finally defeated thereafter for the
next two rounds. Production walked away a touch taller
for the second year in a row.

Later, a pifiata was presented to the children featur-
ing a movie slate decorated with the names of key event
planners listed as director and cameraman. The children
delighted in candy and treats.

Finally, the cake was cut after a heartwarming round of
“Happy Birthclay,’y commemorating CAS’ 50th anniver-
sary, which was led by President David Fluhr. Members
and their families enjoyed the strawberry cream creation,
while Bob Bronow, the event’s master of ceremonies,
announced the winners of the raffle, which included gift
cards, hats, T-shirts, and Dodgers tickets. All guests left
with CAS—embossed “flying discs.”

The event continues to be a favorite among members,
allowing us all a moment to strengthen our personal con-
nections with one another and introduce our families.
We're looking forward to next year for the 3rd Annual
CAS Family Picnic. We can’t wait to see you there! ®
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BEEN THERE DONE THAT

Michael Barry CAS completed mix-
ing for Lee Daniels’ The Butler, TWC, at
Harbor Sound. Also completed mixing with
Eliza Paley on The Harvest at Parabolic.
Completed mixing with Sean Garnhart on
Gods Behaving Badly and Big Beach at
Digital Cinema. And completed HBO’s
Mike Tyson: Undisputed Truth ac C-5.

From Robert Sharman CAS: In the
last quarter, 1 finished up Season 2 of
ABC Family’s Peabody Award-winning
show Switched at Birth, with boom oper-
ator Aaron Grice and utility Michael
Kaleta. Next was a Kristen Wiig character
piece through Gary Sanchez Productions,
Welcome to Me. My other great boom
operator, Richard Bullock, joined me there
as Aaron Grice went to Chicago to boom
for friend and colleague, David Barr-
Yaffe CAS. After grabbing a couple of
commercials along the way, thanks to
Bill Martel CAS, 1 am starting Horrible
Bosses 2, with an entirely new crew—Dboom
operator Kevin Hyde and urility Kevin
Becker. Hoping the new year starts off as
well as this one finished!

Peter F. Kurland CAS and Randy
Johnson were the production sound team
on Inside Lleu{yn Davis, the Coen Brothers’
film scheduled for a mid-December release.
We worked alongside a number of hard-
working utility people and playback opera-
tors. All of Oscar Isaac’s musical perfor—
mances were recorded live on set with no
playback for any take or angle. Re-recording
was done by Skip Lievsay CAS and
Greg Orloff CAS and nicely, too.

After the inconvenience of Technicolor
Montreal closing much of their opera-
tions, Gavin Fernandes CAS has a
sci-fi fall all lined up. September had him
mixing the feature Orion, he then moves
on to the series Helix for several months.
Features start up again in April and are
booked through the summer ... life’s good.

It’s been a busy year for Jon Ailetcher
CAS. Starting off the year, I was working
a History Channel show called God, Guns
& Automobiles in Butler, MO. Joining
me in Missouri were Mark Patino and
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Devin Golub, cAS. On returning to
Los Angeles, I started a new ABC com-
edy called Tropby Wtfe, with Javier M.
Hernandez swinging the stick and Jason
Brooks handling utility duties and so
much more.

Thomas Curley CAS mixed the feature
length version of the 2013 Sundance short
competition winner Wbiplasb, with David
Stark on boom, Michael O’Heney on
utility/playback/2nd boom and Richard
Henderson as music supervisor and on-set
Pro Tools. Also, periodically mixing for
the UFO doc yo1.

Me and my crew, Robert Maxfield-boom
op, and Dennis Sanborn—utility, com-
pleted Season 4 of The Walking Dead
in November and are currently shooting
Season I of Halt & Catch Fire for AMC.
—Michael P. Clark cas

Steven A. Morrow CAS is currently
working in Mississippi with boom opera-
tor Craig Dollinger on a bio pic about
James Brown entitled Get On Up. Jeff

Blehr is our fantastic utility sound.

Gerry Lentz CAS and Andrew Kantos
have taken over mixing duties on Warner
Bros. Stage II1 in Burbank. Currently
mixing Betrayal and Super Fun Night,
both for ABC Network. Coming soon,
Shameless and several episodes of Witches

of the East End.

From our friends at Sony: Our feature mix
stages at Sony Pictures Post Production
Services have some new talent, which will
certainly enhance our already impressive
talent pool. Re-recording mixers Chris
Jenkins and Dean Zupancic have recently
joined the Sony Pictures Post Services
team. Paul Massey CAS s currently
working on The Monuments Men, directed
by George Clooney, and will be teaming
up with his partner David Giammarco
on London Calling, starting in ]anuary
of this coming year. Chris Jenkins and
Dean Zupancic will join forces on Heaven
Is for Real, directed by Randall Wallace,
which will start mixing in November. Jeff
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Haboush CAS and Chris Carpenter will
be starting the mix on The Game Stands
Tall, directed by Thomas Carter. Chris
is also scheduled to mix Heat, directed
by Simon West, with Deb Adair cas
in the next couple of months. Tateum
Kohut cas and Greg Orloff cas
are currently mixing Family Moon for
Happy Madison’s production team. Paul
Ottosson CAS is currently working on
Jerry Bruckheimer’'s Beware the Nig’)t,
directed by Scott Derrickson.

This year has been incredibly busy
for the Sony Post Services TV Sound
Department. Elmo Ponsdomenech, part-
nering with Todd Beckett on Stage 7, have
been working on the hugely successful
The Blacklist for NBC and will be starting
work soon on Rake, starring Greg Kinnear
for FOX as well as Deep Tech for HBO.
Rusty Smith and Robert Edmondson
CAS just completed a full season on
Showtime’s critically acclaimed Masters
of Sex and History Channels’ upcoming
epic miniseries Bonnie & Clyde. Fred
Tator CAS and Bill Jackson CAS are
currently working on The Goldbergs for
ABC and will be starting on Showtime’s
House of Lies and CBS's Bad Teacher
shortly. Fred and Bill also provided their
mixing talents on Ridley Scott’s Vatican
Tapes. Terry O'Bright CAS and Nick
Offord are working on the current sea-
son of Unforgettable for CBS and just
completed Lifetime’s Lizgie Borden, star-
ring Christina Ricci. In closing, our
Post Sound Services team wish everybody
in the CAS and their families a very
happy holiday season. Sincerely, Tom
McCarthy cas.

Phlllp Perkins cas spent the summer
and fall recording and mixing the live musi-
cal performance feature Oil and Water (fea-
turing the San Francisco Mime Troupe—
no, not silent mime), mixing Mark Lipman's
Street of Dreams(PBS), Debra Chasnoff’s
Choosing Children: The Back Story (PBS),
Kyung Lee's Telos (PBS), and the EDC

series for Citizen Film.

I am shooting the The Book qudeuS
for Ridley Scott in the UK and Spain.
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We have just completed the first four
weeks at Pinewood Studios and have now
moved to Spain. We are due to complete
in mid-January 2014. We are shooting
in 3D with a basic four-camera setup
on each shot! We are about to shoot
the first battle scene next week with an
additional six cameras. There does not
seem a lot of time for a social chat. I have
my trusted crew with me: key boom Gary
Dodkin, 2nd boom Lloyd Dudley and
sound PA Alayan Crespo. Jorge Adrados
and his crew are covering the 2nd unit.
Wishing you all a Merry Christmas.
—David Stephenson cAs/amPps

Devendra Cleary CAS reporting from
Stage 14 at Raleigh Hollywood: Life After
Beth was an amazing summer project!
Look for it summer 2014. What a plea-
sure to work with my good buddy and
DP Jay Hunter whom I've known since
we were 19 years old. Chris “Catfish”
Walmer stepped up to Ist boom on this
one, with Christopher Silverman joining
us on 2nd boom and utility. Life after Life
After Beth was fortunate as well. Catfish
and I jumped onto the Mixology series for

ABC. Kenneth Strain on the boom with
Tim Salmon guesting occasionally. These
guys make it look easy as they thread that
boom between hundreds of overhead par
cans and pin lights. Look for this series
starting midseason. During this time, I
have been enjoying putting the Sound
Devices Pix 260i through its paces on the
cart. Working with Paul Isaacs, Phl”lp
W. Palmer cas, Scott Harber cas,
David Barr-Yaffe CAS and Brett
Grant-Grierson CAS as we all embark

on this new piece technology.

Howdy alll Bob Wald CAS here! Well,
I don’t know if this actually qualifies as
a “Been There Done That” entry ... On
QOctober 1,1 officially retired, very loosely
speaking. I decided to remain an “active
retiree so that I can still have a voice and
vote. PLUS, if some really cool show just
happened to come along... Who knows!
But honestly, it would have to be a comedy
because I've had all the drama I can take!
In the meantime, I now own a company
called Body Archer LLC. We manufacture
and market a very clever health and fitness
device called, appropriately enough, the

Body Archer (www.bodyarcher.com). But,
just to keep from getting to be an old
“has been,” I'm keeping up with all the
new sound stuff, and I have a decent little
studio here at home. Thanks very much to
all of you who helped me along my own
journey as a production sound mixer. I
remember you all and I really do appre-
ciate everything you did for me! Please
stay in touch! I'm on Facebook, Twitter
(@robertwald) and, of course, by email
(robertwald@icloud.com). Cheers!

We are currently halfway through Season
9 of the one-hour drama Criminal Minds.
Todd Bassman, boom, and Bill Shotland,
2nd boom. Wishing everyone a great year.

—Joseph Geisinger cAs

Frank Morrone CAS is
up with Cory Mandel to mix Justin

teaming

Bicber's 3D movie Believe at Technicolor.
Frank just wrapped mixing Season 2 of
BBC America’s drama Copper for Barry

Levinson and Tom Fontana.

Chuck Fitzpatrick CAS is out slum-

ming it on commercials these days. He

SOUND
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figures he did his time doing the impres-
sive hard jobs with the killer hours. Now
he’s enjoying the inner peace that comes
with a gig on which he sometimes moves

just one fader.

Michael Keller CAS and Chris Jenkins
have finished mixing 300 Rise of an Empire
for Zack Snyder and Michael Keller and
Mike Prestwood Smith are currently fin-
ishing up The Seventh Son for Legendary

Pictures on Warner Bros. Stage 9.

Tom Hartig, my friend and boom op,
and I have been going nonstop since the
spring. First on assignment in Boston
and western Massachusetts on Warner
Bros.’ Tbe]udge, starring Robert Downey
Jr. and Robert Duvall, and directed by
David Dobkin. From there we ended up
in Berlin, Germany, for New Regency
where we are now filming The Business
Trip, starring Vince Vaughn and Tom
Wilkinson and directed by Ken Scott.
We'll be here until Halloween and then
return to Boston for the final Ieg of this
film; then, home for the holidays. Warm
hugs, Mark Ulano cas

Mark Hopkins McNabb cas with
boom operators Jeff Norton and Paul
Miller are back for Season 2 of The
Neigbbors, ABC at 8:30 p.m. on Fridays.
It 1s simply the most fun show I've ever
worked on! When you see it, you’ﬂ know
why. Have a great season. Thanks to all at
CAS, Merry Christmas and Happy New

Year!

Scott Harber cas recently ended the
summer with two back-to-back pilots
for Comedy Central and Amazon after
finishing the Dan Fogelman-directed
movie Imagined, with Al Pacino, Bobby
Cannavale, Annette Bening and Jennifer
Garner. From there he looked up and he
was on Season 6 of Castle. Fortunately,
he was surrounded by John Agalsoff Jr.
and Jeremy Brill, the best crew anyone
could ever wish for. But wait, they figured
out how to get the show shot in less time
allowing Sr. Harber to have something

resembling a life outside of work.

After finishing up Hit the Floor for VHI
this summer, Joe Earle CAS and Doug
Andham CAS have been mixing the new

American Horror Story: Coven and Season
4 of Glee for Ryan Murphy Television on
Stage 6 at Technicolor at Paramount, as
well as starting mixes for Alfonso Gomez-
Rejon’s feature The Town That Dreaded
Sundown, and are looking forward to
starting the new series Mind Games, for
ABC Television.

With the first snow of the season already
here, David Barr-Yaffe cAS is cur-
rently freezing his little mixing fingers
off in the awesome city of Chicago doing
ABC’s new midseason show Mind Games,
with Aaron Grice and our new local friend,
Patrick Bresnahan, who, by the way, is a
great utility person, in case any of our
brothers or sisters will be working there
in the future.

John Pritchett CAS, along with boom
op Dave Roberts and utility Kay Colvin
finished Parkland earlier this year. The
story of what happened at and around
Parkland Hospital on the day of Kennedy’s
assassination, was particularly meaningful
to John as he was actually there at the

scene in Dallas that fateful day. John
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and crew, with Kelly Doran this time,
just wrapped Basic Math, directed by
Jake Kasdan (Walk Hard, Bad Teacher).
This was John's third outing with Jake.
The original title of this comedy starring
Cameron Diaz and Jason Segel was Sex

Tape ... no more info necessary!!

It’s been a busy last quarter for Richard
Lightstone CAS and his crew of boom
op Colin Campbell and utility Jesse
Kaplan. Just completed the pilot of Kirby
Buckets and the next day began the feature
How to Make Love Like an Englishman,
directed by Tom Vaughan, starring Pierce
Brosnan, Salma Hayek and Jessica Alba.

Jonathan Gaynor CAS spent the lat-
ter half of the summer in Atlanta with
boom ruffian Tim Cargioli recording
20th Century Fox's Let’s Be Cops. Then
we traveled to one of our favorite film-
friendly cities, Savannah, GA, for the
live-action bits of Paramount Pictures’
SpongeBob SquarePants 2, aided/enabled
by the always courageous utility 2nd
boom Elanor Rimassa. In between, we

day-played on the various TV extrava-

ganzas that the Carolinas and our mixer

friends had to offer.

I began the year finishing off Non Stop,
starring Liam Neeson and directed by
Jaume Collet Serra. Reshoots for Now
You See Me followed. I took on some
second unit shooting on Spider-th and
rolled into This Is Where I Leave You,
directed by Shawn Levy and filming in New
York. T took most of the summer off to
spend time with my 6-month-old grandson
(now 10 months) but broke off for 10 days
to travel with former President Bill Clinton
on his Global Initiative visit to six countries
in Africa. The documentary, directed by
Martin Scorsese, will probably be released
by HBO. I am now working in New York
on ]OIm Wick, starring Keanu Reeves. Best
to all. -Danny Michael cas

As I write, I am two weeks from the end
of my fourth season as production mixer
on Game of Thrones for HBO. The show
ecarned me a Primetime Emmy nomina-
tion this year for EP4 Season 3, And Now
His Watch Has Ended. Last year, we were
fortunate to win the Emmy for Season
2 EP9 Blackwater. 1 have
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recently received a nomi-
nation for a TEC Award
for GOT Season 3. The
year started with Starred
Up, a feature film direct-
ed by David Mackenzie
and was followed by Miss
Julie, a feature film star-
ring Jessica Chastain and
Colin Farrell. Directed by
Liv Ullmann. Best wishes,

Ronan Hill cas

After finishing up the sec-
ond half of Season 4 on
TNT’s Rigzoli & Isles at
Technicolor, the mix team
of Rich Weingart cas
and Michael Colomby
CAS are having fun at
Todd-AQ’s Lantana facil-
ity mixing Season 2 of
ABC’s Nashville. They are
also gearing up at Todd-
AO’s Hollywood location
for the upcoming show
Those Who Kill for the
A&E network.

= ]
= Lk
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Gary D. Rogers CaS and Dan Hiland
CAS are currently mixing the fourth sea-
son of The Walking Dead, second season
of Arrow, and the third season of Hart
of Dixie on Dub Stage 1 at Warner Bros.
Burbank.

Glenn Berkovitz CAS and his alternat-
ing boom crew of Ken Beauchene, John
Hays, ]ohnny Evans and Daniel Quintana
have been busy this summer/fall day-
playing on commercials and second units.
Planning to settle into the IFC series
Maron in November ... and then, a new

year—anything gO@S]

Paul James Zahnley CAS wrapped
mixing on the feature Sold, starring
Gillian Anderson and David Arquette.
It was directed by Jeffrey Brown and
is to be released in 2014. Paul
wrapped mixes on Everything Comes from
the Streets, directed by Alberto Lépez
Pulido, Beautlful Sin for Azul Films, and
Keeper Oftl)e Beat for David L. Brown. He
continues to mix Aerial America for the

21150

Smithsonian Channel.

Jeff Vaughn CAS is pleased to be scor-
ing weekly on LA’s scoring stages for
Season 2 of NBC's Revolution. Mixing
2013 includes scores for Identit:y Tl)iqf,
Thanks for Sharing and Ride Along (2014),
for composer Christopher Lennertz.
Recording with the crew at Sonic Fuel
Studios, El Segundo, we are proud of our
contributions to new VG releases from
Microsoft for Xbox One.

Dave Schaaf CAS recently wrapped
production of Table 47 in Colorado.
Boom operator on this indie feature was

Joel Walker.

I have been busy working on pilots and
commercials and the movie Ride. Ride
was the hardest movie I have worked
on during my career. In part of the
story, Helen Hunt takes surf lessons
from Luke Wilson. We spent about two
weeks out on the ocean, and the rest of
the movie on tough locations along the
coast, mainly in Venice. A huge thanks
to Ace Williams-utility, Johny Evans and
Jim Castro, booming. I hope you have all
been gainfully employed and doing well.
Thanks, Coleman Metts cAS



Steve Weiss CAS mixed Body of Proof
at the Disney lot before taking over
on Major Crimes, with Keith Birchfiel

on boom and Dennis Carlin at utility.
Currentiy, the team is at Culver Studios E = th

Working HBO's comedy Deep Tech. nj Oy e m a '

From Universal Studio Sound: 'Tis 3 D d
the season for Frankie Montano and SO u n

Jon Taylor CAS as they just finished
Universal's The Best Man Holiday, direct-
ed by Malcolm Lee at the Hitchcock
Theater. This duo will mix it up in Studio
6 as well, because it's Universal's Endless
Love, directed by Shana Feste. In Studio I,
Ken Kobett cAS and Mark Fleming
CAS are mixing Warehouse 13, Agents
of S.HIELD./Ragtag, and Intelligence.
Joe DeAngelis and Bill Freesh cas
in Studio 2 are handling the town of
Banshee. In Studio 5, Peter Nusbaum
CAS and Whitney Purple are mixing
Sirens, The Mindy Project, Ground Floor,
Sean Saves the World, and Undateable.
Studio A is mixer John Cook CAS’s
foundation for Last Man Standing, then
goes green with Robert Carr on Parks &
Recreation; propping up the Tropby Wife
on the beat with Brooklyn Nine-Nine; they

also hit Cougm’ Town and then continue
on Surviving Jack. In Studio B, mixers
Alan Decker cAS and Nello Torri

CAS are working on Grimm, Bates Motel, Barco Auro 11.1 does the trick

Covert Affairs and Homeland.

In Studio G, it’s all about Peter Reale and With Barco Auro 11.1 the next generation in cinema
Todd Morrissey mixing the hottest shows
like Chicago PD, Chicago Fire and Special
Victims Unit and then cooling it off in

sound has arrived. Barcos 3D sound technology

turns traditional cinema audio into a fully immersive

. ; experience. The brand-new Barco Auro 11.1 system
style with Suits.

requires minimal facility investments and is 100%

Woody Woodhall CAS has kept busy compatible with existing standards and workflows.
with a number of television series that With the Barco Auro 11.1 creative toolset for post-
keep getting picked up. Knocking wood .. production, you can be mixing in a matter of hours

Those series include finishing up Season
4 of M_ystery Diners for Food Network,
as well as Season 4 of Storage Hunters

in the most unique and immersive three-dimensional

audio experience available, using the most flexible

for truTV. Woody was also supervising and capable tools on the market.

sound editor and re—recording mixer for

Oxygen’s What Did I Do Last Night and Discover the magic on www.barco.com/Auro11-1
Animal Planet’s Alaska Gold Diggers and

has just completed supervising sound IDREAMWORKS

editing the new series for Nat Geo, Divine Barco

I ] Hi .. T EXPERIENCE BARCO'S 3D SOUND IN USA: +1 916 859 2500 Bﬂ RC'@
ntervention. His post organization, lhe UPCOMING DREAMWORKS Europe: +32 56 36 80 47

Los Angeles Post Production Group ANIMATION MOVIES sales.digitalcinema@barco.com

(LAPPG.com) continues to grow, now
with a worldwide membership of more www.barco.com/digitalcinema Visibly yours
than 2,500. Woody, fellow CAS mem-
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ber Fred Ginsburg and the LAPPG
presented Audio for Indie Film at this
year's HollyShorts Film Festival. Woody
has also been tapped by the ProVideo
Coalition to be the author of the blog
channel Sound for Film and will also be
participating at this year’s Entertainment
Technology Expo (ETE #1 3) asa panel—
ist for ProVideo Coalition.

Greetings and Happy Thanksnukkah to
all (the last time for another 70K or so
years)! I am busy working in my chosen
field here in greater HoHywood, CA. After
wrapping Neigbbors (née “Townies™) this
spring, I had a nice early summer doing
additional photography on Thor 2: The
Dark World and various day calls. More
recently, having reunited with the endless-
Iy entertaining Knox White, and keeping a
tight hold on John “The Hardest Working
Man in Show Business” Sheridan, we
completed another motion picture shot in
Los Angeles, Alexander and the Terrible,
Horrible, No Good, Very Bad Day for
Disney. This is based upon a rather slim
volume that I used to read to my daughter
(now in law school); I never would have
imagined it as a movie. We've opened it up
a bit, as they say. We then jumped directly
onto the new TNT series The Last Sbip;
we did the pilot a year ago and we should
be on this post-apocalyptic Navy-themed
actioner for as long as it takes to shoot
another nine episodes. We've been explor-
ing the outer reaches of the studio zone
and will spend some time in San Diego,
back on the actual destroyer, before we
settle in at Manhattan Beach Studios for
a while. The gear all seems to be working
(keyna hora, knock wood, whatever), still
riding the bike, my wife and daughter
are well. Thanks to all my crew people,
friends and vendors for all your support!

_Steve Nelson cas

On Todd-AO Burbank Stage 2, Keith
Rogers CAS and Scott Weber are enjoy-
ing their new mixing stage and busy mix-
ing Hostages and Season 3 of Person of
Interest for CBS. In the new year, they will
begin mixing Halt & Catch Fire for AMC
and Perception for TNT.

Karol Urban cAS is mixing FX for
Grey’s Anatomy alongside Todd Langner



as well as the series Thicker Than Water for
Bravo at Westwind Media. Additionally,
she is finishing mix on the intimate bio-
graphical documentary Dino Costa: Truth
Unscw'pted, for the festival circuits and the
hysterical romantic comedy Muffin Top: A
Love Story, with partner Steve Urban.

Steve Guercio CAS, recently wrapped
Hard Knocks: Training Camp with the
Cincinnati Bengals. This is a co-produc-
tion of NFL Films and HBO. Also, dur-
ing the 2013 NFL season, he contributes
weekly to Showtime’s Inside the NFL. He
records player and coach wirings as well as
fishpole bench sound. He also mixed on a
documentary called Mission to October for
Major League Baseball Productions.

Michael Colomby cAS and Rich
Weingart CAS are close to wrapping
up Rizzoli & Isles Season 4 for TNT,
and are well into Nashville Season 2 for
ABC. Next up is Those Who Kill for Fox
21/A&E. Other recent projects include
Murder in the First, a pilot for Steven
Bochco/TNT and a pilot for HBO.

Fred Ginsburg CAS was recently named
as the Manufacturer’s Representative for
Rock N Roller equipment carts, cover-
ing the film/video industry for the entire
USA. Fred was instrumental in helping
Rock N Roller President Gary Dahl
develop a production cart with a two-
tiered shelf system and all-terrain tires.
This coming semester, professor Ginsburg
will be teaching production sound both at
California State University Northridge as
well as at Chapman University. Recently,
Fred mixed production as well as some of
the post-production sound on a series of
videos produced on behalf of the NRA/
BSA Youth Shooting Sports programs.

Dick Hansen CAS is up in the wilds
of Oregon working on Wild, starring
Reese Witherspoon. It is the true story of
woman who walked 1,100 miles alone on
the Pacific Crest Trail. I am mixing the
entire show out of a bag. Including ear-
wigs and multi-track live music recording
and playback. Glen Young is along for the
hike and doing a great job. The director is
Jean-Marc Vallee who I did Dallas Buyers
Club with.

LOCATION

SOUND CORP

Over 36 %&a/z/y of %wlo&
TO THE PROFESSIONAL AUDIO INDUSTRY

] SALES *RENTAL -SERVICE
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Sound Mixer, Percy Urgena

10639 Riverside Drive | North Hollywood, CA 91602
Phone: (818) 980-9891 or (800) 228-4429

O

As a sound mixer owned and operated company,
our mission from day one has been to do
whatever we can to meet the needs of our

customers. To further that commitment, starting

in December, we will now be open on Saturdays
from 9am-2pm. We realize jobs are unpredictable
and that you don’t just work Monday to Friday,
so neither should we.

AUDIO DEPARTMENT
RENTALS SALES SERVICE

WWW, com

, . (877) 566-6526
2700 W Burbank Blvd, Burbank, CA 9I505
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- . Utility sound Chris at the Banff Centre for the Arts, in conjunc- Y Bryce with proyd
iy ngs‘:,t‘;:;lmig(er u tion with the Mountain Film Festival. From gra"dpa"_ems Judy and
Welcker, left: Andrew Lenius/Camille Bruni (work study anny Michael,

Cusack, CAS and boom opera-

’ ck on the set of editors), Gavin Fernandes, CAS, Theresa
tor Richard Bullo Leonard (program director), Skip Armstrong
(adventure filmmaker), Woody MacPhail (festi-
val director), and John Loose (Dolby).

Selfless in New Orleans.

Halloween on the
Season 5 set of
Community. Utility
Nathan Pata, boom
Rob ‘Spock’ Scott,
and ‘Captain’ Stacy
Hill, cAs going
where no sound
team has gone
before—well, maybe
others have but we
thought this was
appropriate.

Here's the reason why Bob

DraCrewla (Mate Gabor, Tamas
Csaba, CAS and Tuska Milan)
send their regards from Budapest
after completing Season 1 of the
new NBC series Dracula.

 PURDOSE

steve and Karol Urban, CAS celebrated 11 years of
marriage on November 10 and more than 15 years of
sharing mixes. Here we were caught by our director’s
camera making faces at one another at the conclusion of
the dub for the feature drama Lost on Purpose, staring
James Lafferty and Jane Kaczmarek.

Gerald Beg, CAS on the set
of the FX George Lopez sitcom
Saint George.

Wald can’t really retire,
EVER. This is not a cheap
hobby! I'm screwed!

Mark Ulano, CAs on the
roof of the Frank Geary
building overlooking the
Brandenberg Gate and the
Reichstag.

Elanor Rimassa
eeping those
rechargeables

on SpongeBop

. . SquarePang
Daniel McCoy, cAs, Jim at Tybee lsl:nzd

Tanenbaum, CAS and Frank GA. (Submitteq
Scibella prepping kits for a new f(J,y Jonathan
Henson Company/Syfy show aynor, cas)
about creature design. Airing
spring 2014.

Hell’s Kitchen Season 13: Audio Control
Room audio supervisor Keith Garcia. From
left: Tyson Schaffner-A2, Scott Hanlon-A2,
Keith Garcia-Audio Sup, Martin Talty-A1.
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= Plus

The Union Plus Credit Card program is one of 40 Union Plus
benefits—from AT&T wireless discounts to group-rate insurance—
designed to meet the needs of hard-working union members like you.

LEE N CAR

¢ Earn unlimited, no-hassle, 1.5% cash rewards
on every purchase

e Hardship assistance grants' in times of need
e Competitive rates

Learn more at UnionCardApply.com
or call 1-800-522-4000

'Certain restrictions, limitations, and qualifications apply to these grants. Additional information and eligibility criteria can be obtained at UnionPlus.org/Assistance.
Another card option is available. Credit approval required. Terms & Conditions apply. Union Plus Credit Cards issued by Capital One, N.A. The MasterCard Brand Mark is a registered trademark
of MasterCard International Incorporated.

2 .2 B P B B B T e WU TLLOLELELELELEBEESSSSSSSSSSSSSSS S T e




CRAS-OURRTERLY e

the official quarterly of the cinema audio society U.S.F?;Ztage
827 Hollywood Way, #632 Santa Ana, CA

Burbank, CA 91505
RETURN SERVICE REQUESTED

Nautilus Y _
Suspension ¢~ 3
Mount

*Patent Pending

Tel. 760.727.0593 » info@ktekbooms.com « www.ktekbooms.com ¢ Made in the USA



