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Happy New Year. The year 2008 has started and the Cinema Audio Society is off to a
great start. We have delivered our new CAS Membership Directory for this year. Kudos go to the
office staff and Board for the enormous effort it required to make the Directory a great tool.
Our CAS Quarterly continues along its own great path. Our sponsorship programs are going
strong and the CAS continues to grow in stature among our colleagues and the industry at
large. 

The Cinema Audio Society is in one of the most active times of the year with our 44th
Annual Awards just around the corner. The CAS’s list of nominees for recognition of achieve-
ment is very diverse, representing the views of our membership. The CAS membership con-
siders many different factors when weighing in on what projects are significant enough to be
nominated for an achievement award. One of the strengths of the CAS is that the member-
ship considers all the factors and gives those nods to projects within a diverse field as repre-
sented here this year. 

This year’s 44th Annual CAS Awards presentation in the Crystal Ballroom of the
Millennium Biltmore Hotel will be another exciting evening. The list of nominees is varied
and all are very deserving of recognition. 

The Cinema Audio Society will honor Music Scoring and Sound Re-recording Mixer
Dennis Sands, CAS with the Career Achievement Award. The CAS Filmmaker Award is being
presented to director and writer, Mr. Bill Condon. We will also be welcoming our new Board
of Directors which will continue on the path that the preceding Boards have traveled. 

Assisting us with the evening as our master of ceremonies will be author, Golden Mike
recipient, and nationally recognized entertainment reporter Mr. Sam Rubin from the KTLA

Morning News team. 
The Cinema Audio Society has a

very busy year to look forward to.
We hope that each and every one of
us has a successful year ahead.
Thank you all for your active sup-
port and continued participation. 

Regards,

Edward L. Moskowitz, CAS
President, Cinema Audio Society
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CINEMA AUDIO SOCIETY
MISSION STATEMENT

To educate and inform the general public and the motion picture
and television industry that effective sound is achieved by a cre-
ative, artistic and technical blending of diverse sound elements. To
provide the motion picture and television industry with a progres-
sive society of master craftsmen specialized in the art of creative
cinematic sound recording. To advance the specialized field of cin-
ematic sound recording by exchange of ideas, methods, and infor-
mation. To advance the art of auditory appreciation, and to phil-
anthropically support those causes dedicated to the sense of hear-
ing. To institute and maintain high standards of conduct and crafts-
manship among our members. To aid the motion picture and tele-
vision industry in the selection and training of qualified personnel
in the unique field of cinematic sound recording. To achieve for our
members deserved recognition as major contributors to the field of
motion picture and television entertainment.
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Welcome to the Winter 2008 edition of the
CAS Quarterly!!

It’s award season again and the CAS is busy prepar-
ing for the big awards event on February 16, 2008, at
the Millennium Biltmore. Congratulations go out to
all of the CAS Award nominees.

In this issue, you will find several items that provide
valuable information for the reader. In the article “RF
White Spaces & You,” Peter Damski, CAS recaps the
seminar held at Warner Bros. November 2007. The
interview with Dennis Sands, CAS (2007 Career
Achievement Award recipient) provides a peek into the
personality and talent of our honoree. In a new regular
column by Carrie Giunta, CAS, “European Roundup,”
we look in to the activities of our members overseas.
Matt Foglia, CAS continues with his “A Sound
Discussion” and “Food for Thought” columns. In this
edition, Foglia looks into the issue of audio sync in

post-production using the Sony HDCam VTR.
In our other regular columns, G. John Garrett, CAS continues his

“Technically Speaking” entry with a useful method for summing unbalanced
stereo signals to balanced mono. He includes photos and descriptions to
make the job easy. Our members check in with their “Been There Done That”
submissions and “The Lighter Side” photos. Finally, we say goodbye to pro-
duction mixer Peter Handford, CAS.

This publication is produced as a service to our members and all of the con-
tributors provide the content on a voluntary basis. We would like to hear from
the members for future content ideas. This is your magazine and we, the edi-
tors, endeavor to continue to provide useful and entertaining articles and
information. Please feel free to contact us at any time by sending an e-mail
to casquarterly@cinemaaudiosociety.org. We welcome your input and contin-
ued support!!

©2008 by the Cinema Audio Society.
All rights reserved. CAS®, Cinema
Audio Society®, and Dedicated to the
advancement of Sound® are all trademarks
of the Cinema Audio Society and may
not be used without permission.

Agamemnon Andrianos
Brydon ‘Beau’ Baker

Richard Branca
James Coburn IV

John Coffey

Chris Elam
Ed Greene
Melissa Hofmann
Sherry Klein
Michael Minkler
Greg Watkins

Joe Foglia 
Paul Marshall

Ken S. Polk
Bob Bronow
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Student
Jeffrey W. Bullins
Christopher Lee Burns
Paul Fonarev
Daniel Kantor
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Pardon the rant, but I noticed that the
CAS Quarterly included another article (this has
been written up in at least three student/low-
budget movie-maker publications!!) about the
super-ultra-low-budget wannabe project The Road
to Empire.

I haven’t seen or heard it but suspect it of being
“just another.” Those clever folks certainly have

gotten more than their share of ink for it, and in par-
ticular, their so-called “on-location” ADR, the neces-
sity of which was, to begin with, the result of all too
typical bad production sound. Their novelty “hot but-
ton” for all the PR is that they somehow planned it
that way (right!, didn’t plan properly is what hap-
pened!!), and then
they invented going
into the field to re-
record dialog in
more “realistic”
environments than
an ADR studio
because they could-
n’t afford that,
either! OK, three
cheers for inventive-
ness, but is the CAS
endorsing lack of
consideration for
Production Sound
Recording and
“replacing it all” as
the new standard?

I wasn’t impressed the first time I read about it, and
I’m less impressed now that we are, de facto, endors-
ing and embracing this approach.

This reminds me of several years ago seeing a write-
up in the Camera Guild’s magazine promoting Dov
SS Seman’s 2 Day Film School sessions; Mr. SSS is
extremely anti-union, as well as teaching unethical
movie making practices! (no permits, no insurance, no
permission to shoot, etc. etc.) Rant mode off!

–Senator Mike Michaels, CAS
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Does That?

It Already  
by Matt  Fogl ia ,  CAS

Upgrade! Upgrade! Upgrade! This is a common mantra
of developers, especially software developers. Naturally
their business model suggests that if they implement
additional features that their clients are requesting, their
clients will part with their cash once those features are
realized. And while a lot of us (and the companies that
employ us) try to stay as current as fiscally possible, there
are many of us who don’t utilize a majority of these newly
offered features.  

I came to this realization while receiving a tutorial for
a recently installed console. Now, every mixer worth their
weight can apply the basics of signal flow to MacGyver
their way around a foreign console and will, with a little
practice, be able to absorb a majority of the console’s fea-
tures. However, while the rep was showing us (my fellow
mixers and myself) how
to apply the mixing
approaches (we were
accustomed to) to the
new console, we were
continually saying,
“Wait, what was that?”
The things the rep was
doing weren’t console
specific, they were, in
fact, newer features of
the software that none of
us were using—things
that could easily have an
impact on our mixing
approaches!

It was during this
instruction that I real-
ized that many of us,
possibly you included,
get “stuck in our ways”
when it comes to mixing.
You’re familiar, you’re

efficient, you’re fast. It’s like you’re where you need to be
to get the job done (and done well), so why alter the
method? Well, some of the workarounds that you’ve been
using for years on end, hoping that they’d become fea-
tures, very well may be features now. You can get really cre-
ative developing approaches for making things work, but
the software may finally be able to do the work for you
instead of the other way around. 

So, if you have some downtime as a result of a slower
season (or other uncontrollable circumstances), give a
look to the “new features” section of your manuals. While
you may have to go back a couple of versions to see what
you’ve been missing (I had to go back two versions),
chances are you’ve been missing a feature or three that can
benefit your sessions.•
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That’s it!
In the photos you see I’m connecting to a Phoenix connector and the pinout is Ground, Plus, Minus. 
If you’re building this with an XLR in mind, it’s not too hard to get the resistors inside the shell of the connector.

Now you can take the output from a laptop or your MP3 player in glorious mono, and use only one input on your mixer
to get all the signal.•

by G.  John Garrett ,  CAS

Quick and
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1• Cut a connector off one end of the cable, leave
a tail if you think you might want to put some
other connector on the discarded piece.

2• Remove the jacket and strip insulation from
the two signal conductors as shown.

3• Solder one end of a resistor to each signal
conductor.

4• Cover solder joint with heat shrink tubing.

5• Solder the two resistors together at the free
ends, trim excess lead.

6• Connect paired resistors to the + input of your
connector (XLR pin 2).

7• Connect the ground wire to the – input of your
connector, and to the ground input of your
connector.

First the materials:

From Radio Shack, 3.5mm TRS cable,
like part # 42-223 

21⁄4 watt ~1Kohm resistors 

Shrink tubing

Solder

Your favorite connector 
(May I suggest a male XLR?)

Now the circuit (see diagram at right)

fig. 1 fig. 2

fig. 3 fig. 4

fig. 5 fig. 6

Dirty
Here’s a circuit you can build in a few minutes that will come in handy on your cart. Today, we have laptops, MP3
players and God knows what on the set, and limited inputs on the mixer. This interface circuit is easy to build and
can be used in a number of applications. The example I give is to take the 3.5mm unbalanced stereo signal from
one of the aforementioned devices and output it to a balanced input, summing the stereo along the way. I’m doing
some upgrades in a pair of AM radio studios and this is what we’re using to go from IP music streams that show
up on computer sound cards to the inputs of a distribution amp.



Motion Pictures:

The Bourne Ultimatum
Production Mixer

Kirk Francis, CAS
Re-recording Mixers:

Scott Millan, CAS
David Parker

Into the Wild
Production Mixer

Edward Tise
Re-recording Mixers

Michael Minkler, CAS
Lora Hirschberg

No Country for Old Men
Production Mixer

Peter Kurland, CAS
Re-recording Mixers

Skip Lievsay
Craig Berkey
Greg Orloff, CAS

300
Production Mixer

Patrick Rousseau
Re-recording Mixers

Chris Jenkins, CAS
Frank Montano

Transformers
Production Mixer

Peter J. Devlin, CAS
Re-recording Mixers

Kevin O’Connell
Greg P. Russell, CAS

Submissions were sent. Entries were evaluated.

Balloting began. Nominees were named. Now, come

February 16, the winners of the 44th Annual Cinema

Audio Society Awards will be announced! It is with

great pleasure that we congratulate all of this year’s

nominees. We would like to give a special nod to all of

the CAS members who are up for the award this year.

Additionally, we would like to thank the Society as a

whole for participating in the voting process. Best of

luck to all nominees!

Please join us on February 16 for the sealed envelope

ceremony in the Crystal Ballroom of the Millennium

Biltmore Hotel. Kick off the evening with cocktails at

5:30 p.m., with dinner at 6:45 p.m., followed by the

Awards presentation at 8 p.m.

To order  t ickets, contact  of f ice  manager  

Robin Damski  at  (818)  752-8624 or  emai l :

CasOffice@CinemaAudioSociety.org.

Event Address: The Millennium Biltmore Hotel, 506

Grand Street, Los Angeles, CA 90071

Outstanding Achievement 
in Sound Mixing for 
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Television Movies
and Mini-Series:

Bury My Heart at
Wounded Knee
Production Mixer

George Tarrant
Re-recording Mixers

Rick Ash
Edward C. Carr III, CAS

The Company Part 2
Production Mixer

Mac Ruth, CAS
Re-recording Mixers

Nello Torri, CAS
Alan Decker, CAS

High School Musical 2
Production Mixer

Douglas Cameron
Re-recording Mixers

Terry O’Bright, CAS
Keith Rogers, CAS

The Kill Point 
Part 5 - “The Great Ape Escape“
Production Mixer

James M. Emswiller, CAS
Re-recording Mixers

Robert Appere, CAS 
Ethan Beigel

Tin Man Part 1
Production Mixer

Eric Lamontagne
Re-recording Mixers

Iain Pattison
Paul A. Sharpe
Graeme Hughes

Television Series:

CSI: Crime Scene
Investigation “Living Doll”
Production Mixer

Mick Fowler, CAS
Re-recording Mixers

Yuri Reese, CAS
Bill Smith

Jericho “Why We Fight”
Production Mixer

Phillip W. Palmer, CAS
Re-recording Mixers

Sherry Klein, CAS
Fred Tator, CAS

Scrubs “My Musical”
Production Mixer

Joe Foglia, CAS
Re-recording Mixers

John W. Cook, CAS
Peter Nussbaum, CAS

The Sopranos 
“The Blue Comet”
Production Mixer

Mathew Price, CAS
Re-recording Mixers

Kevin Burns, CAS
Todd Orr

24  
“Day 6: 10:00 P.M. - 11:00 P.M.”
Production Mixer

William Gocke, CAS
Re-recording Mixers

Michael Olman, CAS
Kenneth Kobett, CAS
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A&E Rocks: 
Bon Jovi
Audio/Stereo & 5.1 Mixer

Obie O’Brien

Deadliest Catch:
The Unforgiving
Sea
Re-recording Mixer

Bob Bronow, CAS

Faces of Earth: 
The Human World
ADR Mixer

Aaron Mason
Re-recording Mixers

Michael Olman, CAS
Kenneth Kobett, CAS

Great Performances
at the Met: 
The Magic Flute
Production Mixer

Bill King
Re-recording Mixers

Ken Hahn, CAS
Jay David Saks
John Bowen

The War: 
Episode 2 - 
When Things Get Tough
Re-recording Mixer

Dominick Tavella, CAS
Original Dialog Recording

Lou Verrico
Sound Mixers

Brenda Ray
Mark Roy

Bring It On: 
In It to Win It
Production Mixer

Joe Foglia, CAS
Re-recording Mixer

Kelly Vandever, CAS

Doctor Strange:
The Sorcerer
Supreme
Original Dialogue Recording

Eric Lewis
Re-recording Mixer

Mike Draghi, CAS

Ghost in the Shell:
Solid State Society
ADR Mixer

Collin McQueen
Re-recording Mixer

Christopher Elam, CAS

The Invincible 
Iron Man
Original Dialogue Recording

Eric Lewis
Re-recording Mixer

Mike Draghi, CAS

Species: 
The Awakening
Production Mixer

Gabriel Coll Barberis
Re-recording Mixers

Alec St. John
Derek Marcil, CAS

Television: Non-Fiction, Variety
or Music - Series or Specials:

DVD Original Programming:



2007
Career

2007
Career



Achievement
Award      

Recipient

n a clear, crisp November morning,
I hopped on my motorcycle and took a ride up to Santa

Barbara, California, to spend a few quality hours with the

2007 CAS Career Award Achievement recipient, Dennis Sands,

CAS. Sands’ studio, “.1 Studio,” is located on the old campus of the

University of California, at Santa Barbara (UCSB), high in the hills

overlooking the Pacific Ocean. What follows is my interview with

Dennis. I hope you find it informative and entertaining.
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Achievement
Award

Recipient:

an interview by Peter Damski, CAS

Dennis Sands, CAS



Tell me a little about the studio?
The studio was originally built about a dozen years
ago by director Andy Davis. His concept was, not
unlike mine, the quality of life. Maybe I can do
some smaller projects here at home instead of hav-
ing to be in Los Angeles and being away from my
family. It became too expensive for Davis to bring
in the talent necessary to make the studio a suc-
cess. At the same time, about three years ago, I had
switched much of my work to using Pro Tools. I
realized that all of the equipment, which I own, is
portable and I end up mixing most of my projects
alone. Maybe there is some space in Santa Barbara, where I live.
My wife was wandering around, looking for a space and hap-
pened upon a high school friend of my daughter. She asked him
if he knew where the studio was located and he replied that he
worked there and would show her the way. She walked inside and
pulled out her cell phone and called me. Her first words were,
“I don’t know what you are looking for, but I think I found it.”
It was perfect timing for all parties involved.

Did you have to redo the room once you took over?
I didn’t have to do a thing. Not only did I not have to do a
thing, but it was already equipped with a 200 amp tech power
circuit. The room was designed by Thom Holman, CAS who is
a friend of Andy Davis. I purchased a used console, a 96 input
Euphonix CS 3000, which is perfect for what I do. It is
extremely versatile but has a steep learning curve. I basically have
a format which I have developed over the years which is how I
do most of my mixing. I pretty much use it for most of my proj-
ects. I also have a Pro Control console to interface to Pro Tools.
I do a large amount of mixing inside of Pro Tools. The electron-
ic component of the score is pretty substantial. Danny Elfman,
for example, his larger scores, action scores, there’s a lot of elec-
tronics. I generally get time-stamped audio files.

How many tracks do you usually get to mix?
With Danny, when we did Charlie and the Chocolate Factory, I had
more than 300 tracks for some of those cues. I usually have two
systems running, one for the orchestra and one for the electron-
ics. I create stems and mix them to a third Pro Tools file, usu-
ally 24 active monitor tracks wide.

What do you usually deliver?
Pro Tools sessions. The other benefit of multiple Pro Tools

systems is that they can be running at different sampling
rates. Most of the electronics are recorded at 44.1 or 48 K
and I always record my orchestras at a minimum of 96 K. The
delivery might be at a third sampling rate, depending on the
dub stage requirements. I always deliver 24 tracks and a
stereo mix.

You have been mixing now for how many years?
I was actually thinking about that this morning; about 37 years now.

You have seen the business go through a lot of
changes in that time.
Unbelievable changes. When I started out,
the norm was 8-track analog, 16 track was
a big deal. I mean, a really big deal. I start-
ed out in Los Angeles. In fact, Ed Greene,
CAS gave me my first real job in a studio.
Greene was Chief Engineer at MGM
Recording Studios at the time. I think
MGM had just gotten their first 16-track
recorder at that time. I also worked at
TTG at the same time. TTG had a 16
track that was a modified Ampex 351
deck. It was tricky and you really had to
know how to run it. The weight of the

reels of two-inch tape was way beyond the capacity of the origi-
nal design. It was a real adventure just dealing with it.

You did a lot of bouncing of tracks in those days?
You made a lot of choices upfront when you were recording.
Nowadays, people barely make choices when they are mixing.
You think about all the great music that was recorded on 3
track, it’s all live. I’m so fortunate in that I get to listen to great
performances every day. It’s still astonishing to me when an
orchestra opens up a piece of music that they have never seen
before; they run it down once or twice and then they play as if
they have been doing it for 20 years.

Have you ever done any production mixing?
I always feel that I am very much involved in production.
Especially making sonic choices that really affect the quality of
the project. Especially in relation to the electronic music.
Electronics are so much about blend and positioning, EQ and
effects, the things that I add, to really help create that character.
I think those are all production techniques that I utilize.

Have you ever been in the world of cameras and
lighting?
No. I just knew that that wasn’t the world for me. It was a dif-
ferent kind of commitment that, for whatever reason, I just did-
n’t go in that direction. I was always so interested in music. I
played drums and bass and always loved music.

Do you still play?
I still kinda mess around with it a little bit. I’m always around
real players I have nothing in common with. I am close friends
with many musicians, and I find it a very incredible and impres-
sive world.
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What you do is as much of an art, to be able to
translate what the composer and musicians have
done, to the screen.
To understand what the composer is trying to do; to understand
what the movie is trying to do and knowing what to do to make that
all fit in. I think so many of us mixers are viewed as technicians. I’m
not really a technician; I don’t have a deep interest in finding out

how this all works. I’ve been around it forever, I love that it does
what it does. I respect those people that create this stuff and make
this stuff work. To me, these are all tools to help with my art. Most
mixers are making artistic judgments all the time.

The reality is that most people at home don’t
have an appreciation for the efforts we have
gone through to make our art. 
That’s true. The sad part is that there are a lot of people in our
own industry who don’t appreciate it. That’s harder for me to
take. In a lot of ways, I think it’s OK. The people at home
should be entertained and not analyze each element of a film. At
the end of the day, if it is something that is really wonderful …
it is still really wonderful. Even if you know everything that
went into it, it can still impact you in a great way.

When was the last time you did something other
than music?
It might have been The Tracey Ullman Show. I’ve just been so
immersed in this world, and very gratefully, it has
been a great thing for me. It’s a comfort zone for
me.

How often do you have to go in to L.A.?
I go quite a bit. Obviously, all of the orchestral
recording is in L.A. or London now.

Do you have a favorite room to record
in?
Well, we had three rooms and unfortunately, we are
losing Todd/AO which is a tragedy for us. There are basically
three large rooms in L.A. which can accommodate a large orches-
tra. There was Todd, Sony and Fox. We are losing one third with
the closing of Todd. That’s a big hunk of that space that is now
gone.

Where in England do you like to work?
Abbey Road, primarily. I’ve also worked at A.I.R. Lyndhurst. It’s
smaller and more limited, but I can still do good work there.
Abbey Road is the king there for sure.

Do you use ISDN much?
Not really, although I can understand the use of the technology
for financial and geographical reasons. There are so many great
things we have with technology now. There are difficulties that
we experience when becoming acquainted with the technology,
but it provides such great capabilities. For composers, for exam-
ple, they have to provide a very detailed demo now. It’s expected.

No more stereo piano demos. It’s very
detailed.  The software has its limitations, but
the capability is incredible. We become so
jaded, so quickly. Instead of, “wow, look what
it can do.” It becomes commonplace. It’s no
longer astonishing, it’s just everyday. As soon
as the capabilities are reached, we become dis-
appointed by it. Pissed off. That is just the
way it is. The expectation is that one can
immediately produce an edited mix immedi-

ately after recording pickups with the orchestra. In the analog
world you never did that. In those days it was, “I’ll hear it when
it is all mixed down and the mag is cut together.” While it can be
argued that the audio is sonically not as great as analog; func-
tionally, it’s just way, way beyond what that capability was.

There is an interesting duplicity here. In my
recording studio days, at the advent of automa-
tion, most mixes were done in real time and
sometimes required many hands on the faders.
Now, with automation and recall, many of the
decisions can be put off until later in time. Things
take a lot longer to get done. The expectation is
that it will be done faster and cheaper.
That’s the trade-off you see. The truth is that a) it’s not faster and
b) it’s not cheaper. That’s a fallacy. The perception from those that
were really not knowledgeable of the process was that it was going
to be faster and cheaper. It’s anything but that. All it has done is
put off decisions and created more choices. The list of choices has

grown immensely. The trade-off is that you can try more things,
experiment more. There is no free lunch but it’s all pretty great.

Where do you see the future for yourself and
what you do?
I think, without question, that all movies and all product will be
delivered digitally, eventually. The good and bad about that is,
obviously, distribution will be much faster and cheaper. It allows
studios to provide different edits of a given movie. There may
be certain content that is more suitable to, say the Los Angeles
area or say the New York area, but may be inappropriate for
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When we did Charlie and the Chocolate Factory, 
I had more than 300 tracks for some of those cues. 

I usually have two systems running, one for the 
orchestra and one for the electronics. I create stems

and mix them to a third Pro Tools file, usually 24 
active monitor tracks wide.

The perception from those that were really not 
knowledgeable of the process was that it was going to be

faster and cheaper. It’s anything but that... The list of
choices has grown immensely. The trade-off is that you

can try more things, experiment more. 



smaller towns. The big fear I have is that a movie won’t neces-
sarily be done by a specific release date. It can be tinkered with
for a longer period.  

I have heard of studios creating their own mix
after re-recording is complete.
At the end of the day, whoever owns the product, it’s their 
right and if that is what they choose to do, it’s their right. 
I think most studios and executives are respectful of mixers.
That is not such a big fear for me. More than anything, I fear
the continual tinkering.

What would you recommend to someone trying
to get into the business today?
Well, I tell people that, first of all, “don’t ever let anyone tell you
that you can’t do it”; “there’s too much competition”; “there’s
too few opportunities.” I think there is always opportunity for
someone who is creative, who is talented, and who is diligent. It
might not even be in that order. Diligence is very important. I
remember that when I got my foot in the door, I pounded on
lots of doors. I continue to do that today. When you’re young,
you’re too young to give up that dream; to take “no” for an
answer. Additionally, who knows where those opportunities are
going to come from. It’s not any secret that our industry is
evolving tremendously and very quickly. The Internet alone, who
knows where that is going to go and what kind of opportunities
are going to come out of that. I believe that there will be a lot
of opportunities and that they will be substantial.

Do you find that your younger clients have an
allowance for lesser quality based on years of lis-
tening to ear buds and MP3s?
That’s an interesting point. I have a friend who is not in our
industry and he had a pair of those Bose noise-canceling head-
phones. He told one of his kids who had an iPod that he had to
check these things out. The kid preferred his ear buds. “Those
headphones don’t sound right to me.” The perception of what
is right is clearly very personal. It’s not just the ear buds, it’s the
style, the lightness and the convenience.

What about the home theaters that many people
have today?
That is quite the opposite. You can have in your home a pret-
ty impressive and sonic experience for not really a lot of
money. And it’s getting cheaper and cheaper. That brings up
another problem with the movie-going experience. We can
count on one hand the number of great theaters in, say, Los
Angeles. Two of them, unfortunately, are the Academy and the
DGA theaters which are not public venues. When I go to a
typical theater, I am disappointed. They tend to crank down
the gain of a soundtrack so as not to disturb an adjacent the-
ater, the projector is not as bright, there’s someone on a cell
phone and your feet stick to the floor. It’s an inferior experi-
ence. One thing I do see as becoming pretty popular is the 3-
D experience. I think that is the potential for the large theaters
because it will be a while before you will be able to experience
it at home. It’s a very cool thing. All that said; it was a banner
year at the box office.

Have you been to USC’s Education Technology
Center Theater and seen some of the new digital
projectors?
I have not, but I have seen some great projectors at Skywalker
Ranch. I must say that I miss watching film projection during scor-
ing sessions. You really had a feel that you were working on a movie.
Again, functionally spectacular, but it’s just not quite the same.

Do you mind if I ask how old you are?
I’m 60.

Any plans for retirement? Are you going to be the
next Ed Greene?
Can I tell you something? Honest-to-God truth? I don’t feel
much different from when I turned 40, physically or mentally.

Do you have kids?
Two of them.

They keep you young and they age you all at the
same time.
Don’t get me started. I have a daughter that has just started her
Masters at Columbia University in education and a son who is
attending the University of Michigan in the pre-med program.
I’m a very fortunate guy here. I have no plans for retirement, I
love what I do. I still get a little nervous on the first day of a
project. I like that I get nervous because it keeps me sharp. If
what I do becomes not interesting and fun … which it has not
… why stop?

Is there anything else you would like people to
know about you?
I try to maintain a level of humor. I try and not take anything
too seriously. I always feel, look, it’s just a movie. I’m eternally
grateful to be doing what I’m doing. My family is always on top.

I’d like to thank Dennis again for sharing his morning with me
and giving me glimpse into what makes him tick. On a person-
al note, my first mixing gig was on The Tracey Ullman Show in
1987, and Dennis was my very first re-recording mixer. I am so
pleased to see him receive this honor. •
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4thAnnual

Technical Award
Nominees

CASThe

The Cinema Audio Society is proud to announce its nom-
inees for the 4th Annual Award for Technical Achievement.
Two awards will be presented this year, one for an out-
standing product used in production and another for post-
production. Initial submissions for the Tech Award were
solicited from the general membership of the CAS. The
products include both hardware and software in use by
sound mixing professionals. The Tech Award Committee
has narrowed the list down to the following products:
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Production
Aaton Cantar X2
Schoeps CMIT 5u
Fostex PD606
Sonosax SX-STD Mixer
Zaxcom Deva 5.8

Post-Production
iZotope RX
Cedar DNS 2000
Nuendo 4
Euphonix S5 Fusion
Digidesign Icon

The 2008 CAS Awards for Technical Achievement will be
presented in a sealed-envelope ceremony at the 44th
Annual CAS Awards to be held on Saturday, February 16,
2008 at the Millennium Biltmore Hotel in Los Angeles.

by Peter Damski, CAS

Clockwise from top right: CAS Tech Award; Aaton Cantar X2; Nuendo 4
& Schoeps CMIT 5u; Digidesign Icon; Euphonix S5 Fusion



On November 3, 2007, the
Cinema Audio Society and the
Education Committee of Local 695

IATSE co-sponsored an informative seminar on
the current and future state of the RF spectrum
availability and how it affects sound mixers and
other audio professionals. The seminar was pre-
sented by two representatives from Shure
Brothers, Luis Guerra and Chris Lyons. Guerra
is a sales engineer for Shure Brothers and Lyons
is the manager of Technical and Educational
Communications. Shure Brothers has been
working hard, communicating with the Federal
Communications Commission (FCC), in an
effort to protect the RF space which is current-
ly in use by broadcast professionals, theaters,
churches, schools and any other users of the
wireless technology. As John Coffey, CAS put it
during his introduction, “Whether or not you
use Shure products, you have to respect the
qualifications of these two presenters.”

The seminar was held at Warner Bros.
Screening Room 12 and the attendees were wel-
comed with refreshments provided by the studio.
Jim Pantaleo, manager of the Production Sound
and Video Department at Warner Bros., and
Steve Jefferies, manager of Warner Bros.
Projection Department, were instrumental in
securing the facility and making sure the room
and equipment were all ready to go. Pantaleo was
assisted by projectionist Danny White. White
worked with the presenters to ensure that all of
the audio and video elements were properly dis-
played and worked throughout the event, bring-
ing up various elements when the presentation
required it.

Attendance at the seminar was at around 100
participants, including mixers, boom operators,
utility sound technicians and a few engineers
and educators. The seminar was presented in
two parts, each lasting a little over one hour.
Guerra was first up and provided valuable
information about the setup and use of wireless
microphone systems. The information included
frequency selection, antenna placement, choos-
ing the correct antenna cable and proper RF
gain structure. This was new information for
some and a great refresher for others. Guerra
completed his presentation and made a mad
dash to the airport for a flight to Atlanta,
Georgia. Lyons took the reigns and presented a
detailed explanation of the RF spectrum and
how the auction of the frequencies, which will
soon be vacated by broadcasters due to the
impending digital conversion, might affect our
working environment. Both the Guerra and
Lyons presentations included an informative
PowerPoint display. Lyons provided attendees
with a clearer understanding of potential con-
flicts with the “new” devices that companies
like Microsoft and Google are intending to use
in these frequency bands. The auction of the
700Mhz frequency band is due to begin in
January 2008 and the FCC is currently accept-
ing applications for bidding rights. There is
still a great deal of uncertainty as to the out-
come of these changes but the most valuable
advice was to stay away from the 700Mhz band
altogether. Lyons stated that Shure Brothers
would no longer be manufacturing wireless
devices that operate in that frequency band.
Many other wireless manufacturers have fol-
lowed suit.

In addition to giving their free time to present
this seminar, Guerra and Lyons supplied the CAS
and Coffey Sound with copies of their
PowerPoint presentations. These files, along with
an audio recording of the event are available for
download to any interested party at: 
http://cinemaaudiosociety.com/seminars/index.php.

Thanks go out to John Coffey, CAS, Edward
L. Moskowitz, CAS, Mark Ulano, CAS and
Laurence Abrams representing the Education
Committee of Local 695, Peter Damski, CAS,
Jim Pantaleo, Steve Jefferies and Danny White
for putting in the effort to bring this seminar
to fruition. Thank you again to Luis Guerra
and Chris Lyons. You would be amazed at how
much effort it takes to put one of these things
together. I, for one, know I got my money’s
worth from this fine event. •

by Peter Damski, CAS
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OOver the holidays, I was watching an HD (high definition) air-
ing of Roman Polanski’s 1974 classic Chinatown. It got me to
thinking of the parallels between what Jack Nicholson’s detec-
tive character, J.J. “Jake” Gittes, was doing and an ongoing trou-
bleshooting job I was undertaking. While Jake was trying to
uncover the roots of a complex murder, I was doing something
a bit more mundane; resolving a sync issue.

My mystery began some time back. For HD jobs, Panasonic’s
D5 format, with its eight available audio channels, was the usual
mastering medium. While Sony’s HDCam was seen on occa-
sion, I really didn’t come across it as much (usually for network
shows delivered with Dolby E encoding); think market share of
Windows versus Apple. Then came the HDCam SR boasting
available 4:4:4 and 12 channels of audio. As this format became
more common (as far as my workflow went), I became increas-
ingly annoyed with the timing differences of outputs. On the
D5 machine, everything always came across as in sync; whether
watching the HD out or an SD downconvert, audio, picture and
timecode timed correctly and you didn’t have to worry about the
deck altering your sync. Not so much with the HDCam or SR.
The main peeve being that the LTC wasn’t timing properly to
picture when you went into record. Basically, you could mix
your show, pop in the HDCam (or SR) master, check that
everything looked fine and then, once you went into record,
your audio would be four frames later than it was prior to
punching-in. While the work around was to introduce a 4-frame
offset, this was, at the very least, pretty lame. Check the Internet
sound discussion groups and you’ll find folks wondering what
they’re doing wrong; why the show “was in sync, but now it’s
not.” While some of our members know the answer to resolving
this mystery, many do the workaround. Following is a synopsis

of my troubleshooting detective work that resulted in a real way
of having the LTC outputs of HDCam (HDW-D1800) and
HDCam SR decks operate as one would expect.

In a rare turn of events, my room and myself were available at
the same time as one of our seven HDCam SRW-5500 decks.
This occurred about four times over a four-week period (thanks
to the holidays). It was really quite odd because the day after I
decided to really get this sync thing under control, a group of
five guys from Sony North America (the folks we get these
decks from) were touring our facility to observe workflows. I
had an hour in-between sessions and they stopped by. I told
them of the issues and how their main rival in the format,
Panasonic, didn’t have these problems—and that these things
were driving audio folks batty. They appreciated my insight and
said they’d ask their engineers for some insight. Two days later,
I received an e-mail suggesting some system menu items to

by Matt  Fogl ia ,  CAS

HDCam 
Detective

Panasonic D5 AJHD 3700

The

Top: Sony HDCam HDW-D1800    Above: Sony HDCam SRW-5000
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adjust. Very impressed and quite excited,
I stayed after work with one of our head
techs to try the suggestions. “Press and
hold SFT + DIAG button. Press SFT +
<F8> MAINT EXEC. Press <F9>
OTHERS CHECK

Press ALT <F2> PHASE SET.
Press <F7> AES/AN OUT: change to
FC (format converter). Try SD. Press
<F1> NVRAM CTRL arrow up/down
to select. SAVE ALL DATA, press EXIT.
Power unit off/on, confirm setting is
present.” Jeez, I thought zapping the
PRAM took some focus. The result? No
good. Same as before. Four frames off. I
sent a reply to Sony, letting them know
the bad news.

For the record, here was my testing
setup. Have four tapes, two HDCam and
two HDCam SR, with one of each being
at a frame rate of 23.976 and one of each
using 59.94. Record the audio from
channels 1 & 2 into ProTools. Insert this
recorded audio onto channels 3 & 4 of
the tape. Then record the audio from
channels 3 & 4 back into ProTools, there-
fore showing any offset. All testing was
done on the HDCam SRW-5500 (which
can play/record both tape formats). 

While waiting for an updated response
from Sony, I decided to try different
machine protocols. Note that I’m doing
this all in ProTools (v7.3.1) using
Machine Control.  However, I did verify
that this offset isn’t just a ProTools
thing, as units such as the Soundmaster
ION have a protocol for viewing
HDCam SR and one for relaying to
HDCam SR. The latter implements a 4-
frame advance in order to compensate
for the delay, verifying my sanity (at
least with regards to this issue). I then
removed LTC from the equation, going
totally serial (checking the “Use Serial
Time Code for Positional Reference”
box in the Machine Control setup 
pane). As an aside, I’m using the Keyspan
USB-to-serial adapter that Digidesign
recommends. Doing this removed the 4-
frame delay! Success? Well, kind of.
There was still a little less than a half a
frame delay when working in 23.976 and
three quarters of a frame delay with the
59.94 tapes. This, I assume, is due to
serial time code not containing any real

frame or phase relationships, which can
put it a field or so out. While closer than
four frames, this seemed like a less-than-
perfect approach as punching-in changes
may result in audio that is off (especial-
ly if the tape is ejected and then brought
back in for changes at a later time).

Two weeks later, I was able to test
another e-mail suggestion from the Sony
gang. The menus were similar except for
changing one variable. Again, no dice. In
fact, audio was now five frames out.
Beaten down but determined, I bugged
most of our techs to see if anyone had
any final thoughts before I threw in the
towel. One said he had read somewhere
about switching one of the timecode
menus. He did some further research to
see exactly which menu. We gave it a go
and, bingo, the clue I was looking for!
On the SRW-5500, navigating HOME
=> SETUP => VTR SETUP (F6
key) => menu item 618 (TC Out
Phase) defaults to “Output.” If you
switch this to “Auto” or “Input” it times
everything properly so that you don’t
need to induce a timecode offset. What a
great idea! I was finding delays in the
ballpark of 23 samples using “Auto” ver-
sus around 8,024 samples when having
618 set to “Output.” In one of our other
rooms, we aren’t using the Keyspan
adapter, instead opting to use the SYNC
I/O as the 9-pin interface. It had an even
smaller delay of around 12 samples.
Either way, this is pretty darn good.
Menu 618 is available on the more
recent HDCam family decks including
the SRW-5000, SRW-5500 and the
newer non-SR deck, the HDW-D1800.
This menu is NOT on the original
HDCam, the HDW-F500. Here’s what I
learned about that deck.

In the menus of the F500, item 613
“TC Out Signal” defaults to the option
of “Tape” (a similar sounding menu
item found with the same navigation as
menu 618 on the other decks). Using
the above testing procedure on the
F500, if you switch this to “Through”
does it remove the 4-frame delay? No. It
does, however, reduce the delay to two
frames, which makes me think that the
machine is timing the LTC to match the
downconvert out.  None of our engi-
neers knew of a way to alter this in order
to have “Through” time to the HD out,
even after viewing the menu pages ad
nauseam over the years. 

So while I may not be able to pull off
the suits that Jake does, at least I, too, can
find some of those hidden answers. •

Top: Sony HDCam HDW-F500  
Above: Sony HDCam SRW-5500

Removing HDCam
4-Frame LTC Delay

HDCam SRW-5500
HDCam SRW-5000

HDCam HDW-D1800

HOME

SETUP

VTR SETUP (F6 KEY)

MENU 618
“TC PHASE OUT”

CHANGE TO
“AUTO” OR “INPUT”

SAVE/EXIT (F10 KEY)

Menu Navigation Chart for removing
the 4-frame LTC delay on newer Sony
HDCam and HDCam SR VTR machines.
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European
Roundup!

CAS 

by Carr ie  Giunta,  CAS

The

IIt is always nice to return to one’s roots. As the new CAS
Quarterly representative for Europe, I am entrusted with
the task of reporting to you from the countries of Europe
where cinema has deep roots and a vast heritage. A few
years back, I began jumping between the coasts of the
Atlantic from New York to Europe (although for many of
us Americans, New York City IS Europe). Quickly, I
adopted an awareness of Europe’s great sound industry. It
has only recently come to my attention that our very own
Cinema Audio Society is a widespread, international com-
munity, taking root all across Europe, from Amsterdam to
Zurich, and everywhere in between! When Pete Damski
asked me to write about Europe for this column, I saw it
as an opportunity to enlighten members about the dynam-
ic range of talent that exists on the other side of the pond. 

A narrower goal of the column is to discover how
European cinema is rising to meet the challenges of glob-
alization and to find out how these challenges affect
Europe’s sound professionals. While film production
tends to kick off in places like the Czech Republic,
Bulgaria and Romania, the post-production is often done
in Britain. The UK continues to lead Europe in all aspects
of post-production, especially on the audio side. The
UK’s post community is the glue which keeps the film
industry together because it is just that—a community.
And a close-knit one. London has more visual and audio
post houses per square meter than any other European
city. The big merger between Pepper and Future Films
which made headlines last year broke new ground in its
combination of financing, distribution, development, pro-
duction and post-production all under one umbrella. On
a recent visit to the company formerly known as Future
Post, now Pepper Post, I learned that there isn’t anything
they can’t do. Watch this space! 

It would be great to hear from you and share a dia-
logue with CAS members working, residing in, or
even just passing through Europe. It’s easy to get in
touch with me on my blog http://carriegiunta
.blogspot.com or by e-mail carrie.giunta@gmail.com. I am
looking forward to receiving your input about what’s
new and interesting in your European neck of the
woods. Until then, à bientôt! •



Peter Handford died peacefully on November 6, 2007.
For all of us that knew him, there is now a great void in
our lives. 

Peter was such an ingenious soundman, a true pioneer
of our industry, being one of the first sound mixers 
to record stereo sound effects for film. The more
microphones needed for a shot, the happier he would
be. I remember shooting a film for Joe Losey in
Norway. The house chosen for the location was long
and narrow with many rooms. Joe would work out a
shot where the camera would track through as many of
these as possible with dialogue in each. As was Joe’s
trademark, each room would also contain a mirror or
two so even as the camera left one room the dialogue
would continue in one of the mirrors. To add to this,
we didn’t have the luxury of radio microphones. We
would view the rushes and I would be amazed how Peter
had mixed all the different microphones. Mixing those

scenes with only a mono track and no video
monitor to see the actual shot was a true art. 

Peter was already a legend when I first met
him having recorded such films as Under
Capricorn, Room at the Top, Billy Liar and Tom Jones.

Our first film working together was The
Railway Children. The production company des-
perately wanted Peter to do this movie because
of his wonderful reputation and his love and
knowledge of steam trains. When he was told
the first part of the film was to be shot in the
studio, he said he hated the idea of being
cooped up shooting the interiors but would be
happy to do the location. There was no question
as to who they wanted to record their film. They
agreed to hire another mixer for the studio sec-
tion! He was never happier than when he was
working on location especially if a few steam
trains were involved.

Peter and I went on to work on some remark-
able films including The Go-Between, Frenzy and
Murder on the Orient Express to name but a few.
Some of my fondest memories were during this
time. Peter had such a great sense of humour.
When ordering his list of sound equipment,
there would always be a box of rubber bands. As

a prank, he would use these to stretch over the announce
mic on his mixer and just as the clapperboard was being
hit, he would ping one! Such fun for everybody in the
dailies except for the poor editors trying to sync them. On
occasion, he would even add echo to the effect. 

Peter was always in demand and in the mid-’80s, he
won an Oscar and a BAFTA for the most wonderful
soundtrack for the film, Out of Africa. Two years later, he
was nominated for yet another Oscar for Gorillas in the
Mist. He had also previously been nominated for two
BAFTA Awards—The Go-Between and Hope and Glory.

Peter will be remembered for his sense of fun and his
generosity to those who were privileged to have known
him. Our thoughts and condolences go to Helen and his
daughters Pam and Lyn. Whenever I am on a film set,
Peter will not be far from my side.

–David Stephenson, CAS
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Jeff Wexler CAS is working on Four
Christmases, a comedy with Vince Vaughn
and Reese Witherspoon. Brief shooting
in San Francisco and the rest in town.
I’m working with my usual crew, Don
Coufal (our 56th movie together) and
Robert Maxfield (who has been with us
on the last four movies).

Douglas Tourtelot CAS and his
band of merry (wo)men have been hard
at work on AMC’s second piece of
original programming, Breaking Bad in
Albuquerque, New Mexico, completing
six of our first-year order of eight
before the studios and the WGA got
into a tussle. We all hope to be going
back for more, early next year. My crew
included Misty Conn (as always)
booming and Ryland Witten-Smith as
our utility sound man.

John Pritchett CAS and crew, Dave
Roberts and Cole Gittenger, just

wrapped Appaloosa, a really swell
Western starring Renée Zellweger,
Jeremy Irons, Viggo Mortensen and Ed
Harris, who also directed. Set in turn-
of-the-century New Mexico, it follows
the exploits of two “lawmen” who make
it their job to travel from town to town
and “clean up” the messes. Renée, of
course, is the center of the love triangle.
John’s next gig, assuming the writers
can get back to work, will be Terrence
Malick’s show to be filmed entirely in
the Austin, Texas, area.

Philip Perkins CAS mixed Dieter
Weihl’s feature doc Man Meets Barbara
about “Cuban Pete” Aguilar; Mammoth
Mystery, a special for National
Geographic TV; Operation Wildfire, a
doc special that was a joint venture
between Nat Geo and PBS (although
not with joint specs, exactly...) as well as
projects for Toyota, Apple and Avon.

Hello ... from Portland & Lincoln City,
Oregon, drenched and water logged.
We (Lori Dovi CAS-mixer, David
Allen Smith-boom op and Eric
Goldstein-utility) are on our final leg
of shooting The Burning Plain
with 2929 Productions producing.
Guillermo Arriaga is directing and
Kim Basinger and Charlize Theron are
starring. Hell of a film.

Gary D. Rogers CAS and Dan
Hiland CAS just finished wrapping up
12 episodes of Journeyman and K-Ville.
They are also in their seventh season of
Smallville, which has 15 episodes.

Carrie Giunta CAS worked on the
sound design for two episodes of the
TV drama, Casualty 1907 for BBC One.
A show about the medical profession, it
is set 100 years ago, in a hospital in the
east end of London.

DENECKE, INC... 
PRODUCTS TO HELP YOU

FOCUS ON SOUND. 

DENECKE, INC. 
25030 Avenue Stanford,  Suite 240 � Valencia, CA 91355

Phone (661) 607-0206 � Fax (661) 257-2236
www.denecke.com � Email: info@denecke.com

DCODE TS-C

DCODE SB-T
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Craig Woods CAS writes: The Caveman Show, who would or
could’ve guessed, but the show was a hoot and the cast and crew
were a blast. Things could’ve been slow but my crew’s busy with
life at this point. While Laura and Mark are Christmasing their
laurels off, I’m busy with my Early Music Ensemble, recording a
demo for the Huntington Library and gearing up for the
Independent Shakespeare Company’s 2008 season. I’m actually
busier off than on work. Hopefully, the writers will prevail in
their negotiation so we can get back to work around the end of
February or March ... who knows. Hope everyone had a good
year and a happy holiday.

At Larson/Sunset Stage 3, Sherry Klein CAS and Brian
Harman CAS have just completed mixing Jericho for CBS. For
FX, they have completed the first eight episodes for the final sea-
son of The Shield and are currently mixing The Riches. On Stage 6
at Larson/Seward, they are finishing up New Amsterdam and two
pilots for Fox.

David Barr Yaffe CAS has just completed Season 6 of Monk
with Jeff Erdmann and Jessy Bender. He is currently enjoying an
extended hiatus from work to spend some quality personal time.
Thank you to the writers and producers for that.

Hi. Due to the WGA strike, I have nothing to report. Joe Foglia
CAS, Kevin Santy and Anna Wilborn are unemployed from Scrubs,
till further notice. On the lighter side. Anna got engaged on the
set of Scrubs as the actors joined in on the fun. Google, Ted and
Anna on YouTube and watch the fun! Happy holidays.

On January 3, Chris Munro CAS starts shooting on the latest
James Bond film (working title Bond 22) in London moving to
Panama in February then on to Peru and Chile before returning to
Pinewood Studios before more locations in Austria and Italy.
Sound crew will include Steve Finn and Jim McBride. They will
be working again with director Marc Forster and many of the team
from The Kite Runner.

Steve Weiss CAS spent four months in New Orleans mixing
the since-canceled Fox series K-Ville with Chris Tiffany on boom
and Steve Huerstell doing utility. Great food, great music, great
people. I returned to mix the “ultra-low-budget” courtroom
drama The Thacker Case. IATSE keeps reinventing contracts to
allow minimum wage. So, Brothers & Sisters, be aware that your
IATSE leaders are working hard to negotiate minimum wage for
you. Here is hoping that health, happiness, prosperity, Oscars
and Emmys be in everyone’s future!

Gary Wilkins CAS writes: Still doing The Pacific in
Melbourne, Australia, with Mark Wasiutak on boom and Chris
O’Shea as UST until April. Hope all members and their fami-
lies have a Merry Christmas and a safe and successful new year.

Kenn Fuller CAS, Tom Payne, Jaya Jayaraja, and Ron Hairston
Jr. finished the strike-shortened second season of NBC’s Heroes
and moved onto Hallmark Hall of Fame’s Sweet Nothing in My
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Ear. Happy, healthy, prosperous new year
to everyone. May all your key lights be
soft, your wardrobe quiet, and your second
meals at home with loved ones. Peace.

Steve Bowerman CAS, Tom Thoms
and Jeffery C. Hefner say goodbye to 2007
with another successful year on NCIS. Our
New Year’s wish is that by the time this is
being read, we will all be back to work. The
very best in 2008 to one and all.

Charles Dayton CAS and Jim Corbett
MPSE/CAS are in the finishing stages of
another indie feature. Their latest, Love
Shack, was written and directed by Gregg
Sacon and Michael B. Silver. It’s a hi-def
release with the hopes of going to film soon.
Earlier this year, we mixed Never Apologize,
directed by Mike Kaplan, starring Malcolm
McDowell, as well as five shorts for the
Kodak Film Projects. Jim mixes the 
dialogue and music, while Charles handles
the effects, foley and backgrounds. We have
completed the final mixes at Todd-AO Stage
One and Six, as well as S.S.I.’s Red Room
and Charles’s Twisted Avocado Studios.

2007 was a great year for me and my crew
and the time off over Christmas was a well-
needed rest for all. I am looking forward
to getting back to work, and I am sure that
will happen by the end of February. We, my
crew Jeff Norton and Bud Raymond, and I
will pick up again on Ghost Whisperer and
finish out the season. Looking forward to
a great 2008. Best, Mark Hopkins
McNabb CAS

David E. Fluhr CAS is currently finish-
ing up mixing Hannah Montana: The Best of
Both Worlds 3D film for Disney Studios,
which premieres in digital 3D cinemas
only, on February 1. Then Dave and Myron
Nettinga have Disney’s College Road Trip,
followed by Old Dogs.

Jay Patterson CAS and his trusty crew
(R. Joe Michalski and Steve Sollars), while
waiting for the strike to end, have been
enjoying our respective families, reading,
eating a lot, watching films, celebrating the
holidays, getting in a little golf (Joe and
Steve, that is) and practicing traditional
archery (that would be me). Hopefully,
when the strike ends, we will be back to
Warner’s shooting Without a Trace for the
remainder of our sixth season.

Steve Bedaux CAS has been mixing
on a variety of projects including ABC’s
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“I use K-Tek poles
exclusively. After 25
years of booming
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found one that can
stand up to the
tough jobs.”David Allen Smith, Boom Operator
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whole line of K-Tek
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Dancing With the Stars at Disneyland, Good
Morning America’s Special Projects, CBS’s
Early Show, supervising Coyote Ugly
Season 3 with mixers Alex Cordova,
Mark Gouldy, Mike Gouldy and Kevin
Howell. Steve also supervised Fatal
Femmes Fighting, a live pay-per-view show,
with mixers Alex Cordova, Oscar
Cordova, Tim Hayes, Rob Scott, Sound
Utility Don Grail and Heather Peterson.

Don Hale CAS reports a steady stream
of commerical shoots including a spot for
Calloway Golf where PGA champion Phil
Mickelson is highlighted with golfers on a
tee, where three hidden wireless mikes had
to be buried and situated out of sight to
highlight a new driver. Other spots includ-
ed a commercial with skateboarder Tony
Hawk with his new Street Feet RC, Cox
Cable national spot, Major League
Baseball, and various other commercial
spots. Don is looking forward to mixing
second unit on a number of upcoming fea-
tures, which are planned for 2008.

Eric Batut CAS will be mixing The
Imaginarium of Doctor Parnassus, directed
by Terry Gilliam. Boom operator will be
Chris Glyn-Jones.

Gavin Fernandes CAS has been busy
finishing the feature Une Été sans Points and
premixing for Cruising Bar 2 ... the final
will happen months later, a trend that
seems to be becoming more popular. He
then moves on to the miniseries René
Lévesque 2 for CBC.

It’s been a very busy fall and winter for
Buck Robinson CAS! It started off at
Warner Bros. mixing double-up units on
Cold Case with Debbie Pinthus booming
and Seth Cooper doing utility sound.
Filling in the gaps were second unit gigs
on the network series Grey’s Anatomy,
Bones and Chuck thanks to Beau Baker
CAS, Steven Grothe CAS and Don
Zenz. Wrapping up the year, Robinson
mixed the feature film The Human Contract
for executive producer Will Smith and
director Jada Pinkett-Smith. Sterling
Moore was the boom operator and
Michael Gilday split time with Daveed
Alvarez in the utility spot.

Richard Parissi CAS here, formally the
manager of Sony Pictures Production
Sound Department in Culver City,
California. I am happy to report I am alive
and ready to roll. As many of you know, last

year was one of chemotherapy and several
surgeries. The doctors say I am cured ... I say
I am blessed beyond words. My perspective
on many things has changed over and over
again where they have settled on what mat-
ters most: life itself, family, friends, passion
in my work and being of service where the
rewards far exceed any sort of paycheck.
Today, I thank you for all the wonderful
sound I got to experience while recovering in
my home theater. It kept me inspired to get
well and come back to participate in our
craft. Thank you for all your prayers,
thoughts and wishes. Knowing that this is
the best year ever, as I look forward to seeing
and working with all of you again where I can
be of service in a whole new way. Much love
and respect to you all.

Michal Holubec CAS is finalizing
movie Karamazovi, mixed with Piotr Knop.
Director is Petr Zelenka, music by Jan. A.P.
Kaczmarek. Sound post-production in
Bystrouska Studio.

Alan “Danger” Freedman CAS has
just finished recording ADR for Cloverfield
at Widget Post in Hollywood.

From our friends at Warner Bros.—John
Reitz and Gregg Rudloff are finishing up
Get Smart with director Peter Segal on
Warner Bros. Re-Recording Stage 10. Up
next for John and Gregg is Speed Racer,
directed by Andy and Larry Wachowski.
Ron Bartlett and Doug Hemphill CAS
are currently working RocknRolla for direc-
tor Guy Ritchie on Warner Bros. Re-
Recording Stage 9. Up next for Ron and
Doug is Tropic Thunder, directed by Ben
Stiller. Steve Pederson and Brad
Sherman CAS recently completed Sean
McGinly’s The Great Buck Howard on Re-
Recording Stage 5. Steve is currently mix-
ing Henry Poole Is Here for director Mark
Pellington. Coming up for Steve and Brad
on Re-Recording Stage 5 are Town Creek,
with director Joel Schumacher, Appaloosa
with director Ed Harris, and He’s Just Not
That Into You for director Ken Kwapis.
Currently on Warner Bros. Re-Recording
Stage 6, Greg Watkins CAS and Tim
Leblanc are mixing Sisterhood of the
Traveling Pants 2, directed by Sanaa Hamri
followed by George C. Wolfe’s Nights in
Rodanthe. Skip Lievsay and Tim LeBlanc
are currently mixing Nim’s Island, directed
by Jennifer Flackett and Mark Levin. Skip
is also supervising. Gary Rogers CAS
and Dan Hiland CAS are mixing
Smallville on Warner Bros. Re-Recording
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Stage 1. Todd Grace CAS and Ed Carr CAS are currently mix-
ing Aliens in America and Chuck on Warner Bros. Re-Recording Stage
2. Tennyson Sebastian and Mike Casper are mixing One Tree Hill on
Warner Bros. Re-Recording Stage 3. Adam Sawelson and Doug
Davey continue to mix ER on Warner Bros. Re-Recording Stage 4.
Rick Norman and Peter Sullivan, on Re-Recording Stage 7, are cur-
rently mixing Moonlight and Terminator: The Sarah Connor Chronicles.
Charlie McDaniel is mixing Notes From the Underbelly on Warner
Bros. Re-Recording Stage 8.

Michael Colomby CAS is now at Technicolor Sound Services
on Mix Stage 1 in Burbank. Recent projects include the series State
of Mind for Lifetime and Reaper for CW. Short films include Office
Party for director Liz Friedlander and The Sit Down for director
David Danino. Also, dubbing a pilot for MTV called You Are So
Dead and promos for Disney’s Enchanted and Hannah Montana with
Soapbox Films.

Mac Ruth CAS and longtime team of boom operator Pal Szuros and
second boom operator/utility George Mihalyi have recently complet-
ed principal photography on Universal Studios’ and director
Guillermo del Toro’s Hellboy 2. Here’s wishing you all a happy and
prosperous 2008.

Remote Recording has begun work on their 30th year with the
New York Metropolitan Opera. The season began with Romeo and
Juliet, followed by Hansel and Gretel, and is now in the midst of
Macbeth. In 2007, the Met began HD broadcasts in surround to the-
aters in America and around the world. Because last season was such
a success, they will air eight operas this season. The Met has made
significant upgrades to their technical infrastructure. David
Hewitt CAS, Remote Recording’s chief engineer, said, “New audio
and video interfaces to the miles of cable runs, along with permanent
remote pre-amps make a huge difference. Longtime Metropolitan
Opera music producer Jay David Saks continues to mix, we record all
the performances on Nuendo/AMD and production mixer Tom
Holmes adds all of the elements before it hits the satellite.” 

Remote Recording will continue the series with Peter Grimes, Tristan
und Isolde, La Bohème, Fille du Régiment, as well as a gala this spring.
Other projects in this last quarter include a Neil Young concert
film with Jonathan Demme directing, David W. Hewitt CAS
engineering an all-analog session on our Silver Truck’s Neve VR
and Studer A-820s. Back to the White Truck’s Digital environment
for a Carnegie Hall Gala for PBS with soon-to-be L.A. Philharmonic
music director Gustavo Dudamel leading the huge 150-piece youth
orchestra. A second night with the Berlin Philharmonic made a per-
fect contrast as the mature orchestra. On the opposite end of the
spectrum, David W. Hewitt engineered the Broadway version of
Legally Blond for MTV. Would you believe, they juggle about 40 RF
mics on that production, plus an orchestra!

Carl Rudisill CAS finished mixing the production Bolden this
past fall along with Marshall McGee (boom) and Jenny Elsinger
(cable puller). In addition, Carl is currently on the project The
Secret Life of Bees which began filming in January with James
Peterson (boom) and Jenny Elsinger (cable puller). North Star
Post and Sound, Inc., Carl’s company, has been busy with the final
mix for The 27th Club. North Star Post and Sound is looking for-
ward to the second season of Army Wives with use of the remote
ADR room installed by Carl. Additionally, the company has pro-
vided ADR services and voice-over needs for One Tree Hill and
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Leatherheads. North Star’s supervising
sound editor and mixer is Alex Markowski.
Best of luck to everyone this year!

Glenn Berkovitz CAS and fellow
soundies Mark Grech and Dan Greenwald
have had a fortunate long run as the pro-
duction sound team for ABC’s October
Road. We’re rumored to be the longest-
persevering dramatic television shoot in
Hollywood; and today (1/10/08), we too,
have run out of scripts… We say, send all
those moguls to their rooms without sup-
per, until they can learn to talk nicely and
share with their playmates!

Peter Damski CAS continues to work
on a rock documentary with artists 
Robert Cray, Joe Bonamassa and Slash.
He also mixed the 119th Tournament of Roses
Parade for KTLA.

Ross Simpson, boom op and myself, Pud
Cusack CAS, mixer, have been in New
Mexico this fall with utility sound John
Weitz. The first feature this past fall was
Hamlet 2, directed by Andy Fleming,
whom we also worked on Nancy Drew with.
We are currently working on Brothers,
directed by Jim Sheridan. It is a fabulous
script and cast: Tobey Maguire, Jake
Gyllenhaal and Natalie Portman. In
February, Ross and I are off to Los Angeles
to join the feature Land of the Lost, our util-
ity sound will be Ross Levy, whom also
worked with us on Brad Silberling’s last
film, Lemony Snicket. Good luck to all dur-
ing these difficult times, our hearts go out
and Happy New Year!

It’s a Happy New Year over here at
Universal and we are really excited about
what’s in store for 2008! Andy Koyama
and Frank Montano are pre-dubbing and
set to start the final mix on a Universal
film called The Express with director Gary
Fleder on the Hitchcock Theater. On
Stage 6, Jon Taylor CAS and Christian P.
Minkler completed their mix of the film
27 Dresses for Spyglass Entertainment re-
teaming with director Anne Fletcher. In
January, Jon and Christian will be mixing
another Spyglass picture called Flash of
Genius for director Marc Abraham. Chris
Jenkins CAS and Frank Montano begin
pre-dubs and final mixing for Ron
Howard’s Frost/Nixon in early February for
Universal. On Stage 1, Roberta Doheny
and Bob Edmundson mixed Ghost
Whisperer and Life. On Stage 2, Bill
Nicholson and Tom Meloeny CAS con-
tinue mixing Criminal Intent and start

mixing Lipstick Jungle in early January. In
December, they completed three movies of
the week, including Queen Sized, Racing for
Time and The Circuit. Richard
Weingart CAS and Gerry Lentz CAS
were busy on Stage 5 with Heroes and
House. John W. Cook II CAS and Peter
J. Nusbaum CAS mixed Carpoolers,
Samantha Who? and Cavemen in Studio A.
Before the holidays, Michael Olman
CAS and Kenneth Kobett CAS mixed
six episodes of 24 as well as episodes of
Battlestar Gallactica and Desperate
Housewives. They also teamed up with
repeat client Discovery Channel to com-
plete the special Lincoln.

Steve Nelson CAS, newly joined by
Knox White and rejoined by Frank Bradley
(newly healed but perhaps his swansong to
Hollywood), will be finishing up
DreamWorks’ Hotel for Dogs. Steve and
Knox will be moving on the fastest and
most completely furious F&F4 at
Universal with Vin Diesel but sadly, with-
out Frank. We feel incredibly fortunate to
have steady work at this desperate time
and hope (furiously!) for a speedy resolu-
tion to this ongoing labor situation and a

return to work for all our colleagues.

Paul Oppenheim CAS writes: I’ve just
retired from Paramount Pictures after an
exciting 20 years plus in the field—a suit-
able finish having worked on staff at 60
Minutes the previous 25 years covering
stories from Rio de Janeiro to Amchitka,
Vietnam and Pakistan to the Suez Canal.
In 1983, I received a Peabody Award for
being on the crew of a 60 Minutes story
that freed an innocent man from life in
prison. Retirement has allowed me to fol-
low my passion for music. I now have time
to play the double bass in several orches-
tras, enjoy learning to play the piano, as
well as attending Los Angeles
Philharmonic concerts in their acoustical-
ly marvelous hall. I’m still very interested
in new developments in sound. I love
movies and documentaries, and I am very
active on the Board of the Firehouse
Theater Company, which my wife, Irene
and I have maintained for two decades.

And from Bob Bronow CAS—Finished
up Season 1 of Twister Sisters and Season 2
of Ocean Force. Currently ramping up for
Season 4 of Deadliest Catch. •
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Congratulations!

Kenn Fuller, CAS’s
boom man and Tom
Payne letting cinematog-
rapher Don Morgan
know just how he would
like the set to be lit.

Left to right: Richard
Lightstone, CAS, Damon Harris
and Gabe Cubos on the last day of
episode 13 of Dirty Sexy Money. 
The WGA strike has us all hibernating
until the writers settle or spring—
whichever comes first.

John Pritchett, CAS says, 
“Making Westerns is absolutely the
most glamorous and healthful thing 
a soundman can ever hope to aspire
to...” Really?

From left: The Human Contract sound mixer Buck
Robinson, CAS with director Jada Pinkett-Smith,
executive producer Will Smith, utility sound Daveed
Alvarez and boom man Sterling Moore.

Jim Corbett, CAS and
Charles Dayton, CAS at
Todd/AO.

Mac Ruth, CAS
tied the knot with
Klaudia Kiraly in a
lovely ceremony on
Dec. 29, 2007.

From left to right: 
Local 600 DIT Kennet Roy,
sound mixer Don Hale,
CAS and boom operator 
Rockey Reilly

On Location

David K. Grant, CAS mixing One Week
on 14,000-acre farm in Medicine Hat.

Mark Hopkins McNabb,
CAS at the cart.

Around Town

Paul Oppenheim, CAS sits
with his new hobby, the piano,
after his retirement from
Paramount.

David W. Hewitt, CAS,
engineer, Karen Brinton as
the manager and Phil Gitomer
as the tech taken in our White
Truck at the New York
Metropolitan Opera satellite
broadcast of Macbeth.

On the Set

Sound mixer 
Ike Magal, CAS




