Listening to
Ukraine

Stories of Sound from a
Country Under Siege

F A L L
2022

Mixing to Taste • 2022 Trade Shows Wrap-Up • Headphone Mixing Considerations
The Flow of Foley • What I Look for in a Mixing Partner • What I Look for in My Crew

13 EMMY NOMINATIONS
®

INCLUDING

OUT STANDING DRAMA SERIES
SOUND MIXING FOR A COMEDY OR DRAMA SERIES (ONE HOUR)
SOUND EDITING FOR A COMEDY OR DRAMA SERIES (ONE HOUR)

“THE MOST EPIC SEASON YET.

THE SHOW IS AS WELL-CRAFTED AS ALWAYS.”
C OL L IDER

“★★★★

The show’s formula
is fabulous.

A RICH,
THRILLING
SOUNDSCAPE.”
I N D E PE NDENT

“GRADE A.

The show’s
heart-stopping
scenes will
linger in our
minds forever.”
AWA R D S WATC H

FYC.NETFLIX.COM

IN SI DE T HI S I S SUE

FALL 2022

2022 TRADE SHOWS WRAP-UP | 46
DEPARTMENTS
The President’s Letter | 6
From the Editor | 8

22

16

Collaborators | 10
Learn about the authors of
your stories
Announcements | 12
Meet the Mixer |16
Re-recording mixer Eric Apps CAS
Been There Done That |59
CAS members check in
The Lighter Side | 60
See what your colleagues are up to

30

52

FEATURES
Listening to Ukraine | 22
What it is like to work in the
entertainment industry while your
country is deep in conflict.

What I Look for in a
Mixing Partner|38
Characteristics for building
camaraderie on the dub stage.

The Flow of Foley | 30
Tips on creatively capturing Foley
in a timely manner.

What I Look for in My Crew| 40
Insights on building a production
sound crew that checks all the boxes.

Mixing to Taste | 34
Production and post mixers share
their thoughts.

Headphone Mixing
Considerations | 52
Mixers, developers, and distributors
chime in.

Xenia Vinogradova recording
the aftermath of a bombing in
Ukraine

CAS QUARTERLY I FALL 2022

1

An impressive triumph
B E N T R AV E R S

INDIEWIRE

including

Outstanding
Comedy Series
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For a Comedy or Drama Series (Half-Hour)
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Re-Recording Mixer
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Sean Byrne

Re-Recording Mixer
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David Lascelles

Production Mixer

C O N S I D E R AT I O N

Arno Stephanian

Foley Mixer

Outstanding Sound Mixing for a Comedy or Drama
Series (Half-Hour) and Animation
“all the sauces”
Elmo Ponsdomenech, CAS, Re-Recording Mixer
Teddy Salas, Re-Recording Mixer
Scott Harber, CAS, Production Mixer

Outstanding Sound Mixing for a Comedy or Drama
Series (Half-Hour) and Animation
“IRASSHAIMASE!”
Earl Martin, Re-Recording Mixer
Chuck Buch, CAS, Production Mixer
Michael Miller, ADR Mixer

FOR YOUR EMMY

®

Outstanding Sound Mixing for a Comedy or Drama
Series (One Hour)
“Stand Still Like the Hummingbird”
Anne Jimkes-Root, Re-Recording Mixer
Chris David, Re-Recording Mixer
Austin Roth, Re-Recording Mixer
Sean O’Malley, Production Mixer

Outstanding Sound Mixing for a Nonfiction or Reality
Program (Single or Multi-Camera)
Earl Martin, Re-Recording Mixer
Jason Gaya, Re-Recording Mixer
Brad Bergbom, Production Mixer
Kevin Rosen Quan, Production Mixer

CONGRATULATIONS TO

Outstanding Sound Mixing for a Comedy or Drama
Series (One Hour)
“Too Much Birthday”
Nicholas Renbeck, Re-Recording Mixer
Andy Kris, Re-Recording Mixer
Ken Ishii, Production Mixer

Outstanding Sound Mixing for a Limited or Anthology
Series or Movie
“Departures”
Christian Minkler, Re-Recording Mixer
Ryan Collins, Re-Recording Mixer
Walter Anderson, Production Mixer
Jeffrey Roy, ADR Mixer

CONSIDER ATION
Outstanding Sound Mixing for a Comedy or Drama
Series (Half-Hour) and Animation
“The Captain’s Wife”
John W. Cook II, Re-Recording Mixer
Ben Wilkins, Re-Recording Mixer
Jim Lakin, CAS, Production Mixer
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T HE P RE S I D E N T’S LETTER
Dear Members,
I hope you are all enjoying summer with family and
friends and are prepping for an exciting and busy fall. It
warms my heart to see BBQs happening again and hear
of members taking vacations and reuniting in-person to
share ideas and stories.
Here at the CAS, we are busy planning activities to
reunite members and strengthen fellowship as well as creating special member
benefits for you to enjoy.
To promote sound for picture and unify the crafts, we have been expanding our
partnerships and participation with other industry organizations such as Los
Angeles Post Production Group, Digital Cinema Society, CineGear, Filmmaker
Academy, PGA, and others.
Last month, we presented in partnership with the Motion Picture Sound Editors at
the Producers Guild of America’s Produced By Conference, a presentation entitled
“Sounds Like Success,” featuring production mixer Amanda Beggs CAS (Ladybird,
Skyfall), supervising sound editor Brent Findley MPSE (Ted Lasso), music editor
Curt Sobel MPSE (Ray, Ghostbusters: Afterlife), and re-recording mixer Michael
Minkler CAS (Black Hawk Down, Chicago).
We also provided a booth at this year’s CineGear Expo from June 9-12 at the L.A.
Convention Center and appeared at the Hollywood Sound Expo on Saturday,
July 23, at EVS Studios in Glendale, CA. It was great seeing all who came out. We
recently produced a CAS Sound Symposium Virtual Event, featuring CAS
Associate Nuno Fonseca PhD, who broke down the formats and flavors of 3D
audio. A video recording of this event, “All You Need to Know About 3D Audio,”
is available in the Events section of our webpage.
Additionally, we are planning a Summer Screening Series. Keep your eyes on your
emails for your exclusive member invitations.
Learn about this year’s 58th CAS Award winners and how they created the sound
of this year’s most compelling narratives in exclusive interviews available on the
Cinema Audio Society YouTube channel. Like and subscribe today!
Wear your CAS pride on your sleeve, literally, and check out our CAS Mixer Merch
store! https://shop.CinemaAudioSociety.org/
Cinema Audio Society donated to and became a partner with Safe&Sound
Ukraine, a fundraising project aiming to purchase robust walkie-talkies and
satellite phones for Ukrainian medics, volunteers, and evacuation coordinators. In
this issue of CAS Quarterly, we feature an article entitled “Listening to Ukraine”
investigating the Ukrainian film market and how sound artists are surviving in their
current reality. All donations to Safe&Sound Ukraine go to United Help Ukraine, a
501c3 charity. To learn more or donate, visit https://SafeAndSoundUkraine.org/
Serving the sound community through the CAS has become one of the most
precious and rewarding experiences of my professional career. If you are also
interested in becoming more involved or have any ideas you would like to share,
please reach out to CASpresident@CinemaAudioSociety.org.
Thank you,

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 creative, artistic, and technical
blending of diverse sound elements. To
provide the motion picture and television
industry with a progressive society of
master craftsmen specialized in the art of
creative cinematic sound recording. To
advance the specialized field of cinematic
sound recording by exchange of ideas,
methods, and information. To advance the
art of auditory appreciation, and to
philanthropically support those causes
dedicated to the sense of hearing. To
institute and maintain high standards of
conduct and craftsmanship among our
members. To aid the motion picture and
television 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.

FALL 2022
CAS NEW MEMBERS
Active
Andrejs Prokopenko
Brian Magrum
Caleb Mose
Chris Carpenter
David Lascelles
David Winston
Donald White
Jamison Rabbe
Jorge Adrados
Kelsey Wood
Kyle O’Neal
L. Wyatt Tuzo
Mathew Duncan
Nick Offord
Richard Bullock
Ryan Collins
Torrel Alexis

Associate
John Boyd
Josselin Panchout
Karthik Mohan Vijaymohan
Manav Shrotriya
Penny Harold

Academic

Karol Urban CAS MPSE
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Christian Blair
Oddbjorn Litlabo

F R OM T HE E D ITOR

This issue marks my 15th year working
on the CAS Quarterly. For my first issue, Fall
2007, I was co-editing with Pete Damski CAS and
David Bondelevitch CAS MPSE. As many of you
know, Pete has since retired and is doing some really
cool stuff helping out the US Parks Service. David is
still very active with this magazine (contributing a
trade show article this issue) and, of course, is on our
Board of Directors. I spend most of the time teaching and the rest of the time,
when not editing the CAS Quarterly, mixing.
While there has been much change in our world and in many of our lives since
then, our organization is still focused on fostering fellowship, growing our
community, educating the industry, and celebrating the skills and talents of
sound for picture mixers around the world. This magazine is an extension of
those items—in print and digital form.
In this issue, we hear from mixers in an unimaginable environment as Adam
Howell CAS interviews our counterparts from Ukraine in his timely article,
“Listening to Ukraine.” On a significantly lighter note, Stephen Fitzmaurice
CAS checks in with a number of post mixers and technologists for their
thoughts and tips in his “Headphone Mixing Considerations” submission,
while CAS Associate member Sam Casas questions what “taste” means in his
“Mixing to Taste” article. Kurt Kassulke CAS looks into “The Flow of Foley,”
and Academic member Matt Mulvihill sits down with re-recording mixer Eric
Apps CAS for a “Meet the Mixer” interview. Ever wonder how mixing teams
are put together? Aaron “Cujo” Cooley CAS and Peter Kelsey CAS discuss
this from their purview for the production and post sides, respectively, in
their “What I Look for…” articles. And, as always, be sure to read about the
happenings of your fellow members in the “Been There Done That” and
“The Lighter Side” sections. It’s been wonderful meeting so many engaged
members over the years through their contributions to the Quarterly. You can
see who they are for this issue in our “Collaborators” listing.
Thank you for taking the time to peruse the contents of this issue. If an article
makes you think of a friend or colleague, send a link to the online version
of the Quarterly, available on the CAS website. Please remember that our
sponsors are professionals like you who understand the business and the needs
of our industry; we encourage your commitment to them. And, if you have the
urge to get involved or wish to see something covered, feel free to reach out to
us at CASQuarterly@CinemaAudioSociety.org.

Matt Foglia CAS
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COLLABORATORS
CAS
Associate
member Sam
Casas has been

David
Bondelevitch
CAS MPSE is a

re-recording mixer
and educator who
has won two Emmy Awards and two MPSE
Golden Reel Awards (and has been nominated 22 times). He is Past President and
Board member of the Motion Picture Sound
Editors (MPSE). David was the Secretary of
the Cinema Audio Society 2012-2019, Vice
President 2007-2011, and has been on the
Board of Directors since 2006. He has been
writing for the CAS Quarterly magazine
since 2006 and was co-editor in 2007.
His most recent projects include mixing
the documentary Empty Net, about the US
Paralympics sled hockey team that aired on
NBC Sports. He also mixed the documentary Southwest of Salem, which won a
Peabody Award. He also mixed the cult
comedy Jimmy Vestvood: Amerikan
Hero, starring Persian-American comedian
Maz Jobrani.
David is an associate professor at CU
Denver, where he teaches recording arts.
David received his MFA in cinema production from USC and also holds a bachelor of
music in jazz composition from the Berklee
College of Music in Boston.

Stephen
Fitzmaurice
CAS studied

sound and music
at USC, starting
his career as an
assistant for
albums and film
scores. He earned his first credit as a re-recording mixer in 2001 and has continued in
that capacity in sound for television since.
Stephen is currently working on productions for Netflix and ABC Television.
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working as a
re-recording
mixer and sound
designer at Lime
Studios in Santa Monica since 2003. He has
found a successful niche mixing TV commercials for global and national brands such
as Adidas, Visa, QuickBooks, and Postmates,
to name a few. In addition to his commercial work at Lime Studios, he finds time to
mix the occasional independent feature
such as Lupe for HBO Max, various shorts,
and music videos for artists such as H.E.R.
and French Montana.
Joining MPEG in 2017, and then MPSE
and CAS in 2018 as an Associate member,
Sam has a passion for acquiring and sharing
knowledge. With a love of film and episodic
television, the CAS has been a great inspiration in his goal to bring a cinematic
approach to all his work. Connecting with
other members while writing articles for the
CAS Quarterly has been especially educational and rewarding.
Sam has a fully equipped and treated 5.1
studio at his home in Studio City, CA,
which he has been able to make his primary
workplace since the start of the pandemic in
2020. In his spare time, he enjoys reading
books about acoustics, thinking about
maybe starting to exercise again, and
spending time with his wife Elise and son
Sebastian.

Adam
Howell CAS

Upon earning a
recording engineer degree from
Full Sail, Adam
relocated to L.A.
in 2002. After an
internship at Hans Zimmer’s studio and
working in the music industry, Adam ventured into post-production audio before
finding his passion in the field as a production sound mixer. He has mixed and supervised more than 100 unscripted shows and
feels fortunate to have worked on so many
diverse projects with creative and talented
individuals. When not pressing record,
Adam enjoys playing the guitar, Beatles
trivia, documentaries, hiking, and spending
time with his wife and son.

Aaron “Cujo”
Cooley CAS

Born 1968 in
Ithaca, NY, and
raised in a
live-music
household, Cujo
was exposed to
amazing music and world-class musicians
at a young age and followed numerous
paths to adulthood, which included a deep
love for all types of performance. Moving to
College Station, TX, in 1982, Cujo attended
A&M Consolidated High School and graduated in 1986. Moving back to Ithaca after
high school, Cujo met his wife Pamela and
they moved to Atlanta, GA, in the winter of
1987. There, Cujo worked skilled trades and
sales, while continuing to work in FOH
mixing for nearly 20 years. Entering the film
world in 2010, Cujo quickly landed in the
Sound Department and began advancing
his career there. Good fortune, good work
ethics, and good relationships with local
leaders helped advance his career, and Cujo
now enjoys life and work as a full-time
production sound mixer.
Credits include numerous films and
television, and most notably, the former
Head of the Audio Department at Tyler
Perry Studios. Cujo’s specialties include
large-format shows with high cast counts,
music- and performance-based shows, and
staying on top of the leading audio and RF
technology to make sound for film as good
as it can be. Cujo is an active member of
IATSE Local 695 in Los Angeles and IATSE
Local 479 in Atlanta. He works TV and film
projects at all levels, with specialty in music,
high track count, and live performance
types. Cujo is also the CEO of RF Systems
Consultants, specializing in RF management and system analysis for film and television. His family includes wife Pamela, and
sons Christopher, Marcus, and Keith
Cooley. Pamela, Marcus, and Keith all work
in the film industry and Christopher is currently on deployment with COVID response
in the U.S. Army. Pastimes include beekeeping, woodworking, small farming, good
cigars, Belgian Malinois, and spending time
with family.

Kurt
Kassulke
CAS is a

longtime
effects re-recording
mixer with
an Emmy for
Ally McBeal and diverse credits ranging back to The X-Files, The Practice,
Buffy the Vampire Slayer, NYPD Blue,
Castle, Under the Dome, Vampire
Diaries, and Hawaii 5-0. Kurt’s most
recent work can be heard on Grey’s
Anatomy, Project Blue Book, Big Sky,
and more!

Peter Kelsey CAS

started his career in
sound at the illustrious
independent recording
studio Trident Studios,
where all the early
Elton John and David
Bowie albums were
recorded. Here, Peter learned from engineers and
producers such as Rupert Hine, Ken Scott, Roy
Thomas Baker, Robin Geoffrey Cable, and David
Hentschel. He was a second engineer on the
Carly Simon album No Secrets, and part of the
mixing team for Elton John’s album Goodbye
Yellow Brick Road.
After moving to the USA, he did a lot of work
as a scoring mixer before moving into post-production sound. He has worked on many David
Kelley shows, including Ally McBeal and Boston
Legal, for both of which he won sound mixing
Emmys. He worked for RH Factor for many years
and for the last three years has worked for Smart
Post Sound. He is currently working on
Speechless, The Chi, Arrested Development, and
Dead to Me.
Peter has a degree in mathematics, a black belt
in tae kwon do, and loves to do public speaking.

Matt
Mulvihill

is an Academic
member of the
CAS completing
his MA in audio
technology from
the American
University in Washington, D.C. while on his
path to launch a career in post-production
sound. Matt has served as the sound
designer and re-recording mixer on several
short films for graduate students during his
time at American, while encouraging further
collaboration between filmmakers at the
university and other audio technology students. Most recently, Matt’s work on the
short documentary The Waters That Heal
Us was accepted as a student film selection
to the 2021 Wild & Scenic Film Festival.
Following the completion of his degree this
July, Matt plans to move to Los Angeles and
begin building his career as a sound editor
and designer.

with a personal loan.
Let us help you:
∞ Consolidate Debt
∞ Fund a Special Event or Vacation
∞ Purchase New Equipment
∞ And Much More
Apply online today at firstent.org/personalloans

Federally Insured by NCUA.
Membership eligibility rules apply. All Credit Union loan programs, rates, terms, and conditions are subject to change without notice.
Loan proceeds may not be used to reﬁnance existing First Entertainment Credit Union loans. Debt consolidation loans are subject to
direct pay to your creditors. All loans are subject to credit approval.

ANNOUNCEMENTS

THE 59TH ANNUAL CAS AWARDS

The Cinema Audio Society has set the date and
timetable for the 59th Annual CAS Awards. The CAS
Awards recognize Outstanding Sound Mixing in film
and television. We look forward to seeing you there!
• Entry Submission Form available Online Thursday,
October 20, 2022, on the CAS website at
www.CinemaAudioSociety.org
• Entry Submissions are due Online by 5:00 pm PT,
Thursday, December 1, 2022
• Nomination Ballot Voting Begins Online
Tuesday, December 20, 2022
• Nomination Ballot Voting Ends Online 5:00 pm PT,
Tuesday, January 3, 2023
• Final nominees in each category announced
Tuesday, January 10, 2023
• (Nominee listing error and omission deadline
Friday, January 20, 2023)
• Final Voting Begins Online Thursday, February 9, 2023
• Final Voting Ends Online at 5:00 pm PT,
Tuesday, February 21, 2023
The 59th Annual CAS Awards will take place in
Los Angeles on Saturday, March 4, 2023.

SRA Award Submissions Open
The Cinema Audio Society has set the date and
timetable for the 2022 Student Recognition Award.
The Student Recognition Award recognizes
individuals with an exceptional and demonstrated
passion in the audio field.
• Entry Application Form available Online Monday, June 6,
2022, on the CAS website at www.CinemaAudioSociety.org
• Entry Applications are due Online by 5:00 pm PT,
Friday, November 4, 2022
(Partial or incomplete applications at the time of closing
will not be considered)
• Final 5 nominees for the Student Recognition Award will
be announced on the CAS Website on
Tuesday, November 29, 2022
• Final 5 nominee interviews are due
Friday, January 27, 2023
The 2022 Student Recognition Award winner will be
announced during a sealed-envelope ceremony at the
59th Annual CAS Awards on Saturday, March 4, 2023.

Congratulations
to all of
our Emmy
nominees
12 FALL 2022 I CAS QUARTERLY

ANNOUNCEMENTS
Last June 20 through June 23, the Vaughan
International Film Festival in Vaughan,
Canada, had its festival week where our
president, Bernard Weiser, had the honor of
presenting the EIPMA Student Film Award.
The Vaughan International Film Festival is for
short films submitted from around the world, along with a student category specifically for
high school students from the province of Ontario. Hollywood, take note, these filmmakers
are our industry’s future, and it is looking very bright indeed.
We will be starting a series, “Schools You Should Know About,” that brings awareness to
selected schools and programs which excel in helping students to decide on a career
path in the entertainment industry. The first school in this Spotlight Series is Saint
Elizabeth High School, located in Vaughan, Ontario, Canada.
In partnership with EIPMA, the
“There’s STEM in That” mentoring
program was developed to support
BIPOC high school students
(grades 9-12) interested in
exploring careers in Science,
Technology, Engineering, and
Mathematics (STEM). The program
consists of a series of virtual
workshops that integrate soft skill
building with life skill development & post-secondary education culture awareness.
EIPMA is proud to produce a much needed discussion on the State of Immersive Sound
for the consumer. This webinar series will start in September/October and consist of five
sessions over a 10-week period with veteran industry engineers and professionals. Topics
include the issues and challenges—both technical and practical—for the proper enjoyment
of immersive sound, how these formats translate to the different consumer listening
environments, and what companies are doing to produce, prepare, edit, and mix for these
formats.
The “Student Award Winners Mentoring Session with Future Talent” is scheduled for
October 9. The event will help students connect with and hear about the challenges from
recent grads and CAS and MPSE Student Award Finalists, giving them a different
perspective on our industry. These mentors will be able to share valuable insight about
their career paths and the challenges they face today.
For info on additional workshops and seminars, or to donate, please visit: eipma.org

New CAS “In Conversation” Podcast Episode Available!
Check out the newest episode of our podcast “In Conversation”! Episode 6 is now live!
Moderator Peter Devlin CAS speaks with production mixer Charlie Wilborn CAS, who was the
2003 recipient of the CAS Career Achievement Award, and his daughter, production sound mixer
Anna Wilborn. https://cinemaaudiosociety.org/podcasts/

MEET THE WINNERS!
Meet the winners of the 58th CAS Awards in an exclusive interview
series on our YouTube Channel. Like and subscribe today!
https://www.youtube.com/c/CinemaAudioSociety/videos

MEET THE MIXER

RE-RECORDING MIXER ERIC APPS CAS
b y Ac ad emi c memb er M att Mu lvih ill

With the technology of our industry evolving more quickly by the day, so too have
the lines blurred between the roles and responsibilities that once seemed so
clearly defined. Editors are mixing, mixers are editing, and everyone is simply
doing their part to help guide each project from beginning to end. As this water
continues to muddy, the value of the “jack-of-all-trades” has continued to rise.
For this interview, I met with Eric Apps CAS, a jack-of-all-trades post-production
professional based in Toronto, Canada. While his most recent credits are as a
re-recording mixer, Eric’s path is a testament to the value of a diverse skill set; a
skill set that has garnered him numerous Gemini Award nominations and a CAS
Award win. This knowledge base, along with some other unique traits learned from
working in a smaller market, allowed him and his colleagues to quickly weather the
COVID storm and elevate the demand for audio post in Toronto to new heights.

“My first boss took
a chance on me,
and I did the best
I could to show him
that he made the
right choice.”
— Eric Apps CAS

16 FALL 2022 I CAS QUARTERLY

Along the way, Eric consistently practiced
the virtue he shared with me, which
was to consider every opportunity that
came his way. It can be easy for all of
us, Eric shared, to become fixed upon a
path that we believe we should be on.
After finishing this piece, I am certainly
convinced that there is great value in
embracing serendipity and allowing
opportunity to guide you forward.

Re-recording mixer Eric Apps CAS

How did you find your way to sound in the very
beginning? Were you always interested in it, or
did you stumble your way in?
My early interest in audio was always music-related;
I had no idea that there was even such a thing as
audio post. I suppose I used to be one of those
people who think all the sound just happens live and
there is an orchestra behind the camera. It was only
when I went to school that I learned about the
process and all the different crafts involved.
When I was a teenager, like so many other people in
this business, I was involved with garage bands. My
brother was in a band with some friends, and I
ended up being the sound guy for them. We would
rent gear for gigs and to record their songs, and I
would run it all. I sort of taught myself, starting with
ordinary cassette recorders. For a while, it was just a

hobby. Originally, I went to university for civil
engineering to design things like roads and bridges.
After a couple of years, I realized that it just wasn’t
for me and switched to a recording arts trade school
here in Toronto. I learned a lot of fundamentals and
the technical underpinnings of audio there.
Mainly, what I got out of that was meeting the
people who gave me my first jobs. At the end of my
final year, one of our instructors hired a bunch of us
to help build a new music studio for another one of
our instructors. I was also interested in electronics
when I was a kid so, in addition to the construction,
I helped with a lot of the wiring and learned how
everything was connected! When the studio was
done, the owner asked me if I wanted to be the
assistant engineer and that was my first proper audio
job.
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Sounds like you made a strong impression!
My first boss took a chance on me, and I did the best
I could to show him that he made the right choice.
I’m really grateful for that chance. I might be in
some other industry entirely if I didn’t get the job. I
really believe that whatever success I’ve had is
because other people along the way have taken a
chance or supported me in some way.
When did you come to the realization that you
wanted to do audio post, and how did you break
into that side of the audio industry in Toronto?
A lot of turning points in my career came from
responding to the things happening around me. I
started at the music studio in the early ‘90s when
the industry was starting to change and you didn’t
necessarily need a full-blown commercial studio to
make albums. It was getting harder and harder to
run a business with just music clients, so we pivoted
to doing commercial audio post during the day and
music at night and on weekends. Naturally, I began
working on commercial sessions as a result. We also
did some film and TV scoring jobs, one of which
was an eye-opening experience about what proper
film audio post can be like.
At this studio, I was used to working 10 AM to 10
PM, six or seven days a week. When I worked on
the feature, we would get to the end of a take and
the director would look at his watch and say, “Well,
it’s almost six o’clock guys! I don’t want you to get
tired. We had a good day today, see you tomorrow
morning.” My first thought was, “What do you
mean? We’re just getting started!”
When I visited the dubbing stage, everyone was
very civilized, worked easily together, and again
would wrap at six. That seemed like more of a “real”
job than I was doing at the time, and so I realized I
wanted to do post. I found out later from some
people on the feature that it was one of the
smoothest and most positive experiences of their
career, so maybe not the best example of what film
post is really like!
I worked at that first studio for a little while longer,
and then got a job at a relatively new post facility.
There, I slowly went from technical engineer to
ADR mixer to re-recording mixer.

As I was researching your background, I came
across a credit you have as a “parrot wrangler”
from your early career?! Care to share how that
came about?
That may well be my first credit! A film called Hurt
Penguins rented the music studio I worked at for a
weekend to shoot a few scenes. As the assistant
engineer, I got volunteered to be the one to hang out
and help the crew turn lights on and off and stuff.
Living at the studio, we had a parrot (actually a
conure) named Poncho, and they asked if they could
have him and his cage in the background of the
control room scenes. I was one of the few people that
Poncho could tolerate being near him; he was quite a
grumpy bird. I was able to get Poncho to do some
interesting things while they were shooting, like
having him standing on the lead character’s head!

and new things to learn. Especially with the
technology constantly changing. I have been working
in audio post from the end of mag film through
analog and digital multitrack to where we are today.
There’s always something new to learn, which is a
great thing.
Did you have any experiences or lessons learned
in your career that helped pave the way for your
future successes?
It took me a few years to internalize something that
my friend once told me, but conceptually it is very
simple: As a mixer, it’s not my movie. It’s very easy
to get attached to your craft, your contribution to a
project, and to have it detrimentally impact your
relationship with the team that you’re a part of. We
can get very focused on what our piece of the puzzle
is and lose sight of the bigger picture. You can work
really hard and create something that sounds
awesome, but if it’s not right for the scene, then it’s
not right.
You’ve worked in the Toronto post-production
scene your entire career. How do you feel that
market compares to Los Angeles, New York, and
other US markets? Do you see many similarities?

Is there a particular project or point where you
felt like you hit your stride?
Well, that’s an interesting question. I don’t know
that I have ever reached that point. I have done so
many different things, and I still suffer from the
“grass is greener” conundrum. When I’m mixing,
sometimes I think I want to be cutting instead and
vice versa. I have a few colleagues who knew what
they wanted from the get-go and have had what
looks like very steady career trajectories, which I
envy. On the other hand, some of my colleagues
seem fascinated by the variety of things I have
worked on over the years.
It’s a cliché, but I think the second you start
thinking that you know what you’re doing or that
you’ve made it is the point where the wheels start
to come off. There’s always something to improve

Most of the people that I know who are in L.A. came
from Toronto, actually! Over the years, a lot of sound
editors and mixers have moved down there, either
on their own or after being “invited” by companies
who saw the work they did on American films in
Toronto.
A big difference for mixers is that we are one of the
only film crafts here in Toronto that is not unionized.
Mixers are either full-time employees at a facility or
freelancers who move around from place to place as
the work dictates—that’s my situation. In terms of
the market itself, we have a decent amount of
domestic TV production. However, from what I’ve
seen, the Canadian feature film business has shrunk
a lot in the last 25 years or so, at least for Englishlanguage films—Quebec is different. We have a
thriving production industry that gets a lot of
American projects, but a big chunk of the post ends
up getting done back home. For us to stand out on
the post side, we really have to demonstrate that we
can do the same work as L.A. as efficiently as they
CAS QUARTERLY I FALL 2022
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work and that it can be done well. That said, it’s
still better for everybody to be in the same room.
Do you think that Toronto’s comfort level
with remote work helped to give you a leg
up while many American-based studios
were still setting themselves up for remote
work?
I think that it helped a lot. We didn’t have the
feelings of needing to figure it all out from
scratch since we had done it before. From what
I can see right now, Toronto is as busy as it’s
ever been in film and TV post. Facilities are
expanding and lots of new mixers are getting a
shot in the chair.
One last question for you: Do you have any
words of wisdom to share with anyone
interested in getting their foot in the door in
audio post?

can and for less money. Otherwise, why would they
come up here to have it done? However, I will say that
the ability to stream picture and sound from the mix
stage to a client in another city has helped keep a bigger
and bigger chunk of it in Toronto. We were streaming
reviews remotely for many years before the lockdowns
started and it became mandatory.
Would you say that COVID really helped open
opportunities to keep work in Toronto and distribute
more work to it?
It didn’t hurt too much. Production and post got back up
and running very fast during COVID, faster than
California did, I think. I think it was because we were so
used to working remotely with producers on Zoom or
Skype, streaming sessions, and so on. COVID really
helped make it clear that this remote style does in fact
20 FALL 2022 I CAS QUARTERLY

I would say to take opportunities as they come
to you. Other than the fact that it’s audiorelated, what I am doing now is nowhere close
to what I thought I wanted to be doing when I
was in school. Over the course of that time,
different opportunities presented themselves to
me and I tried to take advantage of them. Of
course, change is often tough when it’s
happening, and the detours don’t look so
serendipitous at the time.
There’s definitely a benefit to taking courses in
audio or going to a specialized school. Besides
the technical grounding, it’s a great way to meet
people who are connected with the business. I
think that the days of hanging by the studio
door and offering to get coffee are behind us;
you need to have a bit of technical understanding
of audio to really get started.
I always think about what a colleague said to me
after I involuntarily went freelance. The company
I was working for suddenly folded, and I was
really worried about how I was going to get
work and be able to support myself. He said, “If
you’re competent, you’re reliable, and you’re
not a jerk, the work will find you.” In my case,
I’ve been fortunate that it has so far.

Paul Rudd twinning on Living with Yourself

Listenin
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g to Ukraine
b y A d a m H owel l CAS

I m a g i n e heari ng b omb s ex p l ode du rin g yo u r m ic ch e ck o n
l o c a t i o n. I magi ne hol d i ng for so u n d wh ile live g u n fire rin g s
o u t . I magi ne hav i ng to red o a n ADR lin e be ca u se o f a n
e a r t h -r umb l i ng, rattl i ng noi se in th e stu dio . Th e se a re
r e a l i s t ic sc enari os i n a war- to rn co u n try.
T r yi n g t o p ut my sel f i n that min d fra m e , I be g a n to wo n de r
w h a t i t must b e l i k e to work in th e e n te rta in m e n t in du stry
w h i l e y our c ountry i s d eep i n co n flict. An d th a t g a ve m e th e
o p p o r t uni ty to i nterv i ew two s o u n d pro fe ssio n a ls in Ukra in e .
X e n i a Vi nograd ov a i s a sound m ixe r spe cia lizin g in film a n d
d o c u mentari es. She i s the c o-fo u n de r o f Sa fe &So u n d
Uk r a i n e, a humani tari an effort a cqu irin g a n d de live rin g
c o mmuni c ati on sy stems to c rews a n d fro n t lin e wo rke rs in
Uk r a i n e that the CAS, among o th e r so u n d o rg a n iza tio n s a n d
c o mp a ni es, has c hamp i oned . Dm ytro Kn ia zh e ch e n ko is a
F o l e y m i x er and ad v oc ate for brin g in g m o re pro du ctio n s
b a c k t o U k rai ne.

Xenia Vinogradova recording the aftermath
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Ukraine Foley team Illia Popel and Dmytro Kniazhechenko

than ever. But despite all the tough
situations that we are dealing with, for me,
this is a story about togetherness, generosity, and strength.
We’ve raised more than $107,000, and were able to
provide a lot of locations with equipment.

I asked Xenia and Dmytro where they were in their
careers before the commencement of their country’s
international conflict, what has happened since then, and
what their hope for the future is.

Xenia, please tell me about Safe&Sound.
When the war started, we joined forces with my colleagues
from abroad to create the Safe&Sound Ukraine
organization. We decided to focus on providing secure
encrypted communication that will help our first
responders stay connected at all times, even when enemy
troops have entered a city and disrupted all cellular
connections and internet.
Fulfilling such a task has been quite a challenge for many
reasons, not the least is that you need to raise a lot of
money to keep covering the requests. For example, one
walkie-talkie that’s suitable for war conditions costs more
than $500. Finding dealers for purchasing products that
are in very high demand and low supply, and then
transporting them to Ukraine is, of course, more difficult
24 FALL 2022 I CAS QUARTERLY

I have a lot of gratitude and respect for each member of
our tireless team. While working on this initiative, we’ve
become close friends. The whole initiative is functioning
on a volunteer basis, and most of our team members are
from the film sound circles. I was happy to discover that,
in such times, people in our community don’t stand aside
but are ready to help. The requests for equipment keep
coming from the aid workers on the front lines, so we
continue working and looking for partnerships and
contributions, and we’re very happy to receive support.

Let’s go back in time a bit. Having both been
born and raised in Ukraine, what type of
television and films did you have access to and
how did that influence your decision to get into
professional sound?
Dmytro: I spent my youth in a small provincial town in
the central part of Ukraine. From that period of time, I
only remember watching TV with some boring programs
or old school Western movies. A little later, pirated discs
with [poor] dubbing began to be popular. Sometimes you
could go to the cinema, but only Soviet films or cartoons
were shown there on an old film projector. I can’t say that
we had a wide range of entertainment.

Illia Popel and Foley artist Danylo Horokhov

In 2010, I gathered a group in my city, but since our town
is so small and sound engineering is a rare profession
here, I had to learn on my own. It was the reason I’ve
entered the University of Culture and Arts in Kyiv as a
sound engineer. Studying at the university helped me to
find my first job and start a career path. In 2017, I started
working at Foley Walkers Studio. At first, I only did
sound editing and, with time, I was recording Foley for
films. Today, I am [working with] Foley Art and Mad
Friends|Sound House. The war actually mixed up my
position. Now, I’m a part-time sound engineer, a parttime business owner, a part-time editor—and the list
goes on.
Xenia: The entertainment industry in our country wasn’t
impressive when I was a child. The aftermath of [the
USSR], along with a deep financial crisis, was influencing
the state of our culture. So, the Ukrainian film and
television industries were evolving quite slowly up until
the Revolution of Dignity in 2014. This event caused an
incredibly powerful uprising of self-faith and inspiration
in our cultural circles, changing the quality of our
entertainment and film industries among others. This
was, sadly, also the year when the Russian aggression
against Ukraine started, and Crimea was annexed. So,
along with elevating our culture, we had to defend our
citizens, territories, and national identity.
I began studying film sound in 2009, and my first projects

were student films. Since graduating from university,
every job position I’ve obtained has been sound-related.
I’ve been taking on different roles; sound designer, music
editor, studio recording engineer. However, my main
specialties are production sound mixing and sound
editing. I also love recording ambiences. Cinema sound
has been an object of my fascination for many years and
I love growing in this field. There’s really no limit to the
new things you can learn and get better in.

Tell me about the moment when the invasion
began. Were you working?
Dmytro: My last shift ended six hours before the first
rocket fell. We had to leave Kyiv for some time. We were
back finishing the film in April, when it was already much
safer, but the air raids constantly went side by side with
us.
Xenia: When the full-scale invasion started, I had one
project in the post-production stage and two in the
production stage. I actually had a shooting day scheduled
on the day when the full-scale war started and, funny
enough, for an hour or so I wasn’t sure if I was still meant
to go to the set. We already had rocket attacks all over the
country, but I wasn’t sure if it was the real start of an
invasion or just a provocation. You are never fully
prepared for things like this. Of course, the filming was
put on hold and we went to our bomb shelters.
CAS QUARTERLY I FALL 2022
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Xenia Vinogradova aurally documenting
the destruction.

What is your experience with international
projects? Do you often collaborate with other
countries? I can imagine those relationships
must be so important, especially in these
times.
Xenia: I mostly work in film, but sometimes there are
also commercials and educational projects. Along with
local gigs, I have been working with film crews from
other countries—the US, UK, France, and Slovakia. I
find any opportunity for international collaboration an
amazing experience. It allows you to think unconventionally, to learn the useful shortcuts that aren’t
traditional for professionals in your country. I work
with crews from abroad now as well and we have
people from all around the world coming to capture
different aspects of our new harsh reality.
Dmytro: Almost all of my experience is connected
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with foreign projects. This year, we’re planning not only
to record Foley for outsource, but also do SFX, sound
design, music, and mix. Most often, we work with Europe
and the US, but sometimes there are clients from Asia
and Australia. A lot of inexpensive films are shot in
Ukraine, so not everyone can afford to record Foley. Of
course, there are a lot of well-made movies here—our
documentary school is considered one of the best in the
world—but the budgets are on the level of indie films in
the United States. Despite this, there were several great
projects, [including] Me. You. He. She. in which our
president, Volodymyr Zelenskyy, had the leading role.

What has happened to your career since the war
started? What’s become of the projects that were
put on hold?
Dmytro: It seems that all the projects have been sucked
in by a big black hole. The first months were completely

empty. Now, little by little, the producers are starting to
think about returning to the services of Ukrainian Foley
studios, but the process is very slow. We want to do
what we love, but in the absence of orders, some
people will have to leave the industry forever. It’s a
difficult time for sound production in Ukraine and the
entertainment business itself. When the war comes,
entertainment is no longer a priority. The number of
shootings and premieres of films has decreased
dramatically, given that many projects were financed
from public funds. I believe the only way to stay afloat,
and at the same time help the country win the battle, is
to work together with foreign customers.

so there’s no money to go on with productions in progress
or to start new ones.

Xenia: Lots of projects have been put on hold or
relocated to other countries, so a lot of sound people
have lost their work. Big films here are often financed
by the government, and most of the cultural institutions
have given away their budgets to fulfill the war needs,

Staying in the war zone made me discover how sound
perception is changed by new conditions. Hearing helps
you detect the danger and keeps you alert when something
sounds like an explosion or a siren. I remember filming a
camp for refugee children from the Eastern Ukraine in

I had been working with a lot of documentaries before the
invasion, so that kept me busy when it started. With the
local and international crews, we go out regularly to shoot
what’s happening because we understand the value of
this. The world needs to know the scale of atrocities that
Russia has been implementing on our homeland. We
keep an eye on the news and come to film the aftermath
of shelling and rocket attacks on cities, evacuations,
funerals, charity events, defense training for civilians, and
so on.
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2014, and volunteers there told us that children were
crying while sleeping when there were thunderclaps in
the night. Now, all Ukrainians have a taste of that, too.
War means enormous losses and enormous spending.
In these conditions, only the most necessary cultural
needs can be financed. This means a lack of workplaces
and significantly fewer co-production and service
projects. Some local productions have moved abroad
and are trying to find their place in the market there.

What can the sound community do to help
Ukraine’s work situation? How can our
communities best contribute?
Dmytro: I want to thank [Foley legend] John Roesch
from Skywalker Sound, who was the first to respond to
our call. He set up a chat with people who were ready to
help us get back on our feet. We’ve met Rune van Deurs
from Norway’s Quickstep Foley and we’re already
collaborating on projects. I believe this is just the
beginning.
If people will consider Ukraine as an option for their
Foley needs or if your Foley studio is fully booked and
needs to outsource, please consider Ukraine. Also, if you
are the owner or admin of [a social media] group, please
write a post about it. Any publicity will help.
Xenia: Studios can consider outsourcing some work to
Ukrainian audio post-production facilities. It’s a good
way to support our specialists that don’t have many ways
to work in their field at the moment. By supporting our
country, you’re inspiring and supporting each of us, and
bringing peaceful times closer for each of us.
I’d like to thank the CAS for supporting Safe&Sound
Ukraine from the very beginning. The CAS told people
about us through social media and at their events and
made a generous contribution to our initiative. Special
thanks to CAS President Karol Urban for being
enthusiastic about us. I also want to thank the great
communities and organizations that supported us
through contributions and promotion: LA SoundMixers,
IATSE Local 695, Association of Motion Picture Sound,
the Association of Camera Operators, SoundGirls, and
the Audio Engineering Society. I would also like to thank
Gotham Sound, K-Tek, Zeigermann Audio, Pinknoise
Systems, Cinela, and Lectrosonics for their support.
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What are your hopes for the sound industry’s
future in Ukraine?
Dmytro: Ukraine has great potential as a contractor of
creative services. It’s extremely important to increase the
production volumes so that the industry survives. I
believe if we continue sharing the information about
what’s happening in the industry right now, the
producers will return to working with Ukrainian Foley
studios. Lots of people will get their jobs and their only
income back. My personal main initiative is to give the
employees of our studio and other colleagues in the
Foley industry a job so that our clients can return to
work as soon as possible. By talking and sharing, by
helping each other, we can achieve great things as a
united and strong sound community.
Xenia: My professional goals are to expand my practice
and to work on bigger sets and narrative feature films
where a lot of creative sound ideas can be implemented.
One of my biggest pleasures is working with teams that
are attentive to sound and helping to organize work in
such a way that the unique air of the scenes can be
captured on the set in the best way possible. And, of
course, I plan to go on with my documentary journey
and continue perfecting my craft in this area as well.
I have faith that we’ll rebuild the industry after the
victory. With our creative ideas and energy, and with
help from friendly countries, we can make this happen.
In my mind, the ability to see beauty helps us be better
human beings. Be it a fascination with a unique sound,
an elaborately engineered piece of equipment, or a
courageous human society, if we’re open to that and if
we want to be part of that, we’re ready to make big
things happen.

Many thanks to Xenia and Dmytro for participating in this
article and for all their efforts to inform and, ultimately,
inspire us to do what we can to help. I hear you and I promise
to keep listening.
For more information about Safe&Sound Ukraine, visit
SafeAndSoundUkraine.org

The

Flow
of
Foley
by K u r t Ka s s u l k e CA S

Foley is an essential part of
our cinematic soundscape and,
though we often think of it as just
a practical tool for filling out the
foreign deliverables and helping
out ADR, it is also necessary for
adding texture and depth to the
final mix. Good Foley will tell the
story in most shows for at least
a few key moments. For example,
a show on short turnaround
required a notes pass before the Foley was complete
which led to “bring up the energy” notes for several
scenes because the audio excitement of running feet,
clanking tools, and gurney bumps was viscerally missed.
I sat down with two of the creators of that energy, Gary
DeLeone, Foley mixer at Westwind Media, and Mitchell
Kohen, Foley artist for the last eight years, to find out
how they go about imagining and creating so much
wonderful aural texture (often on a very short schedule).

Foley mixer Gary

DeLeone

The Foley mixer and the Foley artist need both
chemistry and telepathy to make it through each
session—not only on schedule, but also with
creatively expressive tracks. Mitchell Kohen knew
when he was 13 that he wanted to work in sound,
and gained experience sound designing for plays
in high school, college, and beyond. As he
searched for sounds he needed, he discovered
that he could create many original sounds on his
own. This led to him making his way into Foley—
and that creative spark still guides his work. Gary
DeLeone is both a Foley mixer and a re-recording
mixer and his experience on the mix stage has
proven invaluable in quickly and efficiently
crafting Foley that both blends in with production
while also adding detail and a sonic story that
carries past what we see. Gary’s Foley mixing
philosophy is that “the artist comes up with the
sound, and the mixer captures a good quality
recording of that sound.” In an ideal partnership,
“We [the Foley mixer and Foley walker] like to
think of each other as sort of co-sound designers.”

The Foley stage at Westwind

Gary uses all the tools available to create a
complete Foley session. He tackles similar
elements in a single pass—with 300 hand pats
sometimes knocked out in an hour! He applies
equalization and compression to capture and
contain a widely varied sound palette from the
three or four surfaces available to walk. EQ helps
to dull the strident part of a gravel pass so that
texture can still play under dialogue. Compression
catches the peak on heels so that you can get the
drive of the character walking in while still
maintaining the scuff and movement of walking
essential to lively and realistic footsteps.

Gary and Mitchell work closely together to fully use the stage for more
sonic variety. If the floor in the show is solid, Mitchell walks closer to the
framed edges of the pit. If the floor has creek and boom, he’ll step toward
the middle of the walking surface—letting it resonate and flex to match into
the production steps. If even more room slap is required on the feet,
Mitchell might even move the microphone into a cabinet to add an extra
layer of interior short reverb in the recording.
Both Gary and Mitchell emphasize how important the communication and
craftsmanship between them is in making this work smoothly and
efficiently. From Gary letting Mitchell know that there was a slight rattle
resulting in Mitchell adjusting the mic, or Mitchell hearing that the surface
is still too resonant, so he’ll put a sandbag on the wood to further dampen
Foley artist Mitc

hell Kohen
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it. They will even research the period of a production to
decide if, for instance, cardboard was invented at the time
of the story. This could result in them setting a wood box
down instead of a cardboard box for accuracy. Once
they’re tracking, Gary can react to what he hears in the
booth and ask Mitchell for something high-end or
booming to add detail or impact. They always work
together to make sure the Foley will read in the scene and
live in the story. These sort of adjustments happen often
in their flow, and Mitchell will quickly pull another item
from the shelves on the stage to craft those nuances.
Many Foley decisions are made purely for efficiency’s
sake. Organizing passes to knock out similar props over
a whole show, working on an extended surgery instrument
pass to utilize multiple tools and textures, or even dealing
with things as basic as working on one character’s feet
across multiple scenes keeps the flow speeding along.
Ideally, Gary and Mitchell like to have about a day for
every 20-22 minutes of show, but they have some shows
where they do an entire 42-minute episode of feet and
props in a single day. With ample time budgeted, they
play back everything in context against production or the
temp mix to be certain that it works well for the final mix.
With less time, they lean on their experience and mutual
trust to know how the material will play and what
elements will actually be featured.
Both Gary and Mitchell share that they really love finding
moments in a show that are “Foley moments”—times
when the story is going to be told almost entirely by the
material that they are cooking up! Those moments will
often take more recording time, sometimes 20 to 30
minutes for a 15- to 30-second cue. However, the time
spent making sure those big moments sing is well worth
the chance to clearly tell the story with sound. The goal is
to handle the more mundane Foley efficiently in order to
buy extra time for moments that require extra care.
The focus of a Foley moment can range from a piece of
training equipment in a karate drama (wood impacts,
cloth, swish, metal jangles, and flesh impacts to create a
fully dimensional sound), to the sound of slushy ice for
packing organs in a medical drama (crushed ice, water, a
pillow with a snow-like slough, and shammy cloth for
organs moving). One project they are currently cueing
has a puzzle box they need to create. They are planning
layers of wood, metal, and cloth movement to combine
with specific moments of latching and impact to sonically
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illustrate both failed attempts and the solving of the
puzzle. While it takes time to craft these multiple layers,
Gary and Mitchell find these challenges the most
creatively satisfying parts of the craft.
Gary and Mitchell have developed an almost psychic
efficiency in their years of working together. Mitchell
noted that Gary can call in, “Let’s try one more take on
that” and he will instinctively know that the last pass
didn’t hit the mark, so he’ll adjust to give Gary something
subtly different on the next attempt. Gary seconded that
observation by noting that Mitchell’s adjustments are
usually exactly what he was missing in the previous pass.
Every genre poses a particular challenge. A modern
world-roving adventure is a constant search to discover
and create the multiple surfaces being walked (tile,
hardwood, resonant wood, dirt, concrete). A period
romance demands research into types of shoes,
accessories, and tools that would have been in use during
that era. A medical drama requires a box filled with
medical tools (including a wrench to feel just a little
“more real than real” in terms of weight and metal),
plastics, and squishy sound creators to fill out surgeries. A
martial arts drama involves an array of materials for
impacts, swishes, and active motion. It’s clear that for
every show, Gary and Mitchell love researching the world
in which the story lives so they can be confident that they
are representing every detail accurately and evocatively—
with an array of material exhaustively collected based on
that research.
The materials Gary and Mitchell collect are defined
simply by whatever works to tell the story. Sometimes
they are literal and sometimes they are something
completely unexpected. Literal objects like leather, metal
buckles, and fist punches are combined for martial arts;
shammies, beaded pillows, cloth bags, cabbage, raw
meat, and celery are sometimes layered in to cover the
low and high end on impacts and to ensure a sound that
will cut through while still having body and depth.
Whatever the material, the goal is for them to create an
emotional effect. Something as simple as squeezing a
bead-filled cushion layered on top of a footstep can make
it feel like a character is slipping along and having a
harder time moving forward.
At the end of the day, the goal on the stage is to craft
Foley that is both complete and completely evocative.

Mixing to Taste
by C A S A s s o c i a t e memb er Sam Casas

When I was interviewing the mix team behind the movie Dune for the CAS
Quarterly Summer 2022 “Meet the Winners” article, re-recording mixer Doug
Hemphill made a statement that really stuck in my head. He said, “It all comes
down to taste.” That observation really made me think. What is taste? Where
does it come from? How do you hone it? Or is it just something we are born
with? I spoke with a few CAS members to get their impressions on the subject to
hopefully get to the bottom of it.
I’m sure many of you have heard the analogy of mixing to that of being a chef. A
chef must understand their ingredients intimately and balance them properly to
make a delicious dish. A true tastemaker not only knows when there is too much
of one ingredient, but also when a key ingredient is missing. But what about the
taste innovator? One who can think beyond the flavors we have all tasted before
and think outside the box to create entirely new combinations no one has tasted
or, in our case, heard before. Obviously, it’s easier said than done.
Let’s go a step further and think outside of the technical realm of EQ, reverb,
and levels. What about taste in terms of the soft skills of communication? I
believe that is where the true artistry lies. In many ways, we are not only mixing
sounds, but we are also mixing ideas, balancing our tastes with the tastes of our
collaborators. That’s my “We Are the World” impression at least. Let’s see what
our friends have to say about it.

then he’s like, ‘Oh, maybe we can do it like this’ and that
adds a lot of good back-and-forth.”
As for honing her taste, Onnalee developed a strong
work ethic during her previous career as a professional
ballet dancer. “I’ve always worked very hard in certain
areas of my life that I am passionate about. Before I start
a project, I really dive deep planning for and researching
the subject. In a way, I become a character myself who is
trying to figure out the sonic vibe. I’m also a big observer,
so I’ll watch the scene a whole bunch of times and
observe how I think the scene should work sonically
rather than having a preconceived notion of exactly how
it’s going to be. If you think it’s going to be one way, then
what are the opportunities that you are missing just
because you have this stubborn notion in your head? I’m
kind of like that about life. The unknown can have
hardships but also create a beautiful path to something
you didn’t realize.”

O nnalee B l a n k C A S

Re-recording mixer and CAS Board of Directors
member Onnalee Blank CAS has a string of
amazing credits, and I was particularly struck
by her work as both a supervising sound editor
and re-recording mixer on the Barry Jenkins
series, The Underground Railroad. When I asked
her what she thought of Doug’s statement, she
replied, “I think that’s kind of a personal
question and everybody has a different flavor
of what that means. I think if I can create
beauty and grace and tell story through sound,
then I feel like I’m achieving my passion and
my art. It’s all about feel and emotion for me. I ask myself,
how is the scene affecting me emotionally? Can we do
something the audience doesn’t realize overtly, but that
they feel? If it makes you feel something, then I feel like
I’m doing my job correctly.”
Experimentation and collaboration also seem to be a big
part of Onnalee’s style. “I’m all for mixing scenes in many
ways and trying many different versions. Why? Because
it’s fun! It’s great to work with a director like Barry Jenkins
who appreciates that process. He gives me freedom to try
stuff. Even the times when he doesn’t like it, he’s receptive
and open to the idea of why you would do something a
certain way. It gets the thought process open for him so

Dav i d B arb er CAS

David Barber CAS is a supervising sound editor and
re-recording mixer at Juniper Post in Burbank. With more
than 200 IMDb credits, including numerous features and
series such as the Hulu original PEN15 and the upcoming
thriller Fall, I was excited to pick David’s brain and hear
his thoughts on the topic of taste. “Taste is such an
interesting, subjective topic. I like sounds and mixes that
move me, emotionally. I can be moved by enormous,
dynamic sounds and I can be moved by subtle, quiet
sounds and silence. When you’re working with clients,
multiple, varying tastes are something that you deal with
every day. Through the spotting sessions to sound
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reviews to the pre-dubs with the various parties, we try
and establish what the film is saying or, at least, what we
want it to be saying. This mix is where we unravel the
mystery of how to convey that
message sonically. Everyone
brings their own history and taste
to the table and that’s what makes
collaboration so much fun … and
a challenge.
“Even for the most ardent creature
of habit, tastes can be malleable.
Being open to new flavors, so to
speak, is essential for growth and
it can lead you to some very
rewarding places. One great
experience I had was collaborating
with (re-recording mixer and
sound designer) Peter Albrechtsen
CAS on the film The Killing of
Two Lovers. I was mixing
dialogue, ADR, and Foley and he
was doing sound design, FX, and ambiences as there was
no score in this film. At the outset of the mix, he said to
me, ‘Let’s be creative!’ And I was thinking, ‘Well, Peter’s
got all of the design work under his faders and I’ve got
dialogue and Foley, what can I do creatively on my end?!’
Usually after pre-dubs, I have a vision in my own head of
where we’re going, and then it’s a matter of getting the
mix there. Working with Peter forced me (thankfully!)
out of my comfort zone. This was a mix where, once it
started, I had no idea where it was going to land. It was
like jumping out of an airplane in a freefall. Then we got
to the ground and went, ‘That was a great ride!’ If I had
come to the table with a specific set of tastes that I was
only willing to sample, it would not have been the
amazing trip that it was.”
I then asked David where he thought good taste comes
from? “Sometimes it seems to me that some people
appear to have the gift of just going for it and sticking the
landing, like they have the Midas touch. But I think that
success and taste is developed through diligence and
hard work. Behind that ‘Midas touch,’ there were trials
and trials and trials and, you know, honing down an idea.
I don’t think many of the great sounds and mixes came
on the first pass. At a certain point, confidence is grown
out of past successes. When people feel they have done
something good, and then others respond to it, the call
and response of taking chances and then being rewarded
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is a ladder you climb. It hones your ability to be
adventurous and try new things and your ability to
recognize what is successful and what is not.”

SARA GL A SER CA S

On the production side of the spectrum, production
sound mixer Sara Glaser CAS, whose credits include hit
shows like Grey’s Anatomy, Station 19, and Westworld,
had this to say. “Mixing and recording is all about choices
that you make based on taste. Whether it’s your taste as
the engineer or the taste of the person giving you
direction—and that is completely subjective. No two
people are going to have the same taste ever. There are
always different approaches when you’re miking or
mixing. Are you going to be transparent or colorful? The
whole argument of whether the engineer should put their
stamp on it or not. There are all different types of styles.
At the end of the day, whatever you are working on, what
you’re doing has to be true to that, it has to serve that. If
it doesn’t, then it’s just your ego at play—and it doesn’t
belong there.
“For me, it’s all about the performance. It’s the only
reason any of us are there on set. It’s all about capturing,
preserving, and protecting that performance. Step one is
always your microphone choice. You want to get the best
mic, in the best position, to get the best sound. If you
don’t start with that, you’re trying to fix it for the rest of
everything down the chain. But if you can get a good
recording, you have so many more options later on.

“We all have our tastes, I like to get the sound of the voice
fully. I like to get the space and then I like to control the
space as much as I can. I like when I do my mix on set and
my lavs and my booms and my plants all blend. Usually,
nobody’s breathing down the production sound mixer’s
shoulder going, ‘What microphones are you using?’ Most
of the time on set, they’re so focused on camera and
performance, which is a little bit of freedom, but also, it’s
a lot of trust.”
I finished my inquiries by reaching out to two other
mixers whose work I really admire on the recent
Paramount+ show 1883, Diego Gat CAS and Sam
Ejnes CAS. They have been keeping very busy on their
next project, but were able to send their thoughts on the
question of taste and what role it plays in terms of mixing
sound.

D IE G O G AT C A S

Diego thinks of it like this: “I’ll use ‘taste’ as a synonym of
‘judgment’ or ‘discernment,’ but also ‘delicacy,’ ‘nicety,’
or ‘sensitivity.’ For the first meaning, it can be about
which of the sounds that have been edited survive in the
final mix. Editors give us mixers a varied palette of options
to play with. It’s our call to decide which ones make it
(and how) to the final mix in order to help move the
soundscape in a distinct and coherent direction. Sounds
are rarely right or wrong, but the implementation can be,
and it’s all about context. While the job of an editor is
inherently additive, ours is mostly subtractive. Simplify as
much as you need to more precisely catch the viewers’
attention. Give them too much complexity, and you’ll
lose them. Give them too little, and you’ll bore them.

“The second meaning is the one sometimes achieved
with masterful fingers on faders and knobs. Those musical
fader-made volume rides that contour around beats and
melodies so elegantly that you don’t notice them. That
gradual shift in the backgrounds that walk you through
time and space. That reverb that really comes out of the
walls that you see. If the first meaning is extremely
subjective, the second is even more. I can barely define
‘taste,’ but I would find it impossible to quantify. Deep
down, we all know what it is, and yet we don’t.”

SAM EJ NES CAS

And Sam concludes: “We definitely bring our own tastes
and aesthetic to our work, but that isn’t the only thing
that guides our choices. Every show is a collaboration
with the filmmakers and showrunners, and we have to
think of their tastes as we work through the mix. Figuring
this out can be a challenge when working with a new
filmmaker, but through conversations at spotting or
during mix reviews, we are able to come up with the sonic
language of the show. That language informs the choices
we make during the mix, keeping in mind the aesthetic
and taste of the filmmaker and making sure that their
creative vision is being supported while also bringing our
own creative input to support the story being told. At the
end of the day, it’s all about working to support the
narrative, heightening emotional impact, and guiding the
viewers’ attention to move through the world of the
show.”
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WHAT I LOOK
FOR IN A
MIXING
PARTNER
I would like someone who loves what they do.
I would like someone who cares about doing a good
job no matter what the project is.

I would like someone who pays attention to
detail and who learns from their mistakes and
who is not afraid to receive input from me.

I would like someone who is patient and knows
when to keep their mouth shut.

With Darin Heinis and Steve Cucino
when I was at Smart Post Sound.

With my current mixing partner, Justin Kohler.

by Pe te r Ke lse y CAS

And there it was: missing
dialogue, a big no-no. I’d
been so focused on making
the dialogue sound good, I’d
missed a missing line. But
my mixing partner, who had
been mixing on headphones
against the guide, had
heard every line and knew
something was missing. He

With Dave Rawlinson and Craig Hunter
when I was at RH Factor.

brought it to my attention
and it was easy to put in.
Missing lines, ticks, missing
fill, extraneous noises that
don’t match anything on
screen; all of these have
been pointed out by my
mixing partner and are
easy to fix. This is one of
the first things I look for
in a mixing partner. I need
someone who can point
out my mistakes, and also
receive the same without
getting bent out of shape.
Other than that, it goes
without saying, that they
must have the technical
skill to do their job well.
Beyond that, here are some
other qualities I look for in
a mixing partner.

I would like someone who is curious
about how they can get better at their job.

I would like someone who can interpret
the notes the client gives and find a way to
give them what they desire.

I would like someone who is imaginative,
comes up with creative ideas, and can improvise
when something unexpected arises.

I would like someone who is a good
communicator and is fun to be with.

I would like someone who I can share
favorite plugins with and the occasional
glass of whisky.

Basically, I would like someone who I can hang out with, and with
whom I can create a kind and generous environment on the stage.
In the end, what I create on the stage with each project
I work on is a family. My mixing partner, the sound
supervisor, the recordist, and the client all become a
new family for me. A family to be treated with kindness
and respect and to have a fun time with.

We are all here to create the bestsounding show we have ever heard
and give the client what they are
asking for. We are a mixing team.

L-R: William Butler, Clark King,
myself, and Craig Hunter proudly
holding our Emmys for Outstanding
Single-Camera Sound Mixing for
Boston Legal. Photo by J.
Sciulli/WireImage
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WHAT I LOOK
FOR IN
MY CREW
b y Aaron “Cuj o” Cool ey CAS

As production sound mixers, we are taught and
trained in all the ways of how sound works,
how to capture it, and how to get it on tape.
We learn all the new gear, study RF technology,
and generally get our groove on by managing
the dark art of all things audio. What we
generally are not taught, however, is how to
build a winning sound team.
Having that in mind, I spoke to several
colleagues at different budget levels to gather
some intel on what they think is the right way
to build a crew that gets the job done. Here is
what I have learned.
Interestingly enough, and perhaps counterintuitive, it seems
that the skill level of the mixer has an interesting correlation
to the choosing of crew members. To be sure, every mixer
wants the absolute best rock star crew they can get, but it is
curious how that stratifies based on the experience and skill
of the mixer, as well as the budget of the project. As that
experience level increases, and as budgets increase, the
particulars of choosing also changes. Let’s unpack that a bit
and see what we’ve found.
It goes without saying, yet here I am saying it, that we all
want the best possible crew we can possibly build and
production can afford. Top markers in boom operator and
utility sound tech (UST) are a given. But the less experienced
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mixer often doesn’t have access to
people of that pedigree, nor are they
working on shows with the budget
to support them. So, considerations
and compromises must be made,
and the choices where those cuts are
made are, as mentioned above,
interesting.
I have found that most newer mixers
will focus their hiring based on
technical skill. They will hire the UST
and boom op with the highest
percentage of technical ability to do
the job. This seems appropriate until
we see that, at these strata, the
technical skills may not necessarily
jive with the interpersonal, set
politics, and set etiquette skills
needed for a mixer to succeed. Yes,
the boom op absolutely gets the
dialogue, but equally alienates the
other working departments and
burns cooperative bridges like so
much kindling. Or perhaps a UST
who can place lavs like a 10-year vet
gets snarky or combative with a
producer when a Comtek fails. Yes,
the technical skills are there ... but
the whole package is not.
If I had to guess, I would say that the
reason for this is that the mixer is
trying to build a résumé based upon

“good sound,” which is absolutely
necessary. So, they hire based on
crew that can get the job done, but
fail to recognize the larger picture of
the politics involved. As mixers
evolve, it seems the hiring practices
evolve with them. The hired crew is
perhaps less than perfect technically,
but has better skills in other areas.
Talking with mixers who have a few
years of experience, it seems that
most are willing to make a middleof-the-road compromise. Less than
perfect technicians, but higher
quality personalities and social skills.
Still, neither is top-tier, but the hard
edge is worn off and, for lack of a
better phrase, some maturation has
occurred and the bigger picture is
starting to be less cloudy. As this
moves on to several years behind the
console, it is absolutely evident that
the cream-of-the-crop mixer will
have a well-rounded crew that
handles the technical skills
exceptionally well, and manages the
on-set politics with the skill of a
global statesman.
Now the real question is, how does
one DO just that? What choices are
made, what qualifiers are there, what
telltale signs indicate that a particular
person is the one for you?
It should be noted that the quotes in
this article are intentionally left
uncredited. A few whom I spoke to
did not want to have anything taken
out of context, but were willing to
speak openly, on condition of
anonymity. With that in mind, I
pulled the names from all of it to be
fair across the board.
Let us begin with the elephant in the
room. Race, Sex, Gender, Politics—
yep. There they are. The big no-no’s.
Obviously, it is well known around

(Back - L-R) Boom op Elijah Maier and UST Keegan Osburn. (Middle - L-R) Boom op
Osiris Hill and UST/RF tech Scott Beatty. (Front - L-R) UST Erin Gentry, mixer Aaron
“Cujo” Cooley CAS, UST Nathan Cornwall, and boom op Max Osadchenko

the world that it is against all laws to discriminate against
these things (and more) but, as a species, we discriminate
every day about everything, whether subconscious or not.
Lectrosonics vs. Zaxcom; Schopes vs. DPA; Hard-line vs.
wireless; brussels sprouts vs. carrots; Democrat vs.
Republican.
I can tell you that, personally, I have hired just about every
category you could find and thoroughly enjoyed each one
of them as a teammate and crew member. Trans, gay,
straight, white, brown, male, female, whatever… Here’s the
thing—I don’t care. I cannot possibly care less what parts
one has, nor how they use them, nor what shade they be.
Personally, I hire based on the totality of the package of the
person. Can they do the job? Can they represent my Sound
Department professionally and skillfully? Can they
represent themselves the same way? Then yes, they have a
shot at my team. I do not have an all-white male team, and
that is not because of a particular agenda or governmentimposed quota. It is because I have the best people I can
find who work well in my world.
Having settled that, let us move onto the things that
matter.
Every single mixer I spoke with ended up at roughly the
same place: “I can teach them the skills of the Sound
Department. I cannot teach them to care.” To build on this,
I asked what that meant. Most mixers explained that
“caring” about the department as a whole is a really broad
statement to make, but it boils down to the little things.
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Are they self-starters? A crew member that needs constant supervision
and instruction is tiring and distracting. “I need the boom and utility to
be acting as arms of the machine, yet independent in thought and
ability. I need them to know what’s coming next, and to have that
situation already handled before it arrives. If I have to constantly be
on them about ‘run this cable here’ or ‘make sure you check your boom
shadows’ all day long, then I am NOT focusing on mixing the best
tracks I can. I am babysitting. And at this pay scale, they better not
need babysitting.”
Other mixers had thoughts on set etiquette and set politics. Primarily,
the thoughts were that politics in general is taboo. Some of the more
interesting comments are:
“The closer one gets to the camera, the talent, and the creatives, the
closer one is to potential disaster. Whether we think it fair or not, an
errant phrase or comment can wipe out an entire Sound Department.
Sound mixers have been fired after decade-plus careers because of an
utterance over an open comm channel. Entire Sound Departments have
been threatened (and replaced) by actions of a surly boom op. Mixers
have been refused the chance to come back for additional seasons
because of UST’s with bad attitudes. It is hard enough to land good
gigs. I’m not interested in having that reputation to make it harder.”
“A boom op that sits on set and stares at a phone is infuriating to me.
I get it that they want to be current on social media, or maybe they need
to be in touch with people at home, but find a place OFF set to do this
AFTER you have sorted our rehearsals and lighting. It’s maddening and
in my opinion, disrespectful to the actors and the creatives. I won’t
stand for it. I won’t tolerate it.”
“I don’t have a particular look, costume, or dress code, but I do push
appearance standards. It is difficult to do because we live in a
highly permissive society where ‘acceptable’ is at the mercy of the
wind. But to be clear, any crew member of mine that is a visual or
physical distraction is a detriment to my department. I encourage
members to wear collared shirts and nice shorts or pants. Avoid
T-shirts with political or divisive commentary. Avoid shredded or
torn pants or shorts. Avoid short-shorts, low cleavage, or
extraordinarily tight clothing. In general, don’t try to be the bright
shiny object on set, and for sure, don’t outshine the talent.”
“Be nice to everyone. Everyone. Even the idiot screaming in your face.
No, you don’t have to stand there and take it, but you do have to be
nice. You CAN walk away from abusive people and I will absolutely
have your back, as any department head should. If you are wrong,
admit it, and we will work a solution together. If you don’t know, say
so, and we will learn together. I’d rather have an honest mistake to
learn from than an outright lie. The only lesson learned from someone
who lies to me is where the unemployment line is.”
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When I asked how to identify the
ones to bring on board, the answers,
again, followed a similar pattern.
Newer mixers generally asked on
public forums, social media, and
were very open about searching for
help. They looked hard at résumés
and technical skills, checked few
references, and usually hired the first
person to say yes to the offer.
More established mixers, however,
were much more guarded. Searching
for crew was done on a low-key
level, using a network of references,
colleagues, personal recommendations, and a thorough interview process. With the experienced mixer, the
interview process—as a whole—
seems to focus nearly nil on technical
skills. To be sure, there are the common questions about gear, brand
names, workflow, and whatnot, but
more experienced mixers seem to be
fully concerned about the mental,
social, and interpersonal structure of
the team. That is, they are hiring
based on the possibility of a working
relationship and how that dynamic is
going to play out after 15 hours on a
rainy, Friday-night exterior in
February. After all, nearly anyone
can get along for a few hours on an
air-conditioned stage. Where the
team makes or breaks is in the
trenches of on-location work where
the world is seeming to conspire
against all things film; with a particular hatred for all things dialogue.
To further expand on how these
mixers cut through the field of
choices for crew, I asked what
markers were prevalent in their
choices. Most had similar thoughts,
but this rang out special.

“I can teach anyone to wrangle cable.
I can teach them to place a lav. By
the time they are getting to me for a
slot on my crew, they already know
these things. If they don’t, I don’t
want them. Not because I am
arrogant, but because the shows I do
don’t have time for rookies. I will
happily forward this person (if they
pass the rest of my list) to one of
many great mixers who DO have the
shows that can afford to have minorleague players. I want to see how put
together they are. So, I ask probing
questions about life, finances,
vacations, dreams, goals, and plans.
Do they have a plan for the future? A
one-year, three-year, five-year plan?
Are they involved in the sound
community? Do they want to stay in
sound or is this a stepping-stone to
another career? Do they spend all
weekend at the party or do they
‘adult’? Yes, I know, these are all
tough questions to ask, but I need to
get to know this person. I am going
to spend more time with this person
than my own family. I want to
KNOW who I am working with and
I want to be sure that when we are in
the depths of film hell, that every
team member is perfectly calm and
collected and can handle the stress.”
It is interesting to see the differences
in how mixers hire. Personally, I can
relate to some of this, as it is how
much of my career as a technician
and then as a department head has
progressed, but I wasn’t fully ready
for the commonality across the
spectrum.
To wrap this up, it seems that the
seasoned mixers have it mostly
dialed in, the successful ones anyway… Almost every one of them has
a long-term, stable crew. This relatively stable crew is, in my opinion,
part of the success story of many

mixers. It is evident that
when producers are
looking for a sound
crew, they genuinely
like to see the same
names and faces. Just
like a DP has favorite
camera operators, the
producers buy into that
package. It settles their
minds.

(L-R) UST Erin Gentry, mixer Aaron “Cujo” Cooley CAS,
and UST Cynthia Munoz

For me, and to take a moment of professional recognition for my crew, I
have a UST that has been with me for several years and, quite frankly, she
is a rock star. Her name is Erin Gentry and she is my version of Patrushkha
Mierzwa. She truly loves her job, she excels in every way, and strives to grow
and improve always. My boom ops have been few. Steve Young, Matt
Derber, and Max Osadchenko. Top performers, all with excellent technical
skills, and well-respected on-set presence.
All the well-seasoned mixers I spoke with have similar situations. UST’s and
boom ops that have been with them for years—some for decades and entire
careers. The newer mixers are still struggling to find and build those
personal relationships and to build the foundation of experience that allows
their team to grow together.
If I were to offer any bit of advice, I’d take note of this… Hire based on the
person. Hire based on the needs of your particular show, but focus on the
people. Skills can be taught. Obviously, you want to hire someone with the
basic skills, but the framework of the human is where it counts. Getting into
a name-calling contest in the middle of a hot set with your boom op is NOT
a career builder. Having a boom op who can work out lighting and blocking
challenges with respect while you sit at the console and do your job is the
way to get invited back. A UST that isn’t as fast as one might wish, but has
a willing and helpful attitude is less harmful than a UST who is fast and
accurate, but tells the director to “deal with it” when his Comtek fails.
Hire people who can see the larger picture. The ones with situational
awareness. The ones who already have solutions for problems that haven’t
even begun yet. Do they need to be told to protect cables passing through
doorways? Do they need to be told to have bag-it’s on standby when the
weather looks dodgy? Do they come to work with a foul-weather bag already
packed? Can they adult or do they need a sitter?
Only you can find out, and you have to interview them to know. Don’t be
afraid to pass and go to the next one. Yes. It is hard. We ALL want to be the
nice persona and hire everyone and not say no. But that isn’t fair. It’s not fair
to them, or to you, because you are setting each other up for failure. It’s also
not fair to production, because they aren’t going to get the quality that they
deserve.
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2022 Trade Shows
NAB
Trade shows this year were very different. The NAB
(National Association of Broadcasters) Show was
held in Las Vegas April 23-27. Attendance was
52,468 with 900 exhibitors. In 2019, it was 91,460
with more than 1,600 exhibitors. (The 2020 and
2021 shows were canceled.) The show looked even
smaller, as the Las Vegas Convention Center
(LVCC) had opened a new West Hall, adding 1.4
million square feet to the center, which gives it a
total of 3.2 million square feet. Audio Design
Desk was one of the winners of their “Outstanding
Product Award.” Otherwise, it was a fairly slow
year for new audio products.
Also new at the LVCC was Vegas Loop. Built by
Elon Musk’s Boring Company (that’s the name,
not a description) at a cost of more than $50M, it’s
a 1.7-mile underground route that cuts a 45-minute
walk to a 5-minute drive. The Loop stops at the
South, Central, and West Halls. The tunnel is lit
with color-changing LED’s, which the locals call
“Rainbow Road.” Currently, there are small Teslas
with drivers that max at 25 mph. It is eventually
expected to have fully autonomous Tesla busses
and a speed limit of 45 mph. It is free for now. Las
Vegas recently approved expansion of the Loop,
which will go from Downtown, through The
Strip, and onto the airport.

Wrap-Up

by Da vid Bo n de le vitch CAS MP S E

NAMM
The NAMM (National Association of Music
Merchants) Show was held June 2-5 in Anaheim,
CA. The attendance was 46,627 with more than
1,000 exhibitors. This was down significantly from
the 2020 Show which had 115,888 attendees and
2,000 exhibitors. The Show is normally in January,
but NAMM decided to move it to the summer as
the pandemic was still creating issues when they
were planning the event. The AES (Audio
Engineering Society) and the College Music Society
had related events this year.
Two products of interest in audio are both USB
audio interfaces. One is the Focusrite Vocaster
Two USB-C Podcasting Audio Interface. The
interface is great in its simplicity, yet it includes
quite a bit of connectivity. Inputs are two XLR with
switchable 48V power. Outputs include two 3.5mm
headphone jacks on the front, Bluetooth, and 1/4”
speaker connectors on the back. There is also a
3.5mm output for connecting to a video camera,
and TTRS input/output for connecting to a
smartphone to record calls, all for $300 from online
vendors. The Vocaster Two Studio comes with a
Vocaster DM14v broadcast microphone and
Vocaster HP60v closed-back studio headphones
for $500 total.
The second interface is from AMS Neve. Priced at
$1,225 online, the Neve 88M USB Audio
Interface is not intended for podcasters like the
Focusrite. As the name suggests, the two channels
of analog input are the same preamps that the 88R
console used. The inputs are dual XLR or 1/4”. It
also has eight channels of digital in/out via ADAT
link. The headphone output is a 1/4” jack on the
front, with two 1/4” jacks on the rear for speakers.
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She Rocks Awards
The Women’s International Music Network
presented the 10th Annual “She Rocks” Awards at
The Ranch in Anaheim during NAMM. Dionne
Warwick was the main recipient, getting the “Legend
Award.” Leslie Gaston-Bird CAS received the
“Champion Award.” Leslie wrote the book Women
in Audio, which has become the go-to book on the
subject. “[It] was a very transformational experience
for me. What I thought would be a glorified research
paper has turned out to give me purpose in ways I
had never considered,” she said.
Leslie gave an enthralling speech. “I love talking
about the women who developed new software and
hardware, who fought for their patents, who
mastered platinum albums, produced records,

invented programming languages, co-authored
studies on women in the music industry, women
who scored major motion pictures and television
theme songs, founded music institutes for women,
who teach in our recording arts programs, who mic
up the talent, who do sound for triple-A video
games, who get the sound to the transmitter, who do
acoustic measurements for cars … women in audio
are EVERYWHERE! Let’s lift up and make these
women visible. Let’s create role models for our
young girls. Let’s network and mentor and keep
changing this industry so that we can thrive and so
that we can succeed. We all have the right to make a
living doing what we love, and my biggest hope is
that one day we won’t have to fight for that
privilege.”

CineGear
This year, CineGear Expo happened six weeks after
NAB and a week after the delayed NAMM (and just
before InfoComm in Las Vegas). The show was
moved downtown to the Los Angeles Convention
Center (LACC) June 9th–12 of this year. It was
previously held on the Paramount Lot in 2019, was
cancelled in 2020, and moved to September in 2021
(at the LACC).
CineGear Expo is typically the largest event of its
kind in the United States, attracting over 16,000
professionals from more than 60 countries yearly in
Hollywood, California, USA. This year’s numbers
were greatly lessened undoubtedly because of the
return to physical events in the wake of COVID, a
relocation to downtown, and on-the-day traffic
conditions. Summit of the Americas was happening
on the same days as the Expo, with President Biden
in attendance. This led to numerous street closures
and a long wait to enter the Convention Center
parking lot, with the wait on Thursday being over 45
minutes and the wait on Friday over 20 minutes.
The show is overwhelmingly about camera and
production elements. There were a few tables
dedicated to audio, including our own CAS table, as
well as CAS member Doc Justice’s table, Halter
Technical, which introduced their Microsone
Discreet Audio Monitoring System.
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Produced By Conference
The PGA (Producers Guild of America) held their
13th Annual Produced By Conference June 11 & 12
on the Fox lot. This event is for producers looking to
hone their craft and keep current on contemporary
producing skills. The CAS and the MPSE participated
in an important panel titled “Sounds Like Success,”
moderated by post supervisor John Sylva and featuring
production mixer Amanda Beggs CAS (Ladybird,
Skyfall), supervising sound editor Brent Findley MPSE
(Ted Lasso), music editor Curt Sobel MPSE (Ray,
Ghostbusters: Afterlife), and re-recording mixer Michael
Minkler CAS (Black Hawk Down, Chicago).
Amanda Beggs CAS brought up the case for a fourth
person on the production sound team. “We need a
fourth person. I’ve been fighting this fight for years
now. The workload has increased. We need a person

whose fulltime job is wiring cast members. You
would work more efficiently and creatively. The third
person might have to wire 14 actors and then hold a
second boom during a 30-minute take.”
Mike Minkler CAS spoke about budgets. “There is
so much you can do with digital editing. There are so
many decisions, it takes five times longer. It’s not
faster because you can do so much more. Budgets
are down. Crews are smaller. We can do a single task
faster, but the overall picture takes longer.” He
continued, “Speaking to a room of producers, the
question I get is, ‘Give me a post sound budget for
this movie,’ when all we have is a script. We don’t
know the scope; we don’t know where you are going
to shoot, how much footage they are shooting …
things get bigger and crazier. Give us parameters.
Giving a budget before the film is shot is pretty
ridiculous.”

Clockwise from top left: The "Sounds Like Success" panel; Amanda Beggs CAS; Michael Minkler CAS and Brent Findley MPSE; Curt Sobel MPSE.
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WINNERS IN THE CREATIVE ACHIEVEMENT AREA:
Film Sound Production
Soul (Disney+)
Interactive Entertainment Sound Production
Assassin’s Creed Valhalla (Ubisoft)
Television Sound Production
The Mandalorian (Season 2) (Disney+)

TEC Awards
The TEC Awards were presented on Saturday, June
4, at the Hilton Anaheim ballroom. The evening was
again hosted by Fred Armisen, who also hosted the
event two years ago.
Peter Asher was inducted into the Hall of Fame, with
Susanna Hoffs (of the Bangles) doing the honors.
Peter’s career began in 1964 as one-half of the
singing duo Peter and Gordon, who had nine Top 20
records during their career. In 1968, he became head
of A&R for the Beatles’ newly formed record
company, Apple Records, where he signed and
produced James Taylor and worked closely with the
Beatles on their individual projects. In 1971, he
moved to the US and founded Peter Asher
Management, which became one of the most
successful artist management companies in the US,
handling artists like Joni Mitchell, Linda Ronstadt,
Carole King, and more. He later shifted his focus to
producing and has worked with Diana Ross, Ed
Sheeran, Morrissey, Hans Zimmer, and more. He
has earned several certified Gold and Platinum
records, along with three Grammy Awards.
The Les Paul Innovation Award was given to bassist
Carol Kaye, who has recorded well over 10,000 songs.
She has recorded with Phil Spector, Brian Wilson,
Lalo Schifrin, and Frank Zappa. Carol Kaye played on
Glen Campbell’s “Wichita Lineman,” the Beach Boys’
“Good Vibrations,” Sam Cooke’s “Summertime,” Joe
Cocker’s “Feelin’ Alright?” the Monkees’ “I’m a
Believer,” as well as the themes to Mission: Impossible,
Shaft, and all of Quincy Jones’ movies in the 1960s
and ‘70s. Carol is quite particular about the use of her
name and when the award was publicized using the
name of a group she does not approve of, she refused
to accept the award in person.

WINNERS IN THE TECHNICAL ACHIEVEMENT AREA:
Audio Apps & Hardware/
Peripherals for Smartphones & Tablets
Shure
Wireless Workbench 6.14.1
Computer Audio Hardware
Rupert Neve Designs
MBC: Dual Path A-D Converter & Limiter
Headphone/Earpiece Technology
Austrian Audio
Hi-X65 Professional Open-Back Over-Ear Headphones
Large Format Console Technology
Neve
8424
Microphone Preamplifiers
Audient
iD4 MKII
Musical Instrument Software
EastWest Sounds
Hollywood Orchestra Opus Edition
Production Essentials
Genelec
Loudspeaker Manager - GLM V4.0
Signal Processing Hardware
Rupert Neve Designs
5254 Dual Diode Bridge Compressor
Signal Processing Software
(Dynamics/EQ/Utilities)
iZotope
RX 8
Signal Processing Software (Effects)
FabFilter
Timeless 3
Small Format Console Technology
Solid State Logic
UF8 Advanced DAW Controller
Wireless Technology
Sennheiser
Evolution Wireless Digital
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Headphone Mixing
Considerations
by S t e p h e n F i t z m auri c e CA S

If I had to guess—I’d say it was about 2014. My mixing partner, Dave DiPietro
CAS, and I were mired in what was probably the third season of Scandal for
ABC. It was a two-day dub, and I was in a little over my head. I’d slid over to
the dialogue side of the desk a year prior and, as much as I thought I knew
and learned, it was still a big change. Dave was pretty new to his role on the
FX side as well. We were doing all right, but we needed more time. We’d heard
some teams were saving time by pre-dubbing independently on headphones.
Others shared the mains, somehow working on different parts of the show
simultaneously. We tried the latter for about 30 seconds and realized it wouldn’t
work for us. If the goal was to do better work in less time, headphones were our
best chance of making it happen.

Fast-forward to 2017 and about seven sets of headphones
later. With lots of hard work and a gracious client, we’d
managed to settle into a groove. I was still struggling with
the headphone thing, though. They saved time, but there
was only so much I could do in the cans. No matter how
hard I tried, EQ-ing on phones never seemed to translate.
One day, I had the
chance to hang out a
little and talk with Frank
Morrone CAS about
mixing on headphones.
He shared a few tips and
his favorite set of
headphones which, to
this day, are the only
phones I’m comfortable
doing any work on
(which isn’t to say I love
it, mind you). I’m sure
Re-recording mixer Frank Morrone CAS
Frank’s not alone as an
early adopter—and they’re not for everyone—but he’s
definitely one of the guys that, to my knowledge, has
been pre-dubbing on headphones the longest. His words
really helped me out that day, and I hope these might
help you, too.

“When using headphones, I like the Blue MixFi’s. I’ve
found them to be accurate when matching ADR and they
have a wide dynamic range, but most importantly, the
isolation is exceptional. They are not for everyone because
of the tight fit, but it helps me hear a lot of detail in the
[Dialogue] even when the room Mains are pushing out a
lot of volume. I do find [Music] needs to be mixed on the
Mains. The headphones get you in the ballpark but it
definitely is not 100%. I don’t do any binaural listening
while premixing Dialogue. I need to hear the raw DX and
leave the sound field placement to the Mains.
“I still use this method except on the Paramount Stage.
There is a separate room that has two JBL 708’s and I’ll do
my DX pass there. The JBL 708’s translate perfectly to our
Mains. When I get through a good part of the show, I’ll
lay down the DX and MX against the premixed FX and we
then do a final pass with fine adjustments. This has
worked successfully for the past three years and allows us
to deliver a more polished mix in the allotted time.”

In the paragraphs that follow, we’ll hear about the latest
workflows from mixers Frank Morrone CAS and Kevin
Roache CAS, along with if—and when—they use the
latest HRTF binaural technologies. David Gould will walk
us through what Dolby is doing to bridge the gap from
Atmos to headphones. And finally, Scott Kramer, manager
of Sound Technology for Netflix, will give us some really
great insights on how people are listening at home right
now, and what the most important part about mixing for
six different formats simultaneously is. I think you’ll like
his answer. I want to thank each of them for sharing their
insights, wisdom, and experience.
First off, I asked Frank to talk about his current workflow
with headphones. Here’s his take:
“I started using headphones to mix as far back as 2005 on
Lost. My mixing partner and I would go offline and work
on scenes while the other used the main speakers. This
method gave us time to go through the show and do a DX
cleanup and premix without holding up the FX or vice
versa.
Frank Morrone CAS and his favorite pair of headphones.
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I had an opportunity last year to try it out and I’ll definitely
second the idea that binaural can be more of a hindrance
to a dialogue pre-dub than a benefit. That said, there
have been some really impressive advances in binaural
technology.
Without falling too far down the tech rabbit hole, I will
say that the consensus seems to be that individually
personalized HRTF profiles, while not perfect, are
considerably more effective in translating the original
intent of the mix to headphones than are their universal
HRTF counterparts. Perhaps the most widely known of
the universal HRTF technologies is Apple’s Spatial Audio,
while Smyth Research, Dolby, Sony VME, and Genelec
Aural ID all utilize personal HRTF profiles.
I had a great conversation with Kevin Roache CAS, who
mixes FX at the Formosa Group. Going into it, I was
particularly interested in his take on technologies that
utilize personal HRTF profiles. Here’s what Kevin had to
say:
“I’ve been mixing FX with headphones sporadically for
the last two years or so. Mixing is a collaborative
experience, so it’s good to not get too carried away with
any headphone endeavor. However, there are many
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The dearVR PRO monitoring setting.

mixing ‘chores’ that can
be achieved in isolation.
These tasks can range
anywhere from panning,
to setting up reverbs, or
just previewing the
edited material. This
process is an incredibly
efficient use of your time
when you don’t have
access to the main
speakers.
Re-recording mixer Kevin Roache CAS

“There isn’t one pair of
headphones I would recommend over another. [The
process] I’ve described could be handled with any ‘good’
pair of headphones. If you’re working on the stage, you’ll
probably want [in-ear monitors] of some kind to block
out other sounds, though I also have a pair of ‘Ultraphones’
(Sony 7506 components in a 29 dB passive isolation
hearing protection muff). The only headphones I would
cautiously avoid are any that have a digital processor.
These could be dynamically affecting the signal you are
putting into them. Maybe it’s a good thing for the music
consumer … but not for us.

“From my ‘FX mixer’ standpoint, it’s usually hardest to mix
persistent BG beds on headphones because the curve is so
different from the room. To get [a better translation], I will
often look up the frequency response of the headphones
I’m using and put an EQ in line that attempts to flatten it.

tonebenderspodcast.com) features the sound team for
Halo: Jane Tattersall, Matthew Chan, Lou Solakofski, and
Brennan Mercer. In one section, they talk about the
challenges and successes using the Smyth A16 and Dolby
binaural systems. I definitely recommend the show.

“Another tool to help bring the headphone mix closer to
the real thing are plugins that attempt to create binaural
renders of the surround experience. I’ve been using the
one made by Dear Reality (dearVR PRO) for about a year
and it’s definitely helped reduce the shock when switching
back to the room.

On the technology side, Dave Gould was kind enough to let
me pick his brain and offer some really practical guidance
on exactly what Dolby’s up to. Below is my Q&A with David
Gould.

“Right now, there are a few companies that have created
complex headphone systems which can fully replicate the
dub stage listening environment. They use [personal]
HRTF profiles. They’re expensive, but they work. I’ve
tried it. A lot of my friends have tried it. Most agree that
these systems match the stage incredibly well. 90%?
95%? It’s hard to put a number on it.
“As CPU ability increases every year, there is every reason
to believe this technology will be on your phone soon.
Apple’s Spatial Audio is a humble first step in this
direction. [The potential is] exciting. This means a greater
portion of our audience will eventually be hearing our
mixes in full surround or Atmos. They will [also] hear our
old mixes in surround or Atmos.
“A couple years ago, remote playbacks were in the
minority, but the pandemic [for better or worse], has
made them commonplace. Will clients be excited by this
technology and stay further away from the stage? Will
this technology change how we as mixers collaborate—
physically and creatively?
“As a community, we need to use this technology to
improve the quality of our work and our quality of life. I’m
hopeful for the possibilities, but a small part of me worries
its convenience could lead to further social and creative
isolation.”
Kevin really touched on a lot of great discussion points,
not the least of which is coming to terms with how can or
should we as a community shepherd these sorts of
advances toward increasing quality, rather than larger
bottom lines.
If you’re interested in hearing more on personal HRTF’s,
the Tonebenders podcast (E. 192 “The Sound of Halo,”

What tools does Dolby have available for
mixers who want to use headphones to their
greatest advantage when mixing remotely and
on the stage?
The Dolby Atmos
Renderer application
(included with the
Dolby Atmos Production Suite and Mastering Suite) includes
a dedicated binaural
output allowing for
real-time monitoring
in binaural, in addition
to the speaker outputs.
This makes it easy to
quickly
transition
between headphones
Dolby’s David Gould
and
loudspeakers,
checking translations, as well as the ability to easily work
on headphones on-the-go or in studios that don’t have
an Atmos speaker setup.
We also recently introduced Dolby Atmos Personalized
Rendering, which is our personalized HRTF solution for
the Dolby Atmos Renderer (available for free to creatives
using Dolby first-party creative tools), that delivers a
more natural and lifelike binaural experience. You can
find more details here: https://professional.dolby.com/
phrtf/. We find that working with a personalized HRTF
brings many benefits to creative professionals working on
headphones. It will often lead to improved localization
and a more neutral timbre, allowing for a much more
predictable and accurate translation between headphones
and loudspeakers, and more confidence in your creative
decisions. It also tends to lead to a more comfortable and
less fatiguing headphone experience, as it provides an
experience much closer to what the listener is used to
CAS QUARTERLY I FALL 2022
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hearing. For [those] using DAW’s
with a built-in Dolby Atmos
Renderer, many of those
(Blackmagic Resolve; Steinberg
Nuendo and Cubase; Apple Logic
Pro) now also natively include a
binaural output without the need
for the Dolby Atmos Renderer
application.

What are some best practices
for using those tools—
workflows to use and traps to
avoid?
Like anything, practice makes perfect. So
getting used to working on headphones
is a process people need to go through to
understand how translation works and how
to make the best creative decisions. For
example, I always recommend checking your
mix on loudspeakers for the first few projects, which will
help you become more familiar with the process to ensure
your creative decisions are translating as you expect.
Ultimately, we want the technology to get out of the way
of the creative process and we have worked hard to try and
make the headphone workflow feel as integrated as
possible. You shouldn’t need to change your process just
to be able to monitor on headphones.

What do you think the future holds for
binaural?
It’s an exciting time for binaural audio on the professional
and the consumer sides. There has been a lot of innovation
in the binaural space these past two years, driven by so
many people having to suddenly work remotely with
limited access to premium studios. During this time, we
have worked with the creative community to make many
improvements to the Dolby Atmos Binaural Renderer.
We’ve worked to make it more neutral and accurate than
ever through virtualizer room model improvements, as
well as the introduction of Personalized Rendering. It’s
been exciting to see the community really embrace
working on headphones, and it’s been rewarding to work
with them on these improvements.
In the consumer space, advancements such as head
tracking are making Dolby Atmos experiences evermore
lifelike, leading to people expecting more from the
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headphone experience.
This, in turn, leads back
to the professional
community needing to
ensure that the content
they create will live up to
the expectations of the
consumers listening to it!
It is a great cycle that I
believe will lead to
continued innovation in
the coming years.

A few years ago, I worked on
a title for a company
distributing to Netflix, India.
There was a lot of discussion
and, at some point, one of the production
company reps told me that he thought most
viewers would be watching on mobile devices. I was
shocked at the response, but it really got me thinking
about what our viewers’ experience really is. Needless to
say, I was excited to hear Scott Kramer’s thoughts on our
domestic viewership.

Lately, the sense is
that more and more
people are consuming
products on mobile
devices and, importantly, listening over
headphones. Would
you say this is true?
The vast majority of
streamed film & TV content
is watched in a living room
Netflix’s Scott Kramer
on a television—around
70%. When people watch on a mobile device or laptop,
they’re generally using the built-in speakers. Headphone
listening for Netflix is a very small percentage of overall
viewing. However, as headphone sales continue to
increase, we can expect to see headphone listening
increase marginally as well.

Are there any best practices or general
recommendations you have for content creators
given what we think is happening in the
consumer space?

I don’t think a mixer’s job has changed, because
consumption hasn’t changed much. Mixers should work
in an environment they trust and focus on making
creative mix choices in the highest level format to be
delivered. We should be careful to check 5.1 and 2.0
derived versions often.
It’s always been a good practice to watch work on
consumer devices—via whatever service it appears on.
It’s also important to manage dynamic range effectively
for the audience. Working in pristine studio environments
is important for fidelity, but that does increase the
challenge. We need to imagine the very constrained
environments that fans will be watching in, and mix
appropriately.
The main issue we find with mixes delivered to Netflix
has been remarkably consistent; large dynamic range
creates a bad experience for folks at home, regardless of
what device they are using. It’s so important to be careful
with dynamics and to keep dialogue very consistent. If we
don’t keep levels under control, the audience will pick up
their remotes and mix it themselves, ruining the illusion
and removing them from the story.

I understand Netflix is supporting Apple’s
Spatial Audio. In your experience, is there
anything mixers should be conscientious of in
this regard?
I think spatial audio is the headline here. Binaural
technology has been around for a long time, but now it’s
hitting the mass market, and it isn’t going away. We’re
going to see more mobile devices with spatial audio
features. They’ll take 5.1 and Atmos mixes, decode them,
and then re-encode using proprietary renderers. When
device makers use their own binaural technologies, it
becomes much more difficult to hear these experiences
while we’re working and before the work goes live on a
streaming service.
There are going to be more and more spatial audio
products and, in many cases, we won’t have control over
the sound. This makes it more important than ever to
create effective Atmos and 5.1 mixes that will translate
well through binaural renders we don’t control. How do
we do that? I think it comes back to dynamic range,
consistent mixing, and crystal clear dialogue that’s easy
for the audience to understand.

The JB-1 features a display and menu system, which allows for
ease of use and display of timecode and settings. It reads,
generates and jam syncs to all standard frame rates including
23.976 for High Definition shoots. The JB-1 features an automatic
jam sync capability, which senses the incoming timecode rate.
Cross jamming of different rates can be accomplished as well.

In the past, you have recommended specific
headphones for mixers and executives to use
as a reference. Is this still the case?
We’re comfortable with whatever headphones mixers
feel are best for their clients to use. We published a list
with some professional selections for producers,
directors, and showrunners acting independently. Our
intention was to nudge clients away from consumer
headphones and toward professional choices from
respected brands.

What are some of the most common issues
you see in mixes that could be helped by a
better or different approach to the way
mixers think about using headphones?
We don’t see problems with mixes, as long as the
creative choices are where clients and mixers want
them to be. Managing dynamic range effectively is the
enduring challenge, and communicating that to clients
can be an even greater challenge. Binaural technology
is interesting for mixers [working] away from their
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stages. Some of the best products allow mixers to work
anywhere. They generally seem to work best when a
mixer models a room they’re familiar with and makes a
custom HRTF.
There are a lot of interesting professional binaural
renderers, and they’re getting better all the time. Some
mixers stream binaural Atmos or 5.1 renders to their
clients. We support whatever the creative teams feel is
appropriate. We generally encourage clients listening at
home to use headphones and to hear whatever stereo mix
will be delivered to Netflix, unless everyone involved
understands and prefers a different arrangement. Some
mixers make good use of their time on the stage by
alternating between using the speakers and using
headphones so that both can work simultaneously. I
always liked doing that when possible, rather than waiting
for my mix partner to get where I needed with the
transport and hoping to catch the fader at the right
moment!
We’ve come a long way since the days of one mix pass
recorded live to film, but there’s still only one set of
speakers.

ZMT4-X

UP TO

16 Hours

I really enjoyed these discussions
and, in particular, the way Scott
brought us back to what we know.
Binaural, HRTF, Atmos—they’re
all parts of what we do, but they’re
the technical parts—tools that can
be fun and exciting and make our
creative work really stand out and
shine. But ultimately, it’s the work
we do with the producers and
directors that’s most important;
the work where we help our
audience slip away into the story,
and forget they’re even watching.

BE E N T HE RE DONE T HAT
Steve Weiss CAS has been mixing Season 3 of All Rise for Oprah
Winfrey Network (moved from CBS) at Allied Stages in Simi
Valley. Stacey Washer on boom, UST Brent Ellingwood, and
Oscar Alva (our sound trainee) are doing great work.
Richard Lightstone CAS is mixing the 16th season of the rebooted Criminal Minds with Eddie Casares on boom and
Jennifer Winslow as 2nd boom/UST. Richard will be looking
heavenward for any advice from the late Joseph Geisinger CAS.
Karol Urban CAS MPSE and John Milo Train wrapped on Made
for Love Season 2 for HBO Max and For All Mankind Season 3
at Formosa at Paramount. Looking forward to more adventures.
After a seven-month run on The Offer, Sean Byrnes CAS has

continued to stay busy with two comedy features, F***ing
Identical Twins and The Donor Party—both to be released
next year. Until then, he’s enjoying the summer until starting
Sugar, an eight-episode Apple+ series, starring Colin Farrell,
in August. On this venture, Sean will be working with Gunnar
Walter again on boom and welcoming Natasha Fagan on as
sound utility.

Coleman Metts CAS has been working a little bit for Marvel and
took a video wall training course offered by the union.
CAS Academic member David Bonilla completed his MFA in
recording arts and technologies from Middle Tennessee State
University this summer. His thesis, titled “An Exploration
of Object-Based Audio Mixing Through the Dolby Atmos
Ecosystem,” along with his final creative project, were
supported by conversations with a number of CAS members.
David’s primary advisor (and MTSU professor) Matt Foglia
shares, “David’s research approaches, creative endeavors, and
problem-solving skills make him an ideal representative of our
program and a valuable member of the latest sound for picture
professionals.”

Brendan Beebe CAS, Ryan Graff, and Rebecca Chan are finishing
up principal photography on The Brothers Sun for Netflix in
L.A. and Taiwan. Next up, Season 6 of 9-1-1 for Fox.
Mixers Glenn Berkovitz CAS and Bob Eber CAS, along with
international boom op Paul Miller, survived the springtime
production of Apple TV’s Echo 3 in Colombia and New Mexico.
“Neither jungles, mud, insects, nor mountain passes could
slow our progress; but the full load .50 caliber blanks certainly
gave us pause. With many thanks to our partner sound fishes
David Stevens, Emily Price, Oscar Mendéz, Natalia Reyes, Luis
Fernández, and Santiago Segura!” Look for the international
adventure to stream this fall.
Production sound mixer Stuart Wilson CAS, along with sound
utility Keith Morrison and 1st assistant sounds Howard Bevan
and Mark Hinkley, recently wrapped on the film Empire of
Light. Set in 1980, the film was written and directed by Sam
Mendes and shot over 12 weeks on location in the English
seaside town of Margate.

David Bondelevitch CAS MPSE has been
elected to the Board of Governors of the San
Francisco branch of the Recording Academy. (Denver is part
of the SF branch.)
Stacey Michaels CAS has been mixing Foley around the
clock at Aura Sound. She’s been busy on S4 of What We Do
in the Shadows, just started S3 of Outer Banks, along with
several other broadcast series and features with her long
time team of Foley artists Ellen Heuer and Alex Ullrich. Not
enough days in the week for this awesome crew!
Over at Universal, the mix team Jon Taylor CAS and Frankie
Montano just wrapped Bardo, directed by Alejandro G.
Iñárritu, over on the Hitchcock Mixing Stage. Up next for the
team is Hocus Pocus 2, directed by Anne Fletcher… On Mix
6, David Fluhr CAS and Martyn Zub just started predubbing
on Disney’s Disenchanted for director Adam Shankman…
On Mix Stage A, John Cook CAS and Ben Wilkins recently
received two Emmy nominations. They were nominated
for Outstanding Sound Mixing for a Comedy or Drama
Series (1/2 Hour) & Animation for their work on Hacks S2
episode “The Captain’s Wife” on HBOMax. They were also
nominated for Outstanding Sound Mixing for a Limited
or Anthology Series or Movie for their work on the Gaslit
episode “Final Days” on Starz. They’ve been busy this
summer working on Little America S2 for Apple TV+ and
the new Sam Esmail series, The Resort, for Peacock. This
fall, they’ll mix the new crime drama, City on Fire for Apple
TV+. They are also set to work on White House Plumbers,
starring Woody Harrelson and Justin Theroux for HBO later
this year.
Also at Universal, on Mix Stage 1, Mark Fleming CAS and
Myron Nettinga are currently mixing two new projects
for Peacock—Vampire Academy S1 and The Missing S1.
They are also working on Season 2 of Peacock’s One of
Us Is Lying, and are looking forward to their fall schedule,
which is shaping up nicely! Across the hall on Mix Stage
2, Keith Rogers CAS and his new FX mixing partner,
Steve Bucino CAS, kicked off their summer schedule with
AMC’s Interview with the Vampire and Hulu’s Untitled
Chippendale Project. They are set to work on two projects
that were recently picked up for a second season—Single
Drunk Female and Welcome to Flatch. Over in 3153, the
Mix 12 team of Peter Nusbaum CAS and Whitney Purple are
currently mixing Grown-ish S5 and Everything’s Trash S1.
Later this summer, the crew will mix Never Have I Ever S4
and the second season of The Sex Lives of College Girls.
They are excited to work on the fifth and final season of A
Million Little Things this fall, as well.
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TH E L IG HTER S ID E

Retiree Fred Ginsburg
CAS was recently elected president of the Desert
Wranglers Jeep Club,
located in Las Vegas.
Bouncing tracks comes
natural to sound mixers!

(L-R): Production sound mixer Chris Welcker CAS, utility
sound technician Emily Poulliard, and music playback/boom
op Ryan Farris on the set of the Amazon Prime series Daisy
Jones & the Six.

Busting out of the
prison set on the
Netflix feature Rebel
Ridge are UST Emily
Poulliard, production
sound mixer Chris
Welcker CAS, and
boom op Ryan Farris.

Devin Golub
CAS with William
Munroe and
Rachel Schroeder
on Unstable. Who
said sound isn’t a
science!

Coleman Metts CAS taking advantage of a
video wall training course offered by the union.

The Cartagena,
Colombia sound
team for Echo 3:
Natalia Reyes,
Luis Fernández,

Glenn Berkovitz
CAS, Paul Miller,

and Oscar Mendéz.
(Not pictured: Bob
Eber CAS and
Santiago Segura.)

Taking a break while mixing Dance First, Tamas
Csaba CAS snaps a shot of his multi-function
boom ops Gabor and Zsolt, who are always “sharp.”
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Glenn Berkovitz
CAS, Emily Jane

Price, and international
boom op Paul Miller
tackling the elements
on Echo 3 in Angel
Fire, New Mexico.

Yvette Nicole Brown, Actor,
NextGen Board Member, and
Toni Vaz, Actor, NAACP Image
Awards Creator, MPTF Resident

We take care of our own.
MPTF provides a safety net of social and charitable
services including temporary ﬁnancial assistance,
counseling to navigate difﬁ cult times, and referrals
to community resources. Learn more at mptf.com.
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