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Hello Friends,

The holiday season is here, and awards season 
is swiftly approaching. Your Board, awards committee, 
and staff are moving into full gear with the planning 
and preparation of a wonderful evening to celebrate 
you. 

In this issue, among many other interesting features, we have included a “CAS 
Event Wrap Up” of events and activities we have participated in since our last issue 
of the CAS Quarterly. Please keep your eyes on your inboxes and on our social 
media channels to learn about soon-to-be-announced member exclusive and 
co-produced events created to benefit the sound community. There are many fun 
adventures coming your way.

The 59th CAS Awards will be held March 4, 2023, at the InterContinental 
Downtown in the Wilshire Ballroom. It promises to be an incredible night of 
fellowship.  

We are accepting submissions until December 8th!! Your membership includes two 
submissions and discounted additional entries. Please consider submitting your 
work for our awards. 

It is my sincere pleasure to announce our Career Achievement recipient, production 
mixer Peter J. Devlin CAS. Peter is an exceptional talent with a large breadth of 
work (Transformers, Star Trek, and Black Panther). But perhaps even more inspiring is 
that he enjoys great success and excels in his field all while remaining a true citizen 
of the community. He embodies the spirit of our organization, having served as a 
member of our Board, moderator, panelist, originator, and frequent host of our In 
Conversation podcast. He is also an invaluable contributor to our initiative and 
service as a professional society. We would simply not be the same organization 
without him. Peter also currently serves on the Board of Governors for the 
Academy of Motion Picture Arts and Sciences. If you have the pleasure to meet 
him, please take the opportunity to congratulate our dear friend, Peter J. Devlin 
CAS on his honor, and thank him for his continued leadership and service.

If you would like to be more involved in Cinema Audio Society, please consider 
reaching out to participate as a committee member or event volunteer by writing 
CASpresident@CinemaAudioSociety.org.  

Additionally, in tandem to our nomination period, it will soon be time for Board 
elections. I encourage you to consider serving. Serving on our volunteer-run Board 
of Directors requires real work and a dedication of time, but what you receive in 
return for your service to the community is indescribable and many of the rewards 
are without measure. I remain honored to serve you as your president.

Thank you,

Karol Urban CAS MPSE

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.

WINTER 2023 
CAS NEW MEMBERS
Active
Andy Lange
Alvin Wee
Joshua Hilson
Mark Jensen
Michelle Guasto
Sean O’Malley
Steve Fanagan

Academic
Jace Sears

Associate
Antoinette Tomlinson
Jamison Sweet
Jennifer Zhang
Kelly Lewis
Sage Bilderback

CINEMA AUDIO SOCIETY
MISSION STATEMENT

THE  PRES IDENT ’S  LETTER
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As you have read, the CAS is excited to 
announce this year’s CAS Career Achievement 
Award recipient, production sound mixer Peter 
J. Devlin CAS! Along with Peter being honored, 
director Alejandro González Iñárritu will be this 
year’s CAS Filmmaker Award recipient! We look 

forward to celebrating their work and contributions to our industry at the 59th 
CAS Awards ceremony in March.

In the meantime, as we gear-up for Awards season, we bring you the Winter 
CAS Quarterly. In this issue, we gain insight into working with clients on 
set and on the dub stage through two articles. Aaron “Cujo” Cooley CAS 
shares some research from the production side in his “Managing Sound on 
Set” article, while Sam Casas CAS takes us inside the studio to address the 
topic in his article “Optimizing the Client Experience on the Dub Stage.” 
Looking back at films we love,  Adam Howell CAS kicks off a new “Fan 
Favorite Films” column by interviewing members of the sound team from 
the 1997 James Cameron blockbuster Titanic. David Bondelevitch CAS MPSE 
sits down with scoring mixer extraordinaire Shawn Murphy to discuss topics 
ranging from his early days to his current mix processes. Peter Kelsey CAS 
looks into ways artificial intelligence is expanding voice playback options, 
while Sam Casas CAS explores home studio calibration considerations and 
approaches. With an appreciation towards those who help manage the 
sound aspect of our industry, Bob Bronow CAS provides insight from post-
production executive Kim Waugh. 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.  

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, 
feel free to reach out to us at CASQuarterly@CinemaAudioSociety.org.  

Wishing you and yours a happy holiday season and a prosperous 2023.

Matt Foglia CAS

Officers
Karol Urban CAS MPSE - President 
Steve Venezia CAS - Vice President 
Lee Orloff CAS - Treasurer
Frank Morrone CAS - Secretary

Directors
Amanda Beggs CAS
Onnalee Blank CAS
David Bondelevitch CAS MPSE
Bob Bronow CAS
Willie D. Burton CAS
Tom Fleischman CAS
Sherry Klein CAS
Peter Kurland CAS
Christian Minkler CAS
Mike Minkler CAS
Phillip W. Palmer CAS
Tara Paul CAS
Stephen Tibbo CAS
Mark Ulano CAS 
Jeffrey Wexler CAS

Operations Manager 
Carol Thomas

Editor in Chief  
Matt Foglia CAS

Publisher
IngleDodd Media
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FROM THE  EDITOR
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COLLABORATORS

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 nomi-
nated 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 documenta-
ry 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 produc-
tion from USC and also holds a bachelor of 
music in jazz composition from the Berklee 
College of Music in Boston. 

Adam 
Howell CAS 
Upon earning a 
recording engi-
neer 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 ven-
tured into post-production audio before 
finding his passion in the field as a produc-
tion sound mixer. He has mixed and super-
vised 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.

CAS 
Associate 
member Sam 
Casas has been 
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 com-
mercials for global and national brands such 
as Adidas, Visa, QuickBooks, and Postmates, 
to name a few. In addition to his commer-
cial 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 inspi-
ration 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 educa-
tional 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.Bob Bronow 

CAS is a re-re-
cording mixer 
and sound 
designer working 
in television and 
documentary film 
for more than 20 

years. In addition to mixing 12 seasons of 
Deadliest Catch, his credits include ABC’s 
The Family, Ax Men, Storage Wars, The 
Colony, 1000 Ways to Die, American 
Masters: Carol Burnett & Bob Newhart, 
and the feature documentary The Wrecking 
Crew. He’s received 14 Primetime Emmy 
nominations with three wins in addition to 
four CAS Award wins and two Golden Reel 
Awards. Bob has served many terms on the 
Sound Peer Group Executive Committee 
and the Board of Directors for the Cinema 
Audio Society.

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.

Aaron “Cujo” 
Cooley CAS 
is an Atlanta-
based mixer 
who worked in 
FOH mixing for 
nearly 20 years, 
entering the film 

world in 2010. There, he quickly landed in 
the sound department. 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 PSM. 

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. He was the former Head of 
Audio Department at Tyler Perry Studios 
and is an active member of IATSE Local 
695 in L.A. and IATSE Local 479 in Atlanta.
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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 Submissions have been extended to 
to 1:00 pm PT on December 8th, 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.

The students are invited to attend the 59th 
CAS Awards in Los Angeles on March 4, 
2023, where the recipient of the CAS 
Student Recognition Award will be revealed 
and receive a check for $5,000. 

“This year’s crop of finalists are another 
testament to the brilliant future of our craft 
and industry. The Cinema Audio Society is 
excited to have an opportunity to honor 
these incredible students and to foster and 
participate in their journey. We are proud of 
you,” says President Karol Urban. 

“The CAS is grateful to our hardworking 
Student Recognition Award Committee 
Chair, Sherry Klein CAS, and volunteers who 
work hard carefully reviewing each applicant 
and making this year’s award possible.”

ANNOUNCEMENTS

“In Conversation” Episode 7 continues with 
Emmy-winning production mixer Larry Hoff 
CAS joining moderator Josh Anderson CAS. 
For more than 40 years, Larry has worked in 
production sound on documentaries, 
commercials, reality TV, features, and 
television, including Law & Order and Bull. 
https://cinemaaudiosociety.org/podcasts/

New CAS  
“In Conversation” Podcast 

Episode Available!

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 WINNERS!

The CAS Student Recognition  
Award Finalists are:

CHELSEA RAE ADAMS 
Savannah College of Art and Design

COLETTE GROB
Chapman University, Dodge College

MARÍA CLARA CALLE JIMÉNEZ
Universidad de San Buenaventura

TIMO NELSON
The University of Texas at Austin

SOPHIA WHITE
Utah Valley University

Cinema Audio Society 
Announces Finalists for the 

2022 Student Recognition Award
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by Karo l  Urban CAS MPSE

Since our booth at Cine Gear this summer and our co-produced seminar with MPSE, “Sounds Like Success” 
for the PGA’s Produced By Conference (video available here: https://cinemaaudiosociety.org/pgas-13th 
-annual-produced-by-conference/), your Board of Directors has been working hard to find ways to contribute 
to the community and offer you interesting, educational, and entertaining member events!

CINEMA AUDIO SOCIETY
     Events Wrap-Up

On July 23, the Hollywood Sound 
Expo hosted LA’s production sound 
community at EVS Studios in 
Glendale. The goal was to “bring 
together production sound 
professionals with manufacturers, 
professional organizations, colleagues, 
and friends.” The event offered free 
registration to sound professionals 
and promised giveaways, networking, 
learning, and free food from area food 
trucks. Sponsored by Deity 
Microphones, Halter Technical, and 

Kronos, the Hollywood Sound Expo 
also hosted its first-ever, attendee-
nominated Technical Awards.

The Cinema Audio Society was proud 
to provide a booth and see many 
members in attendance. After a few 
years of limited physical events, our 
CAS volunteers enjoyed reconnecting 
with old colleagues and friends, 
forging new connections, and 
exploring the many products and 
technologies on display.

CAS Attends Hollywood Sound Expo
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CINEMA AUDIO SOCIETY
     Events Wrap-Up

CAS Screening of Ford v Ferrari
and Panel on Mixing Car Chases
On August 20, CAS offered members and guests an 
opportunity to gather at the Dolby Vine Screening Room to 
enjoy a 4K Atmos screening of Ford v Ferrari and a panel on 
mixing car chases. Attendees were received with a reception 
of light fare.

After enjoying the film, a panel of experts, moderated by 
Stephen Tibbo CAS, discussed the technical and creative 
logistics of mixing an impactful and engaging high-energy car 

chase. Re-recording mixers Paul Massey CAS (2022 CAS 
Career Achievement recipient) and David Giammarco CAS 
reflected on their dubbing techniques on Ford v Ferrari. They 
explained their approach to retaining audience engagement 
through more extended scenes and the importance of 
balancing frequencies to allow for moments within the 
chase. At the same time, production mixer Peter J. Devlin 
CAS (2023 Career Achievement recipient) reflected on the 
change in technology over his years recording car chases. 
He emphasized how technical creativity and flexibility are 
paramount to capturing dialogue successfully. A full video of 
this panel is available here: https://cinemaaudiosociety.org/cas 
-ford-v-ferrari-screening-and-panel-on-mixing-car-chases/

On Saturday, July 30, at 10 a.m. PDT, Cinema Audio Society held a 
sound symposium exploring immersive audio formats and 
technologies entitled “All You Need to Know About 3D Audio.” 
Our featured speaker, Nuno Fonseca PhD, explained the existing 
immersive formats, their differences and similarities, and their 
future potential applications. Nuno also answered submitted 
questions from the audience. A full video of his virtual presentation 
can be found here:
https://cinemaaudiosociety.org/sound-symposium-all-you-need-to 
-know-about-3d-audio/

Sound Symposium:  
‘All You Need to Know About 3D Audio’
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Keep your eyes on your inboxes and 
our social media channels 

for more announcements of 
exciting upcoming CAS adventures. 

On October 9 at 10 a.m. PDT, an event made possible 
through the efforts of CAS, MPSE, and EIPMA, including 
the CAS Student Recognition Award, Verna Fields 
Award for Best Student Sound Editing, and Ethel 
Crutcher Scholarship was held to benefit newly entering 
members of our sound community. The speed-mentoring 
session managed by Karen Dunn paired new workforce 
members with past student honorees. The concept is that 
newer members of our industry might have more recent 
applicable tips to answering the most common question 
students ask: “How do I get in?”

The event was the brainchild of Sherry Klein CAS, who acts 
as the CAS representative for EIPMA, is a CAS Board 
member, and chairs our Student Recognition Award 
Committee. While pondering the question, it occurred to her 
that “who better than you [recent graduates and new 
professionals] … to answer some of these questions and 
lend support for these students.”

The event was a delight for many; as one student wrote 
later, “I met so many other great people; today was a 
turning point for me.” Success.

EIPMA Mentoring Opportunity for Up-and-Coming Sound Professionals

CINEMA AUDIO SOCIETY
     Events Wrap-Up

EIPMA Mentoring Opportunity for Up-and-Coming Sound Professionals



by Sam Casas CAS

     Optimizing the 
Client Experience on
  the Dub Stage

How we carry ourselves and 

interact with our clients often 

has a greater impact on our 

careers than any technical 

prowess we may possess. Those 

skills come over time through 

experience, but it’s our attitude 

that gets our foot in the door. 

With proper preparation and 

good communication, you can 

create an experience for your 

clients that feels creative, 

effortless, and enjoyable. I had 

the great fortune to speak with 

re-recording mixers Bob Bronow 

CAS MPSE, Joel D. Catalan 

CAS, and Lindsey Alvarez CAS 

to hear their philosophy and 

practices when it comes to 

working with clients on the dub 

stage—and what keeps their 

clients coming back to them 

again and again.

Over time, you all have managed to build 
successful careers with many repeat clients, 
but that doesn’t happen overnight. How 
should someone approach a project when 
working with new clients?

Joel D. Catalan CAS: Everything we do in our industry 
is based off relationships. Our attitude, communication, 
and kindness are the three building blocks to building 
wonderful relationships. When working with a new 
client, I treat it as an opportunity to create a positive 
impression so that down the road, they have that good 

Lindsey Alvarez CAS
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memory of meeting me. Over time, when you work with 
someone continually, it becomes an extension of family 
and an environment of trust. But in the beginning, it’s 
sort of like a courting period, where you have to figure out 
their likes and dislikes.

Bob Bronow CAS MPSE: Joel’s right, it’s like going on 
a first date. If it’s a new client, I don’t know them, they 
don’t know me, and I need to kind of figure out who they 
are. But I find they all have the same goal; they want their 
project to sound as good as it can. And even though they 
probably won’t say it, they want to be impressed. I always 
want to make it sound better than they thought it could. 
Clients come from all sorts of places. Sometimes you get 
a call from a facility that says, “We just picked up this gig, 
can you come in and mix this?” Or it can be someone 
who has worked with you before, and they say, “Hey, I 
want to work with you again.” Ultimately, you want to 
take all your clients and put them into that basket.

Lindsey Alvarez CAS: If I come on after a show has 
started or I’m filling in for another mixer, I don’t think, 
“Oh great, they’re not going to like me ’cause I’m the 
new person.” I come in like, “Hey, I’m a new person, and 
I can make this just as fun!” You have to come in with 
that attitude, otherwise, you’re not going to be able to do 
the work. I’m sure I wasn’t the people’s first choice for 
many shows, but I think, “That’s OK, I’m going to do it 
anyway.” I can put my own spin on this. Then you can 
impress people. It’s just an opportunity to surprise 
someone.

Working freelance, you have to be able to 
adapt quickly to get comfortable in different 
rooms with different tech and sometimes 
different co-workers. With so many 
opportunities to get sidetracked, how do you 
prepare for a job so you can keep focus on 
your clients?

“Everything we do in our industry is based off relationships. Our 
attitude, communication, and kindness are the three building blocks to 
building wonderful relationships.”   –Joel Catalan CAS

Bob Bronow CAS MPSE Joel D. Catalan CAS
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BB: It’s good to be prepared. Ahead of the first meeting 
with the producers on American Soul, I went back and 
read up on how Soul Train started and some of the funny 
stories from over the years. During the meeting, I could 
comfortably join in the discussion and establish a 
connection with the clients early on. There are so many 
things we’re concentrating on, so we need to feel 
confident in our equipment. Often, I’ll mix a show or 
movie mostly from my home studio, and then I’ll take it 
to the stage to finalize. If it’s a new room or I don’t know 
how it sounds or I don’t know the gear… I’m not going 
to play the mix for the first time with a client in the room. 
I want everything to be set and ready to rock and roll 
when they’re there. And yeah, that’s on my dime, but it’s 
worth it.

JC: That’s good customer service, Bob! We want to create 
the best experience for our clients because they are our 
customers. And that does mean, yeah, we’re putting 
some of our own time into that. You’re preparing yourself 
constantly, whether you’re working on your character, 
your attitude, or your skill set for that opportunity when 
you get to meet that producer. 

LA: For a new room, I would suggest three things. The 
first is asking other mixers what they think about the 
room. These are the fun conversations to “nerd out,” so 
to speak. Second, come with a thumb drive of mixes that 
you’re familiar with; Atmos, 5.1, or whatever is appropriate 
for your project. Lastly, and this might not be possible, 
but it doesn’t hurt to ask for setup time so you can  
make your own diagnosis of the room and proceed 
accordingly. It’s so much fun to go into a new room and 
see what you like or dislike, see what it can handle by 
giving it the stress test. If I’m mixing with a new partner, 
it’s always good to get a dialogue going early on.  

Facial expressions, body language, and even 
the tone of our voices play a big role in the 
client experience. How do you like to carry 
yourself on the dub stage?

LA: I love it when there’s a sense of calm when clients 

walk onto the dub stage. When a client knows what they 
want, I like to do it for them quickly, but I think I also 
have an openness for collaboration. I like to give my own 
feedback and offer options like, “Hey, this could be fun. 
What do you think?” I want my clients to feel comfortable 
and trust that the mix is in good hands. That’s the vibe I 
like.

JC: If you have a great attitude and do your job well, and 
yes, the show sounds great, not only do you stay on the 
minds of those producers, but also the team around that 
producer. One of my strengths is “WOO”—Winning 
Others Over. Bringing kindness and grace to your 
relationships with your clients, that’s a big thing. 
Everybody’s got a reputation, right? And you can either 
choose to let that be your narrative like, “Oh yeah, they’re 
going to be like this.” Or you can choose to have an 
experience where you extend kindness and grace. And 
who knows, you might actually end up liking them. And 
they might actually like you because you chose to bring 
kindness to the project and not that other negativity.

BB: I did one mix where an editor was coming in and my 
partner warned me that he was going to be tough. So, I 
made the internal decision to make sure I got him 
everything he wanted. That was going to be my day. I 
made sure that he knew that I was there for him. I always 
want to put myself in the client’s head, I want to see how 
you are seeing things. Because once I do that, then I’m 
going to know what to do. It’s my job to say “yes.” I want 
them to feel welcomed and understood.

We are working in a creative field and 
sometimes client comments might not be 
100% clear. How do you communicate to 
keep everyone happy?

JC: It happens, and I’m okay asking the question. That’s 
where the communication comes into effect. It took time 
to evolve to that way of thinking, but I’ve learned that if 
I’m very straightforward and ask them, then that’s okay. 
Constantly keeping them in the loop is important, too. 
I’ve been in situations where I’ll be working this real 

“I want my clients to feel comfortable and trust that the mix is in 
good hands.”   –Lindsey Alvarez CAS
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“THE INGENIOUS SOUND DESIGN
(WITH A RECURRING MOTIF OF

INTRUSIVE NOISES THAT
BREAK THROUGH TÁR’S ATTEMPTS

TO WORK AND CONCENTRATE)
KEEPS THE AUDIENCE

PERPETUALLY ON EDGE.” 
SLATE

FOR YOUR CONSIDERATION
I N  A L L  C AT E G O R I E S  I N C L U D I N G

BEST PICTURE
BEST SOUND
ROLAND WINKE

SOUND MIXER

STEPHEN GRIFFITHS
SUPERVISING SOUND EDITOR

DEB ADAIR • STEVE SINGLE
RE-RECORDING MIXERS

ANDY SHELLEY
DIALOGUE EDITOR

“THE AUDIO DESIGN IS
DISTURBINGLY PRECISE

IN ITS DIRECTIONAL
PLACEMENT.” 
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“Who you are and what you bring to your clients and how they feel 
about the experience, that’s uniquely you.”   –Bob Bronow CAS MPSE

difficult fight scene, and two people will chime in with a 
note. I just ask them to repeat themselves. We have a 
saying on our stage, and I’ll give my partner Jeff Haboush 
full credit, he says, “Multi-passer. I’m not ignoring you; 
I’m just doing a couple passes here.”

BB: I’ll often say, I’m sorry, explain it to me like I’m 10. 
There’s clearly something simple that I’m not getting. So 
please help me to understand what you want so I can give 
it to you. Everyone wants to be heard, and nobody wants 
to be ignored.

LA: Every new show, it’s always a new thing. Whether it 
be in-person or on Evercast, if I’m not understanding, I’ll 
simply ask for more details. Sometimes they might not be 
sure about what they’re wanting, so you can ask questions 
about the story and what point is supposed to be 
conveyed. All you can do is give them another option and 
see if it sticks. If not, well, back to the drawing board. But 
at least you’re one step closer to achieving the note. It’s 
like molding this bulk of clay. How you approach each 
note helps you gain that client’s trust. 

So, if our communication is on point, what 
else can we do to nurture these relationships 
and optimize our customers’ experiences?

LA: Teamwork with your mix partner is a great way to 
keep the clients happy. I’m on a show now, Daisy Jones & 
the Six, working with Matthew Waters CAS, who is so 
good at running a room. While I’m working, he’ll chat 
with the people behind us and keep them entertained. 
Then when he’s working, I can be like, “So, how’s that 
golf game going?” It’s like, we’re going bowling: All right, 
I’m up, you’re up. So, it’s really like we help each other 
and we can keep the vibe of this being a fun room. Also, 
making it feel like a safe space. There’s so many times 
where we’ve had a director come on the stage and, 
perhaps, they’ve just come from some crazy VFX meeting, 
and they breathe a sigh of relief and say, “I’m so glad to 
be here. You guys know what you’re doing.” I love that 
we can create that environment for them.

BB: You ultimately wind up talking about personal stuff 
like family and kids. That’s something we all bond over. 
And then you connect and feel like you understand them. 
There are so many great mixers out there. The only thing 
that I bring to the table that they can’t is me. Who you are 
and what you bring to your clients and how they feel 
about the experience, that’s uniquely you. You’ve got to 
be someone that they want to hang out with because they 
are going to have to hang out with you. So, at the very 
least, be someone they don’t hate hanging out with! 
Hopefully, when your client’s leave, they will remember 
how great the mix was, but regardless, they will remember 
how you made them feel. The important thing is to make 
sure they get what they want, and hopefully, they keep 
coming back.

JC: We want to create the best experience for them. I 
want my clients to leave with an experience where they 
know that my team and I really cared. They gave 
everything, there was a connection, and that these were 
the right people to tell their story to the world sonically. 
Hopefully, they come back because they know there is 
something about this that I want to experience again, and 
on every project.

Thank you Lindsey, Joel, and Bob for sharing your 
wonderful perspectives. Since speaking with you, I 
have already incorporated some of your ideas into 
my own workflow and am already seeing an impact. 
I think as mixers, if we try and really understand our 
clients, treat them with kindness, and have fun while 
taking care of them, we have a good chance of 
building strong relationships. I find this allows me 
to open up and be my true self as quickly as possible. 
And once I can just be myself, everything else seems 
pretty easy.
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How does the modern PSM manage the modern 
film set, and what does that look like?

As a relative newbie with only about 10 years in the 
sound for film world, and under constant self-pressure 
to be better at the craft that has chosen me, I sometimes 
wonder how the pros whom I hold in high regard do 
their jobs. How those in the same strata as I do the job. 
And how the pros in other fields of specialty, like reality 
and commercial work, structure and work with their 
teams across the world.

I set about this with a bit of self-examination to recall 
how my team has changed over the years since becoming 
a PSM, relative to the years when I was still training as a 
utility and a boom op. I then connected with PSM’s 
locally, nationally, and internationally to see how team 
structure and responsibilities change depending on the 
nature of the job and exactly where the job is happening.
For clarity and brevity, I am going to try to stick with 
terminology from the USA, where I live and work. Our 
friends and allies across the pond and about the globe 

may have different terms, so I’ll take a moment here to 
share the meanings as I understand them.

Production Sound Mixer (PSM): Also known as Head of 
Department, HoD, recordist, or mixer. 
Boom Operator: Also known as boom, boom op, or 1st 
assistant sound.
Utility Sound Technician (UST): Also known as cableman, 
utility, 3rd, or 2nd assistant sound.

I am forever grateful to the people who helped me 
gather intel and opinions for this article. Covering the 
vastness of our industry with award winners from CAS, 
AMPS, the Academy, BAFTA, and accolades from across 
the globe, to those like me, who are less decorated with 
awards but no less passionate about the craft. I called 
several PSM’s directly and had good conversations, but 
also emailed roughly 60 mixers from around the globe 
and at various craft specialties to get a better handle on 
things. 

Below are their responses to my poll:

MANAGING SOUND ON SET
by Aaron “Cujo”  Cooley  CAS
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Getting on to the more intricate bits, like managing 
expectations and identifying challenges, and then solving 
those challenges, I have found that most folks work in a 
similar fashion as far as delegating authority and the 
inter-department hierarchy. 

From decades-long PSM’s like Simon Hayes CAS, Whit 
Norris CAS, Jim Tanenbaum CAS, Sara Glaser CAS, Aron 
Siegel CAS and more, the common theme is that the 
mixer has the ultimate responsibility on all decisions. 
This, I think we all agree, is as it should be. However, 
autonomy to make decisions and solve problems is 
equally shared amongst their crew with the unspoken 
understanding that the mixer makes the final call and 
bears the ultimate load. 

When it comes to the navigation of all things not directly 
related to pushing faders, the delegation of duties seems 
to have changed a bit over the years, but has settled into 
a fairly uniform pattern.

Felipe Borrero CAS comments: “I used to take charge of 
wiring. [It is a] certain comfort knowing where the microphone 
is when recording. But with time, utility/2nd boom [were 
trained so they] are in charge. The shots are discussed with the 
boom operator and they take control as to the execution, of 
course, working together with the 3rd. The office relationship 
with the coordinator is handled by the 3rd, [while] also 

maintaining stock of expendables, rotation of rechargeable 
batteries, and caring for trailer and carts. Anything to do with 
the set is handled by the boom operator. I would step in if there 
is a situation that they cannot handle. Producers, production 
managers, editors, anything post is handled by me. Set 
costumer is handled by the person wiring, usually the 3rd in 
my case, though sometimes the boom operator or whomever 
has the best rapport—so that leaves me out.”

Sara Glaser CAS adds this: “In the internal departmental 
hierarchy, at the end of the day, the production sound mixer 
is the department head and therefore, has the final say. 
Someone has to be the person. I do like to hire the best people 
I enjoy working with. We work long days in a small 
department. Finding your crew is critical. Every position is 
critical. Most of the time, we work with people who have 
similar work approaches. My boom op runs the set and I am 
in constant communication with them at all times. My utility 
is doing everything that is needed to support the shot (rugs, 
wires, prepping plant mics, shoes, noisy things on set, etc.). 
My utility is also my 2nd boom op and I have two boom ops 
working anytime I can. Who does what is often determined 
by what is going on in set, in that moment, and what is the 
priority. It is an ever-changing environment. Fluidity and 
adaptability in the department is a must. We’re a team 
department and hierarchy comes into play when it’s needed. 
I often say that the mixer runs the department, the boom 
operator (1st AS) is the ambassador to the set for the sound 
department, while the UST (2nd AS) keeps the department 
running smoothly and builds relationships with other 
departments.”

Simon Hayes CAS describes it very succinctly. He has had 
the same two boom ops for many years and they are all 
three in symbiotic tune. The 1st AS manages the set and 
all the booming and plant mic efforts. The 2nd AS handles 
all the lavs and 2nd boom work. The sound department 
coordinator handles most of all the rest of the admin 
tasks, supplies, emails, and communications with other 
departments and the production office. The mixer is then 
left to do one thing (albeit an expansive thing), and that is 
focus on the art of sound for film. This includes participating 
in the creative process, working with the director and 
producers to share and help create the real version of the 
imaginary vision of what the story is. But wait ... sound 
department coordinator? What is this you ask? Indeed. It 
is the appropriate title for the UST who actually does this 
level of work. And I support it fully.

In the commercial, corporate, and bag-rig world, the 
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situation is much different. Smaller crews, almost never 
having a UST, and often not even a boom op, the mixer 
has to wear all of the hats and cover all of the duties. 
Their challenges usually revolve around production 
providing near-zero information or opportunities to 
serve the client. 

Dave Schaaf CAS, Mike Sexton, and Robert LaRosa are all 
well-established and respected commercial/corporate 
PSM’s and all share the same hurdle to capturing “good 
sound.” Primarily, the difficulty of getting a production 
crew that will remain quiet, camera teams that regularly 
prohibit the boom from being able to work effectively, 
and horrid location choices are the monsters in the 
room. 

Jim Tanenbaum CAS sums it up this way: “Many producers 
don’t want good sound—they want fast, cheap sound. My 
regular directors have to insist on good sound. Many young 
directors don’t care about sound.”

In the narrative world, the single largest problem 
identified from PSM’s is multi-cams shooting wide and 
tight with dissimilar headroom, terrible location choices, 
impossible shooting schedules, and the interminable, 
“We’ll fix it in post.”

Interestingly, the solutions to kill these dragons run 
pretty wide. Usually it breaks down to cajoling production 
and crew into caring about sound as if it is an unpleasant 
medicine that must be swallowed. For the elite few, 
sound is a critical part of the project and from the very 
top down, the sound department gets treated as an 

artistic equal and not a frienemy. For the bulk of the rest 
of us, it is a daily grind to deliver something better than 
what production may deserve from their own poor 
choices. More than one mixer has admitted to (and I 
suspect many do this, but don’t say it) cueing purposefully 
toward an offensive noise while rolling in order to get it 
killed for the next take. Because according to them, 
“Sometimes they won’t listen to your words, but they 
will listen to their headsets.”

Other mixers rely on being as proactive as possible by 
opening dialogues with DP’s, directors, and UPM’s to 
advocate for sound-friendly shooting styles. When the 
schedule simply demands multiple cameras shooting 
competing angles, the solution is more boom ops. When 
wide and tight seems to be the right answer (we know it 
isn’t), then the ask is for matching headroom. When the 
UPM is crying about the budget, then sometimes the 
conversation about how you are going to save them 
thousands of dollars in post is appropriate. Sometimes 
though, this argument fails because the chasm from 
shooting budget to post budget is too wide and some 
UPM’s have a great skill to pass the buck down the line 
and let it be someone else’s problem. Problem solving 
on set is a multi-layered task, and the human interaction 
is far more difficult than pushing faders.

Michael Wynne CAS puts it into perspective well: “That 
would depend on the problem. Timing is everything and 
knowing when to let go. It’s important you always respect the 
chain of command and are familiar with everyone’s role, 
especially if you expect them to understand yours.”

Simon Hayes CAS

Felipe Borrero CASDave Schaaf CAS

Sara Glaser CAS
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F O R  YO U R  C O N S I D E R AT I O N
I N  A L L  C AT E G O R I E S  i n c l u d i n g

BEST PICTURE
Produced By

Anthony Katagas, p.g.a.   Marc Butan, p.g.a.
Rodrigo Teixeira   James Gray, p.g.a.

BEST SOUND
David Schwartz

Production Sound Mixer

Robert Hein
Supervising Sound Editor

Josh Berger
Supervising Sound Editor/

Re-Recording Mixer

Kevin Peters
Re-Recording Mixer

“The evocative sound
design—the clanking trains

and constantly landing
planes—makes it feel like
the city is encroaching on

 and containing these
characters.”
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“‘Armageddon Time’
is a triumph.”
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Scott Farr CAS brings a perspective that many seem to 
lose sight of: “I think a lot of folks have forgotten that they 
were hired to record first and want to die on a hill every 
day—which takes time away from more important things. 
Most if not all problems are easily corrected in post with very 
little effort.”

As for creative input and set management, again it 
seems to be a wide-open playing field. As budgets 
increase, and as the projects get more detailed, the 
involvement of the mixer rises accordingly. Small 
corporate gigs, commercials, and some documentaries 
give zero ability to interact on an artistic level. 

Smaller budget episodic and small feature films have 
exactly the same input (or lack thereof) from sound. The 
common tool that is used to navigate goes back to open 
communication. 

Nearly every single mixer I asked said that to the best 
extent practical, they simply open conversations when 
possible. The more experienced mixers all make note 
that some battles cannot be won. Knowing when, and 
more precisely, what to fight for, is the key to success.

Ultimately, I find that I am running my sound department 
much like those whom I hold in high regard and who 
are well-documented and respected industry pros. To 
take this into a realm where most can understand, 
sound is a team sport. On my team, I am the coach. I 
have key players who are excellent at their positions and 
need very little input from me on the daily field of play. 
We constantly train with each other and talk about 
missed opportunities, wins, and those that fall 
in-between. They call most of the plays on the field, and 
I am there for support and assist when it gets super 
crazy. My players work with other players on other 
teams to keep the game going, and I coordinate with 
other coaches, team owners, and MVP’s to make sure 
we are setting them up to win. In the end, sometimes we 
win, sometimes we lose, but we never stop trying with 
standard plays, new plays, and occasionally, when we 
are really up against it, a trick play. 

I hope you take the time to look over the charts and data 
to help you understand where you and your team might 
be, and use them as a guide to get you where you want 
to be.

I can’t possibly offer enough thanks to those who took 

Aron Siegel CAS

the time to participate in my poll, answer my phone call, 
and send me emails. You are all amazing and truly know 
what it means to move this business of sound further 
and for the better.

Jim Tanenbaum CAS 

Michael Wynne CAS

Scott Farr CAS 



Oscar-nominated
Production Sound Mixer 

 Peter J. Devlin CAS
to Be Honored with the
Cinema Audio Society 

 Career Achievement Award
at the 59th CAS Awards
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Cinema Audio Society will honor multiple 
Oscar® and CAS Award nominee Peter J. 
Devlin CAS with its 2023 Career 
Achievement Award. The tribute will be 
presented at the 59th CAS Awards on 
Saturday, March 4, 2023, at the 
InterContinental Los Angeles Downtown.

“The Cinema Audio Society is a professional society 
dedicated to craft and community,” said CAS President Karol 
Urban. “Peter J. Devlin CAS is not only an extremely 
accomplished and sought-after production mixer of 
superlative skill and accolades, but he is also an active citizen 
of this community. Peter’s continuous commitment and 
generosity of time to the betterment of our industry and the 
strengthening of our community make this honor even more 
special. He is an exemplary member of our sound mixing 
family.”

Upon hearing the news he will receive the award, Devlin 
said, “I am truly grateful to be included among the stellar 
group of past recipients of the Career Achievement Award. 
It’s especially meaningful to me to be recognized by an 

organization that does such important work on behalf of the 
sound mixing community. My sincere thanks to the CAS 
Board for this honor.”

Devlin, recently elected as a Governor of the Academy of 
Motion Pictures Arts and Sciences, has worked on more than 
70 films and been nominated for five Oscars, including Black 
Panther, Transformers: Dark Side of the Moon, Transformers, 
Star Trek (2009), and Pearl Harbor. He received a BAFTA 
nomination for his work on Star Trek and a Primetime Emmy 
nomination for Star Trek: Picard. He has worked closely with 
some of the top directors in film, including Michael Bay, 
Ryan Coogler, Ron Howard, and Patty Jenkins. Earlier in the 
year he wrapped his work on Black Panther: Wakanda Forever, 
and is thrilled to have just worked with Chris Pine, who is 
making his directorial debut with the upcoming film Poolman. 
A past CAS Board member, it was his first CAS nomination 
for Oliver Stone’s Any Given Sunday that introduced him to 
the organization in 2000. Since then, he has received 
multiple nominations.

Born and raised in Belfast, Northern Ireland, Devlin knew 
that he wanted to work in film after seeing Jaws as a 
teenager. Though his school principal told him his dreams 
were “pie in the sky,” he applied for a trainee audio assistant 
position at the BBC in Belfast in 1981. Initially thinking he 



might move into the camera department, 
he quickly realized his true interest was in 
production sound. To prepare for the 
interview, he spent his days in the local 
library reading as much about 
microphone principles, recording 
techniques, and filmmaking as he could 
find. He got the job, which proved the 
perfect training ground, with the BBC’s 
wide range of productions, from news, to 
sports, to concerts, and to radio drama. “I 
had great mentors, and I learned about all 
of the different disciplines of sound 
there.”

Devlin’s focus and persistence were 
evident as he took the next step, writing 
to directors he admired, including Michael 
Mann. He still has the letter Mann sent 
him in 1987, inviting him to visit the set of 
Miami Vice. From there, Devlin forged 
connections with others in the industry, 
landing his first job in the United States, 
working in commercials. Eventually, he 
moved into television and film. 

Today, Devlin continues to adapt to the 
ever-changing technologies that 
enhance storytelling through production 
sound mixing. While he wishes that he 
had today’s tech for some of the films he 
worked on in the past, he says, “The 
most important element will always be 
the work of the sound department as a 
team, boom operators and sound 
utilities. Their expertise allows me to 
concentrate on recording performance 
and create tracks that can elevate a scene 
when they are handed off to our 
colleagues in post-production.”

Devlin joins an illustrious group of past 
CAS Career Achievement honorees, 
including: Anna Behlmer, Willie Burton, 
Tom Fleischman, Les Fresholtz, Ed 
Greene, Tomlinson Holman, Doc Kane, 
William B. Kaplan, David MacMillan, 
Paul Massey, Scott Millan, Mike Minkler, 
Walter Murch, Andy Nelson, Chris 
Newman, Lee Orloff, Richard Portman, 
John Pritchett, Don Rogers, Gary 
Rydstrom, Dennis Sands, Randy Thom, 
Jim Webb, Jeffrey S. Wexler, and Charles 
Wilborn.

Black Panther: Wakanda Forever

Pearl Harbor

Transformers: Dark Side of the Moon



WWW.WBAWARDS .COM

F O R  Y O U R  C O N S I D E R A T I O N  I N  A L L  C A T E G O R I E S
F O R  Y O U R  C O N S I D E R A T I O N

“Exquisite 
sound and vision.”

“A sensory delight.”

– Discussing Film , Yasmine Kandil

– The New Yorker , Richard Brody

BEST SOUND
SOUND MIXER RE-RECORDING MIXER

SUPERVISING SOUND EDITOR
RE-RECORDING MIXER

ST E V E N  A .  M O R R OW,  C . A . S .  /  PA U L  U R M S O N  /  S K I P  L I E VSAY 

DWDRLN_CAS_1209_V1
WARNER BROS. PICTURES

DON’T WORRY DARLING
FYC BEST SOUND EDITING/MIXING

CINEMA AUDIO SOCIETY (CAS)

12.09.22

8.375” x 10.875”
8.625” x 11.125”
7.875” x 10.375”

11.18.22
MR

N/A
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Alejandro González Iñárritu 
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Cinema Audio Society to Honor Alejandro González Iñárritu 
with Filmmaker Award at 59th Annual CAS Awards, March 4, 2023

Alejandro González Iñárritu will receive the Cinema Audio 
Society’s Filmmaker of the Year honor at the 59th CAS 
Awards on Saturday, March 4, at the InterContinental Los 
Angeles Downtown hotel. 

“It is an honor to name director Alejandro González 
Iñárritu as recipient of the prestigious 2023 CAS Filmmaker 
Award. His sobering portrayals of the human experience 
bring empathy and consciousness to perspectives often left 
untold and unconsidered,” said CAS President Karol Urban. 
“No doubt drawing on his history in music, his films 
experiment and utilize sound—uniquely embracing its 
capacity to emotionally engulf the viewer.”

Upon hearing the news that he was to receive the CAS 
honor, Mr. Iñárritu said, “Being singled out as a filmmaker by 

With Tom Hardy on The Revenant.

my colleagues in the Cinema Audio Society is a great honor. I 
have had the pleasure of collaborating with some of the most 
gifted sound designers in the industry and truly cannot 
emphasize the importance of the work they do in creating a 
fully sensorial experience for audiences when watching a film.”

The CAS Filmmaker Award celebrates filmmakers who 
demonstrate a collaboration with sound that becomes 
essential in the expression of powerful narratives. Mr. 
Iñárritu cites his humble respect for other filmmakers who he 
also feels use sound in this manner, by saying, “I like how 
Jonathan Glazer, Paul Thomas Anderson, and the Coen 
brothers use sound. They use sound combined with their 
scores as an incredible storytelling powerful device with great 
balance, harmony, and subtlety.”

With Brad Pitt on Babel



★★★★
“AN ENGROSSING, POIGNANTLY OBSERVED

and beautifully acted drama about love,
 life and the fragile art of moviegoing.” 

  “…‘Empire of Light’ is nearly
perfect on a technical level.”Fo r  Yo u r  C o n s i d e r a t i o n  I n  A l l  C a t e g o r i e s  I n c l u d i n g

 BEST SOUND
O L I V E R  TA R N E Y  M P S E 
S U P E R V I S I N G  S O U N D  E D I T O R / D E S I G N E R

R AC H A E L  TAT E  M P S E 
S U P E R V I S I N G  S O U N D  E D I T O R

S T UA R T W I L S O N  M P S E,  A M P S,  C A S 
P R O D U C T I O N  S O U N D  M I X E R

C H R I S  B U R D O N 
R E - R E C O R D I N G  M I X E R

W I L L I A M  M I L L E R 
R E - R E C O R D I N G  M I X E R

  “It’s an achingly lovely film –
the best Mendes has yet made.”

SearchlightPictures.com/FYC

EOL_CAS_Quarterly_4C_FP_8.375x10.875_DEC09_Due11.18_MECH_FIN.indd   1EOL_CAS_Quarterly_4C_FP_8.375x10.875_DEC09_Due11.18_MECH_FIN.indd   1 11/17/22   4:00 PM11/17/22   4:00 PM



CAS QUARTERLY  I  WINTER 2023    41

Born and raised in Mexico City, Academy Award-winning 
director, writer, and producer Alejandro González Iñárritu is 
one of cinema’s most celebrated and respected storytellers. His 
influential body of work explores the human condition with 
cinematic daring and a deeply affecting visual and sonic 
grammar. Deadline recently noted how this bilingual filmmaker 
emphasizes sound as he crafts the visuals in his narratives: 
“Cinema is an audiovisual medium. That’s why audio is first.” 

He also tells CAS: “Sound is primal. It is a sensorial 
frequency, it hits our body, and our body does not lie. Unlike 
the image, it does not need a process of interpretation or 
intellectualization. For this reason, I think sound is even 

With Javier Bardem 
on Biutiful

With Michael Keaton on Birdman or (The Unexpected Virtue of Ignorance)

more impactful than the visuals, and through it, you can 
have parallel narratives along a film.”

Always sensitive to the importance of music and sound, 
Iñárritu began his career as a host and director at Mexico 
City’s rock radio station WFM before transitioning to 
writing, producing, and directing short films and 
commercials under his Z Films company.

Iñárritu is the first Mexican filmmaker to be nominated 
for either director or producer in the history of the 
Academy Awards, the first to win an Academy Award for 
Best Original Screenplay and for Best Picture, the first to 
receive the Best Director Award at Cannes, and the first to 
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win a DGA Award for Outstanding Director (and to win the 
DGA Award in consecutive years).

He made his feature directorial debut in 2000 with the 
Academy Award-nominated Amores Perros.  “I believe 
Amores Perros was an important soundtrack that collected at 
a very interesting time the best bands of Mexico and Latin 
America, plus the score of Gustavo Santaolalla. Both things 
wove together to create a sonic mosaic with a very ‘chilango’ 
particular personality.”

The critically acclaimed 21 Grams followed, receiving 
Academy Award nominations for Naomi Watts and Benicio 
del Toro’s performances. Babel completed Iñárritu’s thematic 
Death Trilogy, garnering seven Academy Award 
nominations and earning him the Best Director award at the 
2006 Cannes Film Festival. Critically and commercially 
successful, Biutiful was nominated in 2011 for Best Foreign 
Language Film at the Golden Globes, BAFTA Awards, and 
Academy Awards.

In 2015, Iñárritu won the Academy Award for Best 
Director for Birdman: Or (The Unexpected Virtue of Ignorance).
The dark comedy, for which he also shared Oscars for Best 
Picture and Best Original Screenplay, also won for Best 
Cinematography, while earning an additional four 
nominations.The following year Iñárritu won his second 
Academy Award as Best Director for The Revenant starring 
Leonardo DiCaprio and Tom Hardy. 

In 2017 his visionary, viscerally impactful VR installation 
Carne y Arena (“Virtually present, physically invisible”) 
previewed at the Cannes Film Festival to international critical 
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acclaim, the first 
VR project 
chosen as an 
official selection 
of the festival. In 
2018, the project 
won a Golden 
Reel for 
Outstanding 
Achievement in 
Sound Editing - 
Sound Effects, 
Foley, Music, Dialogue and ADR for Special Venue from 
the Motion Picture Sound Editors.

The director’s current project, BARDO, False Chronicle of a 
Handful of Truths depicts an intimate journey of a 
renowned Mexican journalist and documentary filmmaker 
living in Los Angeles, who, after being named the recipient 
of a prestigious international award, is compelled to return 
to his native country, unaware that this simple trip will 
push him to an existential limit. BARDO marks Iñárritu’s 
first time making a film in Mexico in more than 20 years. 

This will be the 18th year that CAS bestows its 
Filmmaker Award. Past honorees include: Gil Cates, 
George Clooney, Bill Condon, Jonathan Demme, Jon 
Favreau, Taylor Hackford. Richard Linklater, James 
Mangold, Rob Marshall, Paul Mazursky, Jay Roach, Sir 
Ridley Scott, Henry Selick, Steven Spielberg, Quentin 
Tarantino, Joe Wright, and Edward Zwick.

Photo: Brigitte Lacombe
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A dub stage that has been built from the ground up and designed by a talented 
and experienced acoustician should sound pretty great. More importantly, 
the mixes created there should translate and sound good in other listening 
environments as well. But let’s be honest; not every stage is equal. These days, 
many of us have taken to building studios of our own, myself included, with 
varying degrees of success. One piece of the puzzle I found to be helpful in 
getting my mixes to translate better from room-to-room is speaker correction EQ. 

Monitor
Correction
Experiences

Matt Foglia CAS wrote a very informative article for the 
Fall 2019 CAS Quarterly where he did a deep dive into 
Sonarworks Reference 4. Matt provided his firsthand 
experience of setting up and using the software for his 
home studio and his personal results. To get a nice look 
at the implementation of the software, I highly recommend 
going back to give that a read. (Back issues of the 
Quarterly from Fall of 2005 to the present are available on 
the CAS website under “Publications” and then “CAS 
Quarterly Archives.”)

At the time, Sonarworks Reference 4 was only capable of 
correcting a stereo signal. Today, Sonarworks’ latest 
product is called Sound ID Reference, and the multichannel 
option can correct up to 9.1.6. There are actually quite a 
few options available to handle this task, and they 
generally fall into two categories. The more automatic 
options scan each speaker using a calibrated measurement 
microphone, and then apply EQ and delay to compensate 
for irregularities in the listening environment. Products 
that fall in this category are Sound ID Reference, Dirac 
Live Room Correction Suite Multichannel (which also 
offers up to 9.1.6 room correction), Genelec’s GLM 4 
(which, in addition to calibrating your speakers, generates 
an in-depth analysis they call the GRADE report), and 
JBL’s Intonato system. The second category includes the 
Avid MTRX with an SPQ Speaker Processing Card in 
conjunction with the DADman software, and BSS Audio 
Soundweb London, which allow you to manually adjust 
your EQ correction.

My pre-pandemic work experience had me shifting daily 
between one of 11 studios that were all built with different 

by Sam Casas CAS
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The Foley stage at Westwind

Foley artist Mitchell Kohen

shapes, sizes, and materials. I knew each room 
sounded a little bit different, but I knew they were 
professionally designed, and I trusted them at face 
value. I had a modest studio setup at home for 
music, side projects, and quick fixes, but when the 
pandemic hit, I was thankfully able to work 
“temporarily” from home. 

As I began to realize that working from home 
might last longer than I initially anticipated, I 
began to make upgrades. I installed absorption 
panels and a ceiling cloud to tame the high 
frequencies and combat early reflections, and 
diffusers to break up the late reflections, avoid an 
overly dead sound, and also look cool. 

Things were starting to sound pretty good, but I 
was really operating mainly on what I had seen in 
other studios and based on feel. Then I found 
REW (Room EQ Wizard). After buying a 
measurement microphone, spending significant 
time and brain investment into figuring out how to 
use that software and interpret the results, I 
determined that I needed bass traps to even out 
the low-end frequency response in my room. 

I have to say that I became a bit obsessed. I had 
never studied acoustics in college, and I barely 
remembered anything from physics, so I bought 
several books; Acoustic Absorbers and Diffusers by 
Trevor Cox, Recording Studio Design by Philip 
Newell, and Home Recording Studio: Build It Like 
the Pros by Rod Gervais. I read numerous articles 
about the subject in Pro Tools Expert, and found 
an amazing blogger named Jesco who runs a 
YouTube channel called “Acoustics Insider” and 
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one by a man named Dennis Foley who runs a YouTube 
channel called “Acoustic Fields.” 

Armed with all this knowledge and research, I assumed 
that I would uncover the magical formula that would 
explain mathematically exactly which materials and 
proportions I would need to create a perfectly balanced 
room. My conclusion: While there is a ton of research, 
and predictions can be made based on this research, 
sadly, there is no magical formula. Even the pros ultimately 
need to make final adjustments in the field with both 
physical adjustments and EQ correction. 

Before we can even consider room correction EQ, the 
physical space must first be considered. Not only speaker 
placement, but also the room’s shape and size. I like to 
think of the room as being your final speaker. Any 
monitor you play in your room will be colored by the 
physical space.

On the “Acoustics Insider” YouTube channel, Jesco 
directed me to a website called amcoustics.com which 
has a room mode calculator. This site also introduced me 
to the concept of the “Bolt area” or Bonello Graph. In a 
nutshell, you enter in the dimensions of your room and if 
the intersection points fall within the Bolt area, you have 
a good chance of hearing more evenly distributed room 
modes. In my mind, that means before you even begin, if 
you have control over the room’s dimensions, choosing 
an optimal ratio will get you started in the right direction.

So, I plugged in my numbers, and by 
pure dumb luck, my room at home 
landed smack dab in the middle of the 
Bolt area. However, I did not discover 
this until after working full time in the 
room for over a year. But at this point, 
I had invested in some additional 
absorption panels and some purpose-
built diffusers in addition to my “DIY 
bookshelf of random things” diffuser. 
And after running REW again, I was 
happy with the sound of my room, 
and my clients seemed happy, too. 

Knowing that speaker/room correction 
was a thing, I began searching 
Facebook groups dedicated to 
acoustics. I was surprised to see several 
people who were quite vocal in their 

negative opinions about EQ correction. So, sadly, I 
steered away from it longer than I should have. Thankfully, 
I saw a post from re-recording mixer and sound designer 
DeLaVanta Tabor applauding the detail he was hearing 
in his studio after running Sound ID. I respect his 
opinions, so I decided to give it a go myself. 

I bought the multichannel option and the official Sound 
ID microphone and ran the calibration. The steps were 
easy to follow, and my initial impression was that things 
felt a bit brighter. The week prior, I remembered trying to 
EQ a voiceover that was recorded at the artist’s home. I’m 
not sure what her recording setup was, but I did know 
that I had to spend more time than usual trying to get her 
to sound the way I wanted. This seemed like the perfect 
test. I pulled in her raw takes and gave it another go from 
scratch. I got to a place where I was happy a bit quicker 
than last time. I listened to both the original and my new 
treatment in my living room off my phone. I thought the 
new one sounded better, but I was truly convinced when 
I played both for my wife and she preferred the new one 
as well.

That was my experience with the more automatic style of 
EQ correction. However, I was really curious to get 
another mixer’s perspective, specifically with the more 
manual approach of the Avid MTRX’s SPQ option. I was 
able to have a nice conversation about the subject with 
Charles Dayton CAS, who was a bit ahead of the curve 
having built his studio nearly 20 years ago. I asked him to 
tell me about his process and experience.
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Charles Dayton CAS
When I first built the studio, I did a lot of reading, designed 
it, and built it myself. During the lockdown, I made the 
decision to go Atmos, so I brought in a studio designer, and 
he made some adjustments to the room. 
 
Before I ever got into post audio, I did sound design for live 
theater. When I was a student at UCLA, I worked with a guy 
named Jonathan Deans who was a prominent sound designer 
in large theaters. He taught me how to use a spectrum 
analyzer to EQ speakers for the theater. When I built my first 
stage, I used a BSS Soundweb, amped Event 20/20p speakers, 
a spectrum analyzer, and a microphone for the calibration. I 
would sample in five different positions in the room, average 
them out, and EQ each speaker. This time around for the 
Atmos installation, I had Andy Potvin from Dolby come in 
to do the calibration. Andy took one extra step; he time-
aligned the speakers. 

It’s strange to say it’s not a precise science equalizing a room. 
You can overcorrect in certain frequency ranges and dip into 
other frequency ranges. And there are ways that the speakers 
combine that it really takes experience and a good ear to hear 
when you’re screwing up your pink noise. The Dolby techs, 
that’s all they do, so they know what it’s supposed to sound 
like, as opposed to just reading the graphs, adjusting, and 
saying, “it should be relatively flat.” But the truth of the 
matter is, you want it sounding right for the room, and it’s 
not truly, truly flat. The goal is that as you switch from 
speaker to speaker, the pink noise is consistent and doesn’t 
have huge frequency jumps between channels.

The room that I had done myself, I would take mixes to large 
theaters and they would translate very well. The only thing 
I was never completely happy with was the imaging. I didn’t 
find myself re-equalizing when I got to the large theaters, but 
I did fine myself re-doing some panning. And that was 
because I didn’t think to time-align the speakers in the way 
in which Dolby did. I time-aligned the speakers according to 
the length of the room and their distance from my ears. The 
way Dolby does it is they pick the speaker that’s furthest from 
you, and they time-align everything to that. Andy sets up an 
array of five microphones that are all running at the same 
time, and he’ll get a calculation of the delay using a program 
called Smaart (from Rational Acoustics). Then he adjusts the 
delay until he aligns the phase between the two speakers—
and it’s all done within the DADman software. The other 
thing that helped a lot with imaging was switching from the 
Event 20/20p speakers to the JBL 708’s.

Conclusion
While there isn’t necessarily a one-size-fits-all magic 
formula for building the perfect room yet, there are 
at least some formulas and fundamentals established 
to get you headed in the right direction. Of course, 
you want to do everything in your power to optimize 
your audio with a proper design, build, and acoustic 
treatments. However, it’s nice to know EQ correction 
is another option to help you improve that last 
couple of percentage points. I heard someone say 
once, “If it sounds good, it is good.” But I argue if 
you can make it sound better, than that would be 
better.



Scoring Big with 
Shawn Murphy

For this issue, I was lucky enough 
to talk to a scoring mixer who 
is a legend at this point. He 
was nominated for the Oscar 
for West Side Story, Star Wars: 
Episode I - The Phantom Menace, 
Indiana Jones and the Last 
Crusade, and was a winner for 
Jurassic Park. He has 16 Emmy 
nominations, including one win 
for the XIX Winter Olympics 
Opening Ceremony. He also has 
five Grammy Awards, including 
one for Memoirs of a Geisha. He 
has worked extensively with John 
Williams. Here are some excerpts 
from our conversation.

Do you want to talk a little about how you got into 
music? I know you studied theater design.

I did. Yes, but prior to that I was a musician. I played 
brass. I’m a tuba player. 

I was a trumpet player. 

Playing music is great. It’s a lot of fun, and it’s a great 
education. But at a certain point in your music career, 
you realize that it probably isn’t going to be your 

ultimate professional endeavor. You take it and enjoy it, 
and you take what knowledge you have in terms of being 
a musician and knowing about music, and apply it to 
other things, which is what I did, basically.

I worked in theater sound for a long time. I put myself 
through college working at radio stations, and eventually 
found my way in live sound which, of course, goes hand 
in hand with theater sound. Ultimately, television and 
then films. So it was a progression, as with everyone. And 

by Dav id  Bondelev i tch  CAS MPSE
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Scoring mixer Shawn Murphy

I think the more you know, the better off you are to have 
a successful career. All these different endeavors have 
been useful.

Regarding your early career, I’m from Boston originally and 
I notice that you’ve worked with the Boston Symphony 
Orchestra (BSO) quite a bit.

A lot. The initial work was with the Evening at Pops TV 
show back in the ’70s.

Which I grew up watching!

I worked on a lot of those from ’75 to ‘78, and then again 
when John Williams took over the Pops. I started working 
with him in the late ’80s, when he asked me to go to 
Boston to make some recordings with him. Then it 
continued. I worked on a lot of Pops recordings, and then, 
eventually, they asked me to do some symphony 
recordings, which worked out well.
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You have won a handful of Grammys for the BSO recordings!

Yes, the orchestra is playing well, it’s a great hall, and 
they’ve really sort of stepped up their whole recording 
infrastructure and staffing. They want to do it right, which 
is great!

Are you recording in multichannel for them?

Yes, we use the Pyramix system (by Merging Technologies), 
like most orchestras. They like it because of the editorial 
capability.

Has any of it been released in Atmos?

Just recently, Deutsche Grammophon has asked for 
Atmos mixes of some of the material because of their deal 
with Universal Music through Apple. We did Atmos on 
the Strauss set that we released with Leipzig. I think 
we’re going to wind up going back on most of the 
Shostakovich recordings to release those in Atmos. They 
have been available in high-res stereo. 

When you’re working in Symphony Hall, do you use mostly 
the natural acoustics, or do you ever have to expand the 
reverb or anything?

[When the hall was built] the technical specifications 
didn’t call for seats which mimic people acoustically. So, 
when the hall is empty, it’s pretty reverberant. When the 
hall is full, depending on the configuration, it can dry out 
quite a bit, depending on the material and depending on 
the audience. We have some devices which you are 
familiar with that mimic the hall and help us bring back 
the acoustics more like when it’s empty.

Did you ever do the Esplanade Concerts (for July 4) live?

No! I brushed against it a few times, and I should say I’m 
happy I never did. I’ve been to a number of them. And 
yes, the acoustics there aren’t designed for an orchestra, 
especially with a large audience. It’s a gigantic audience, 
and it’s a tiny, tiny stage. My good friend Steve Colby has 
been the audio person on most of those shows, and he 
does a great job, and he copes with those deficits pretty 
well. I leave it to him and his expertise.

How did you make the transition into films?

I was primarily working in TV until about 1980, although 
I did work on a few pictures, mostly as a secondary 
scoring mixer. 
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I went to work for Disney in 1982. I had done some work for 
Disney before that. Specifically, I went to work at Disney 
Studios (in Burbank) to record the music for the Epcot project. 
They knew they wanted to hire someone for a short period of 
time because there was going to be a lot of music recording, 
and they needed to have someone there all the time. And so 
that’s what I was hired to do specifically at the studio.

And it was great. All the music production for all of the 
Disney parks at the time was done in L.A. at the studio. 
Everything musical, everything that was in production was 
done at the studio. So, the contractors were there, the copyist 
was there, the arrangers were there. I spent a while working 
on Epcot, and what it morphed into was whenever a feature 
or TV project would come along, I’d record that too, because 
I was there and got to know some composers and wound up 
working on multiple projects with people that I got to know. 

How did you make the transition from scoring mixer to 
re-recording mixer?

Well, when I worked in television, you’re often the production 
and post-production mixer, so I had some experience. A lot 
of it was for productions on which I had done the production 
mixing work alongside the editors and then did the 
final mix in post. So, when I got into scoring, a 
couple of composers I worked with asked if I would 
be willing and able to carry the project along 
through scoring and re-recording. 

You’ve done that on some pretty big films like 
Jurassic Park and West Side Story, to name just a 
couple! 

Yes, but the change from the three to the two-mixer 
formula in the late ’90s sort of really inhibited my 
opportunities for doing re-recording, and of course, 
I was mainly doing scoring anyway. We’re spending 
a lot of time preparing for the final dub. Unless the 
picture really called for a music expert, they didn’t 
want to hire one. And sometimes even if it did call 
for a music expert, they didn’t want to hire one. I 
think most of my music colleagues would agree 
that that transition sort of eliminated the music 
position for a lot of us.

I loved mixing when I was the third mixer. I loved just 
handling music, but sometimes they’d throw me 
Foley or backgrounds or something. I didn’t really 
mind that, and I really felt it was better to have, of 
course, three sets of trained ears on the stage, but 
also, you’re just so much more efficient when you’re 
able to focus on one thing and not have to stop, go 
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back, and do a music pass, and then find out the effects are 
too loud, and then have to do another effects pass, and then 
go back and do another music pass. I really do miss that, and 
it’s not like it costs that much more. 

And I think the other factor is the time factor. There’s a 
certain number of hours allocated to a dub, whether it’s 
television or features. And if the person is doing dialogue and 
music, they’re obvious emphasis is going to be on the 
dialogue. It has to be. The dialogue has to be done right. It 
has to be properly matched and put in proper perspective and 
be clear and understandable. So, if push comes to shove at 
the end of the day and the hours are running out, the 
attention is going to be on the dialogue and not on the music, 
in a lot of cases. 

Talking to re-recording mixers, they say, “We got the music.” 
Despite the fact that it’s been split out, effectively giving us 
lots of control, we basically stick it on a VCA. We wave it 
around. We don’t spend much time listening to it separately. 
We don’t spend much time equalizing it or matching it to the 
room. We just basically put it in at the last minute and wave 
it around. And if it’s too loud or in the way, we just turned 
down. That’s what happens a lot of times. Not always, but 
that’s what happens a lot of times nowadays.  

If I’m on a two-mixer dub, I do dialogue and music, 
and the only thing I like about it is that I’m able to 
get the music out of the way of the dialogue quickly. 
Otherwise, I would much rather have the time to mix 
the music correctly. 

There are mixers who are dialogue mixers who are 
also music experts. And we know who they are and 
who does a great job. I appreciate those men and 
women. But it’s not universal. It’s not the case in 
every dub. So that does sometimes affect how we 
prepare the tracks. If I know the tracks are going to 
go to a person who may not take the time to EQ 
them and listen to them separately, I might stem it 
out differently, or I might equalize it differently. I 
know that I better do it because they’re not going to 
have the time to do it right.

I’m surprised that you would want re-recording 
mixers to EQ. It seems like your mixes would be pretty 
darned good!

We have the delivery curves. We try to mix to a 
curve and a level that’s going to be appropriate for 
the project. But all these rooms sound different, and 
particularly in the low end they can sound very, very 
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different. So, I know that there sometimes needs to be a 
little bit of touch-up EQ. I don’t mind that if it’s done 
carefully and judiciously. I do the best I can, and I try to mix 
in spaces that are representative [of the dub stage], but I 
understand that they can sound different.

The second thing, of course, is dramatic content, and 
sometimes the EQ or rebalance needs to happen because 
of dramatic content. Sometimes I print reverb separately. 
Sometimes I’ll stem things out differently when I know 
that there’s a certain amount of material in an action 
sequence, or a chase, or a dialogue sequence. Things might 
need to be controllable a little bit more or differently in 
order to make the music survive a sequence. I’m 
understanding and I do account for the fact that a good 
re-recording mixer might judiciously do some EQ.

Do you still ever do “live” mixes (recording the mix direct to 
a mixdown without remixing anything after the session)? Or 
is it always multitracked and then mixed down?

We do live mixes frequently. I don’t work on a lot of TV 
shows, but I worked on a TV show called The Orville 
for the past couple of seasons. 

Fantastic show! I’m amazed. This season, every episode 
was like a feature film! The visual effects were great, 
and the orchestra sounds fantastic!

And those are pretty much live mixes. Those are about 
95% live mixes. It’s the energy you get on a live mix and 
the performance, knowing that you’re not likely to go 
back and remix everything. It gives it a different texture 
and quality that I think is very attractive. Plus, we had 
great composers (John Debney, Joel McNeely, Andrew 
Cottee, and Kevin Kaska). We had a producer (Seth 
MacFarlane) who was super supportive and loves 
music and was always very helpful and made sure in 
the dubs that the orchestra was heard. We had a sound 
supervisor (Jon Greasley), music editor (Stan Jones), 
and re-recording mixer (Tom Ozanich), who were 
really good and cooperative. Everything about that 
show was very attractive. The orchestra was live-mixed 
most of the time. Now, having said that, a lot of other 
feature projects are multitracked. But a lot of the John 
Williams projects I’ve worked on have been live mixes. 

I was actually very impressed with The Orville for being able 
to adhere to Hulu’s specs, yet it still sounds fantastic!

Yes, I think Jon [Greasley], who is our effects mixer and 
essentially supervises the dubs, was very careful in 

terms of trying to stick with the specs, and I think he did 
a great job.

I like the fact that the streamers don’t follow the formula 
all the time, and that some of those episodes were more 
than an hour and a half, which gave the opportunity for 
a three-minute music montage, which rarely would 
happen on broadcast TV. Is it recorded at Fox? 

Yes. It was with large orchestras and, depending on the 
episode, anywhere from 75 players to 95 players. 

That’s a lot of players for a TV show! 

Thank God Seth still loves orchestral music!

If it weren’t for him, there wouldn’t be much live music 
on TV. 

He’s a huge fan, and I really respect the fact that he’s 
willing to promote it and make sure it happens. 
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It makes such a huge difference in the way the 
audience perceives the show. It’s not like a typical 
TV show that has constant drones and loops. It’s 
like a feature film every week. 

We would go in and do pick-up sessions and 
re-score if there were any considerations in terms 
of dramatics or composition. [But] yes, it was like 
a feature.

When you are doing the scoring mix after the recording 
session, how big is the room that you’re in?

Well, recently I’ve been using a room at Fox, 
which is called the Barbara McLean Stage. It is 
actually a kind of small dubbing stage that was 
specifically outfitted for music mixing as well as 
small dubs. The engineer who was in charge of 
building that stage was Marc Gebauer, our 
technical engineer at Todd-AO scoring, and is 
probably the most experienced scoring engineer 
in the business.

When Mark built that room, he included all the facilities we 
would need for score mixing; multiple rigs, great acoustical 
design, great sounding monitoring. It’s just the right size of 
room where you get the scale, but you don’t feel you’re 
swamped by a large room. 

A lot of the last couple of years, including the tail end of 
West Side Story, was done in that room. I like working 
there when I can get in. Otherwise, of course, we mix in 
the control rooms at Fox, Sony, and Warner Bros. when 
we need to. And there are several composer studios 
where we can put the capability into those rooms to do 
mixes as well.

We’ve worked in small rooms, and our friend and colleague, 
David Gray (of Dolby), developed a small room formula 
with us way back in the ’80s when the matrixed surround 
mixes were being done, and a lot of it was monitor 
compensation for small rooms. It compensates for the 
proximity of those speakers to the mix location, which was 
very helpful, and it meant that we could actually size up our 
mixes from a fairly small control room to a large dubbing 
stage and not suffer. I would, first of all, hand up to David 
for figuring this out early on.

Do you feel like the change to digital has helped or harmed 
film music?

It’s a knife that cuts both ways. We all loved the analog 
patina; the sound that we got with the analog machines, either 
with or without noise reduction. I was a big fan of 15 ips [inches 
per second] Dolby SR, which was our last analog multitrack 
format. That was a great sounding compromise which kept the 
noise down and kept the sound spectacular. And when you 
didn’t elevate, it gave you lots of headroom. It was a great 
format. 

We made the transition around 2005. We were trying very hard 
to stay analog, but we couldn’t. We just couldn’t get the tape 
anymore, and so we started doing early 192 kHz, 24-bit 
recordings and Pro Tools. We still to this day get resistance from 
editors about that, and about how it “makes their life miserable.” 
My philosophy has always been, the better you start out, the 
better you wind up. You can hear it. If you start out at 192, you 
stay at it through the editorial process and the re-recording 
process, and then you down-sample.  

But the other thing is that most of the digital systems now have 
pretty effective sample rate conversion capability. Conversion in 
the box is not always the highest quality, but it’s certainly 
getting better.
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My old friend, David Smith at Sony Classical in New 
York, said the best sample rate conversion that we have 
today is a piece of wire. You come out at one sample 
rate, and you go in at another sample rate, and that the 
piece of wire is the converter, and that works. 

It’s not that big of a deal to work with sample rate 
conversions or stick with higher sample rates. A few 
re-recording mixers have actually agreed to go ahead 
and print, make their music master at a high sample 
rate, and then print master back to 48 kHz. It’s still a 
controversial subject. 

Have you mixed for any of the streamers other than Hulu?

I’ve worked on projects that have gone to streaming, 
but I haven’t had to deal with their standards. We are 
dealing with it when we do Atmos music mixes. We’re 
dealing with Apple and Dolby, the -18 LUFS and all 
that stuff that everybody deals with.

Have you had to change your workflow for mixing in 
Atmos? 

Yes, my feeling is that you need to make a mix that’s 
going to be fairly format-compatible. And what we 
found is when you mixed initially in Atmos, that the 
down-mixes that are generated automatically are not so 
compatible. They’re not as good as you’d like them to 
be when you get to 7.1, 5.1, or stereo. You kind of go, 
“Oh, I’m going to go back and redo that,” and often 
you don’t have the time. What I do first is my 5.1, which 
is kind of a nice middle ground. A good 5.1 mix can be 
reduced to stereo very effectively and sound great. The 
balances can hold.

For Atmos, what do you find yourself putting in the 
overheads?

Well, for orchestras, it’s ambient material primarily. We 
put height mics up. We sometimes use the square 
technique over the orchestra. Sometimes we put sets of 
mics a little further out into the hall and another pair 
over the orchestra. It depends on the ensemble and the 
room. And of course, we have reverb settings which 
blend some of that material into the front, and the 
surrounds into the tops as well. For me, it has to be kind 
of a seamless approach. The sides, tops, and rears have 
to all kind of work together.  

We’ll use objects to move around a little bit sometimes. 

If we have synths, we might use objects to float it in the 
room and through different speakers. 

I know a lot of dubbing mixers like to use objects to widen 
the front speakers. So, you get a 9.1 front, and a lot of our 
tops are four channels. A lot of our deliveries to people 
actually are 7.1 plus two stereo tops because we know 
they’re going to make those into objects. Most of the 
dubbing mixers I’ve talked to say that works great for 
them. 

I’d say our delivery probably is 80% bed material, with the 
optional top objects and wide front objects. And then 
another 20% is specific objects that we mix, that we 
intend to hand over to them to position and move based 
on what we’ve done in our mix down.

Have you listened to any of the translations from Dolby 
Atmos to binaural for Apple Music delivery?

We listen, and we actually go into the renderer and create 
our own settings that get [embedded into the file] because 
the default settings are, for our material, often not very 
complementary.

Would you recommend that people listen to the stereo mix 
rather than the binaural mix? 

Absolutely. We try to always deliver a master that we’re 
happy with. But, down the road, you can’t determine 
what every single person is going to hear. And, certainly 
with Dolby Atmos, when you do your basic mix pre-
render and then you listen to post-render, it’s a different 
animal. It’s not the same.

Shawn Murphy
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by Peter  Ke lsey  CAS 

Using AI to
Reconstruct 
Actors’ Voices
There is a growing trend to 
use artificial intelligence (AI) 
to synthesize voices, most 
prominently for voiceovers. 
Recently, the most talked about 
use of such technology was to 
recreate Val Kilmer’s voice for 
the movie Top Gun: Maverick.
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Val Kilmer suffered from throat cancer and the 
chemotherapy and tracheostomy he received 
resulted in the loss of his voice. Using old 
recordings of his voice, the company Sonantic 
used AI to recreate his voice for the new Top 
Gun movie. You can hear how he sounds 
synthesized in a demo issued by Sonantic, 
available by searching “Sonantic Val Kilmer” on 
YouTube. You can also find out more on the 
company’s website at sonantic.io/blog.

Sonantic had 10 times fewer data than a normal 
project. As a result, they developed new 

algorithms to produce higher quality voice models from 
the existing data. The more data that these AI programs 
have—and the fact that they can learn from even more 
input—means that the reproduction of the human voice 
can get closer and closer to sounding like the genuine 
article.

In fact, Sonantic released a demo showing a synthesized 
voice that is flirting and teasing. They do this by 
incorporating non-speech sounds such as breaths and 
laughs into their voices. Searching “Sonantic what’s her 
secret?” on YouTube will return a video showing the AI 
using a flirting voice. An informative article about the 
company and tech, with embedded audio examples, is 
available by searching “Sonantic” at TheVerge.com.

Sonantic, which was acquired by Spotify this summer, is 
not the only company with AI-based software creating 
very lifelike sounding voices. Another company that 
seems to be doing well is Synthesia (synthesia.io). There 
are a lot of examples on that page of different voices and 
video avatars. You can choose an avatar, type in text, and 
have an avatar speak your text in a really impressive 
manner. You can even create a free example video from 
your own input using one of their voices, all of which 
have been learned from real voice actors. Synthesia boasts 
12,000+ companies of all sizes as customers.

Yet another company doing this is WellSaid (WellSaidLabs 
.com). Searching YouTube for “WellSaid AI” will bring up 
a video that explains how they create their voices. 
Searching “WellSaid DJ” will bring up another of a DJ 
who uses it to help with his radio show programming. 

Along with these three, there are many, many companies 
using AI to create voices for text-to-speech applications, 
including Speechify (speechify.com)—which has 
Gwyneth Paltrow as one of its voices—Murf (murf.ai) and 
Speechelo (speechelo.com). 

 

Sonantic’s 
What’s Her 
Secret video.



I did a Google search to find out if AI voices had made 
any inroads into audiobooks. I found that there are some 
companies who use AI voices to do that although, as one 
person said, it is usually for books that wouldn’t otherwise 
get an audio version.

I did find that Audible, which has a major share of the 
audiobook market, does not allow AI voices to do its 
narration and only uses real human voice actors. That 
being said, there are many other companies that do allow 
AI voices to be used in the narration of their book 
offerings.

And now, what does this mean for our industry? Top 
voiceover actors will be able to use their voices to create 
AI voices that can then be used even when the real actor 
is not available. From what I observed at WellSaid, they 
reach an agreement with the actor whereby the actor will 
be compensated even when it is just their AI voice that is 
used.

What this means for most voiceover actors? I don’t know. 
Will the synthesized voices take over and push out many 
actors who would otherwise have made a living doing 
voiceovers? It may be the case, and the technology can 
only improve as the AI learns more and more of the 
nuances of natural human speech.

And what this can mean for political ads and propaganda 
I hesitate to speculate. Deep fakes of a well-known 
politician saying something they did not really say could 
be put out with no way of telling if it is the real voice of 
that person. Denials by that politician would likely be 
dismissed as that is what is expected of a politician these 
days. Celebrities could be compromised with their voices 
saying something they would not normally say. Is there a 
way of telling if a voice is the real voice of a person or if it 
is being synthesized? I do not know. Hopefully, some 
enterprising entrepreneur can come up with a program 
that would distinguish the two.

And it seems to not just be the synthesis of voice. If you 
watch the videos on the Synthesia site, they create video 
avatars as well, which are becoming more and more 
lifelike.

Certainly, recreating Val Kilmer’s voice for Top Gun: 
Maverick was a very worthy goal and doing the same with 
other actors who have lost their speaking voice would be 
a wonderful accomplishment. But where will it end? 
Should AI-generated voices be banned? I doubt that will 
happen anytime soon, as the text-to-voice programs are 
so useful and cost-effective. Should there be legislation to 
prevent the use of a person’s voice without their consent? 
Or is that already covered under copyright law? I’m not 
sure of the answers, only that we have a very interesting 
time ahead of us.

And finally, I wonder if AI will take over mixing. Can an 
AI be programmed to analyze many different mixes of 
many shows and then come up with an algorithm that 
will recreate the artistry and flair that originally came 
from the mixer? We read about AI-created songs and I’ve 
heard of AI-driven mastering from the company LANDR, 
so who knows? I’m not sure that could happen any time 
soon, but it is certainly something to ponder.

WellSaid labs
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by Adam Howel l  CAS

A Look Back
at Titanic (1997)

“Fan Favorite Films” is intended to be a fun read that we hope can be a 
recurring series. We’ll approach various classic films from every decade with 
an interview of the sound department, where they can provide entertaining 
insight into their experience on a groundbreaking film. Up first is the 
monumental, 11-time Academy Award-winning film from the ’90s Titanic.

Looking back, where were you in 1997? Some of you might’ve been wrapping up careers while others 
weren’t even born yet. I was a senior in high school. I remember watching Titanic at the theater with my 
then girlfriend. After leaving the theater, we had our first kiss before I had to drive her home. A little 
lightheaded, I put my car in reverse … and backed into a mailbox. Not a premier cruise ship hitting an 
iceberg, but embarrassing nonetheless. 

Recently, while on a flight, I rewatched Titanic (listed under the “Classics” selection of movies, BTW). It 
reminded me of what a great movie it is. Inspired to learn more about how the sounds were captured, 
created, and mixed, I reached out to some of the sound team. Three of the Oscar winners from the sound 

team graciously shared their experience and memories 
with me to help us celebrate 25 years of Titanic.

What led you to Titanic? Was it a serendipitous 
connection, pure luck, or maybe a long-standing 
relationship with an executive? How does one 
get to work on such a highly anticipated film?

Gary Rydstrom CAS (sound designer): I worked on 
James Cameron’s Terminator 2, so we were teed up to 
work on Titanic. I was a re-recording mixer, along with 
Gary Summers and Tom Johnson. I started doing 
sound in 1983, and if my calculations are correct, I was 
on the cusp of 30 when I did Titanic.

Tom Bellfort CAS (re-recording mixer): I was 50 years old 
and a 20-plus-year professional by that time. I was 

Sound Awards
Oscar, CAS, and Golden Reel Award winner.
Oscar for Best Sound (Mixing): 
Gary Rydstrom CAS (sound designer),  
Tom Johnson (re-recording mixer),  
Gary Summers (re-recording mixer: music), and 
Mark Ulano CAS (production sound mixer)

Oscar for Best Effects, Sound Effects Editing: 
Tom Bellfort CAS and Christopher Boyes

FAN FAVORITE FILMS
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recommended [for supervising sound editor] by Gloria 
Borders, head of Skywalker Sound. She had been the 
sound supervisor on Jim’s [James Cameron] Terminator 2. 
Her recommendation carried weight, and based on that, 
Jim hired me.

Mark Ulano CAS (production sound mixer): I had just 
wrapped the first Austin Powers film and I was loading 
our equipment into our storage facility when I got a 
phone call from the Titanic production office in Rosarito 
Beach, Mexico. This was on a Tuesday and they wanted 
to know if I could be there as soon as the next day to mix 
the film! 

This was certainly a red flag in my line of work. I said 
that I needed more information and the next day was not 
feasible, but I could be ready by the coming weekend. I 
wanted to know who had referred me to the project and 

what was really happening. I asked for a script and when 
would they begin filming? Well, they had already been 
filming for about two weeks, so none of my ordinary 
intensive prep routine would apply and more importantly, 
why were they making a change? 

As far as a script was concerned, I could read it when I 
got there! The phone call ended with them saying, we’ll 
get back to you. It sounded like they were making multiple 
calls and I didn’t take it too seriously. Still, I started 
shaking the bushes to get what the word on the street was 
about the film. Who was on it, what was known, etc.?

When I hadn’t heard from them by the next day, I 
assumed they had solved their search and returned to 
settling into my much-needed rest after finishing Austin 
Powers. 

Then, on Thursday, the phone rang again and the 
producer pushed for me to say yes and begin getting 

Gary Rydstrom CAS

Tom Bellfort CAS

Mark Ulano CAS
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ready to travel the gear and my team to Rosarito, Mexico. 
We negotiated the finer points and agreed to have the 
equipment picked up the next day, and my crew and I to 
travel to Mexico the day after that, a Saturday. 

It wasn’t until I arrived at the location that I could 
string together a straight story of the preceding events. I 
found that my name had been put in the hopper by the 
co-first assistant director, whom I had worked with on 
Desperado, also in Mexico. Also, the truth came out that 
the A-list production sound crew from Mexico City had 
quit and given two weeks’ notice to the production over 
incompatibility issues with the director. 

I was 42 years old, been mixing sound professionally 
for around 20 years, and had a 1-year-old baby daughter 
at home. 

I also had a policy of great caution when taking over a 
project already underway as, usually, it didn’t bode well 
for the shooting environment. In this case, I reached out 
to the outgoing crew to get plugged in to their journey. 
This was initially brief and sketchy but I had enough info 
to know that I wasn’t being used to sandbag them and 
that they were leaving by their own choice. It helped that 
the boom operator and I had worked together on 
Desperado and were good friends by then. I knew he 
spoke his truth. I could also tell by his voice that he was 
exhausted and stressed. 

So, my team and I—Donavan Dear (boom op) and Jim 
Osburn (UST)—arrive on Saturday to find our equipment 
dumped in a pile about ¾ of a mile from the shooting 
area. We began by requisitioning a box truck to build into 
for the duration. 

Pedro, the outgoing boom op, filled me in with his story 
and begged us to be able to take over that day so he and 
his team could leave. This wasn’t possible obviously, and 
we prepared to begin the show in two days. 

That first day was critical for us. It would establish us 

with the director who had been at odds with 
the outgoing crew and could return to that 
tactic under certain circumstances. 

What amount of prep time did you get? 
Who else worked in your department 
and in what capacity? 

GR: My involvement with early post-production 
was as a help to Chris Boyes, the sound 
designer on the film. It was such a big job, so 
I was available to help the early design for the 
movie. Chris and supervising editor Tom 
Bellfort were primarily responsible for the 
planning and design of the sound job.

TB: The sound crew had approximately 30 people working; 
editors, assistants, and mixers—the largest sound crew I 
had ever managed. If memory serves me, Chris and I 
began in February, with a stated release date of July 2. 
Titanic had its premiere in Tokyo on October 1. Jim stated 
that he wanted to come back for just a few days to do some 
“brush ups.” Those few days became three very long days 
and weeks. That added extension gave use some breathing 
room to better craft the massive job. 

The easiest and the most facile method to create sonic 
chaos is to throw a bunch of dense and loud sound 
effects—throw everything with the kitchen sink. But 
what you get is a loud mess, “Told by an idiot, full of 
sound and fury, signifying nothing” —a bit of 
Shakespeare. You fail to differentiate the tree from the 
forest. You lose what is primary, the purpose of each 
shot. And each shot has a purpose in a well-constructed 
movie. And that is what Jim gave us.

What equipment did you use? What unusual 
techniques did you employ to be innovative? 
Imagine using today’s tech—how would you 
approach Titanic if it were shot in 2022?

MU: We filmed in Rosarito Beach, Mexico, at the 
instantaneously built studio facility and deep-water 
tanks assembled specifically for this project. We worked 
from September 1996 until early May 1997. We recorded 
the show on a stereo Nagra ¼” reel-to-reel as backup to 
a Fostex PD-4 DAT 2-track machine as primary. No 
multitrack safety net. I mixed on a Sonosax desk with a 
Mackie board, cross-patched as a communications mixer. 
My primary boom mics were Neumann KMR 82 shotguns 
with occasional Sennheiser 816’s and 416’s. Lavs were 
mostly Countryman EMW’s, as they were certified as 

Gary Rydstrom CAS
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waterproof and could handle the constant assault of 
saltwater and air. 

The big innovation that made the whole enterprise 
viable was my investment in a full-blown Audio Ltd. 2020 
UHF Diversity wireless system, as traditional cable-to-
mic methods were untenable. Rather than the occasional 
wireless boom for the 360-degree shot rarely employed in 
those days, I was able to utilize the Audio Ltd. equipment 
as virtual cables every day for every shot. The assault by 
the environment and the geography of the shot design, 
together with the need to have no physical connection 
with the main workstation, was the catalyst for this leap 
into a heresy that is now the dominate way almost all 
production is conducted. Likewise, full wireless duplex 
with my boom ops and info feed of the prime walkie-
talkie channels into our PL system was also essential. 

Further, there were no waterproof wireless transmitters 
at this time, so a continuous system of waterproofing the 
transmitters involved hand-sealing body packs with heat 
sealing bags and adapting Aquapac scuba comms gear 
and military waterproof connectors for body mics. This 
was a very cumbersome reality when you consider there 
were more than 90 speaking parts in the story and that 
all actors were required to be wired before coming to set, 
per the director.

If I were to approach these parameters today, mostly 
the same concept would be in play, however, the tools are 
far more conducive to these demands, e.g., nonlinear file-
based multitrack recorders, waterproof transmitters, 
multichannel transmission technologies, etc.

What was the best moment for you and why? 
What was it like working with James Cameron 
and the talented cast? 

GR: Tom Bellfort worked more directly with DiCaprio and 

Winslet is the supervisor of the ADR. There were a 
number of best days for me, equal to the number of reels 
of the picture. I can’t remember the number but it was A 
LOT. The moment we knew we were done with a reel 
was when Jim loudly declared it “perfect.” We were never 
so happy as when we heard Jim utter, “It’s perfect.” I had 
worked with Cameron before, so I knew it would be an 
intense but rewarding experience. Starting on T2, I 
learned a lot from Cameron about how to use and focus 
sound in a movie.

TB: The best moment was when, early on, we flew down 
to Malibu to play back the sequence when the Titanic hit 
the iceberg from engine at full speed to reverse as it 
attempts to evade the iceberg. Chris and Gary did an 
amazing mix. I remember Jim saying it was “awesome.”

MU: My first day on set stands out in my memory. It 
happened to be the below decks steerage class party with 
live Irish musicians playing for real and to music playback 
intermittently. 360 Steadicam shots of Leo and Kate 
dancing and speaking in a crowd of hundreds in closed 
quarters. Also, no one had put me together with Jim 
Cameron to discuss anything. It turned out that no one 
had told him that his previous sound crew had quit! I had 
known Jim very peripherally from our mutual days 
working for Roger Corman in Venice, California, when 
Jim was in the art department, but that was years and 
years ago. 

A music playback operator unknown to me had been 
hired for this scene. He was a nervous sort and was 
missing cues to duck the music for dialogue in our first 
setup for the day. I was at his shoulder talking him 
through the corrections when I felt a presence at my 
shoulder. I turned to see Jim with a sh*t-eating grin on 
his face as he had come down from video village to ream 
the playback operator for his miscues, but he was 
delighted that I was already there working it out with 
him. I said, “Good morning, Jim—I’m your new mixer.” 

Mark Ulano CAS

Tom Bellfort CAS
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He said, “Welcome,” patted me on the shoulder and 
walked away smiling. It was a fortuitous beginning as we 
worked well together for the rest of the next seven 
months and were held in his circle of trust for the work. 

Kudos for this are due to my crew of Donavan Dear and 
Jim Osburn—for sustaining their part in this ultimate 
professional endeavor. Half the time, Donavan was in an 
underwater dry suit just to keep things functioning and 
Jim was relentlessly rigging and unrigging multiple actors 
with packs throughout. Also, Brendan Beebe was our PA/
VOG maven and Chuck Weiss was video assist; both of 
these were massive jobs. Additional sound people who 
played with us mixing or booming material or units were 
Shawn Holden, Tom Brandau, and Patrushkha Mierzwa.

I came to have great affection and respect for Jim 
Cameron. His passion and genius for the art of storytelling 
was forever present. He held the whole enterprise in his 
head and was profoundly prepared and disciplined. He 
has fire in his belly, not one of God’s frozen children. 
When the world was certain this would be the worst 
disaster since Heaven’s Gate, he never lost sight of how to 
tell his story. 

After a year of working on his script, it was sacrosanct 
and “pity the fool” actor who would attempt to change the 
words. That said, I can remember only two actors who got 
a pass for this: the unsinkable and fearless Kathy Bates and 

Leonardo DiCaprio. Both Leo and Kate Winslet were 
amazingly mature and talented for their tender ages. Much 
criticism of Jim came later as he cuddled his three Oscars 
on camera claiming, “King of the World,” but a completely 
different message came to me as that was probably the 
only line in the movie that he didn’t write himself. I 
learned this secondhand. Young Leo, who turned 21 
during the production and was gaining recognition for his 
previous work, apparently wanted to speak this line for the 
iconic scene on the bow, but Jim was unmovable about 
changing his precious and precise dialogue. But on the day 
of that scene, several takes in, Jim relented and gave it to 
Leo and that is the take in the movie. On Oscar night, with 
our 14 nominations and 11 wins, Leo wasn’t able to attend 
the awards. I always interpreted Jim’s off-the-cuff 
exclamation as a kind of “Carol Burnett-to-her-
grandmother ear pulling” moment to Leo for the incredible 
outcome that night. I’ve done four movies with Leo. The 
latest is the new Martin Scorsese film, Killers of the Flower 
Moon, coming out in May or June 2023. Leo has grown to 
be a consummate filmmaker and having witnessed this up 
close, I think we will see even greater things coming from 
him in the future. Kate is very special and terrifically aware 
of the humans around her. She personally called every 
nominee to congratulate and thank them for their 
achievement. This demonstrated an amazing sensitivity 

L-R: Kate Winslet, 
Leonardo DiCaprio, 
and James Cameron
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considering the swirl of chaos surrounding her 21-year-old 
self at the time.

Where was the show mixed and using what 
equipment? How much ADR and Foley was 
recorded? How closely did you work with the 
composers and songwriters as it relates to final 
mix? The sound design on this film was 
groundbreaking—what was the most exciting 
scene to design? Please give a rundown of what a 
day in the life was like for you.

GR: We mixed Titanic at Skywalker Ranch. Tom Bellfort 
headed up the ADR recording and cutting, and there was 
a lot, given the special effects on the sets. Robin Harlan 
and Sarah Monat performed the Foley, which was a 
massive job and obviously included a lot of water Foley.  

The composer, James Horner, came up to Skywalker 
several times to bring Jim music and check in on the 
production. He added scale and romance so effectively to 
the film. Not to mention a certain hit song for the end 
credits. Chris Boyes did the sound design and, as usual, 
pushed himself to record amazing sounds and a unique 
library of sounds. Cameron had an impressive ability to 
remember the names and effect numbers of key sounds 
Chris made, and would sometimes call out a specific 
sound in the mix, e.g., “put ‘Creak 22’ there!” 

This was our first mix on a fully digital console, the Neve 
Capricorn, and we made use of every bit of what a digital 
console gave us. EQ, panning—everything was fully 
automated, which was a revolution. For me, the standout 
scene for sound is the crashing into the iceberg, which uses 
massive contrast to imagine what this historic moment 
sounded like in different classes and parts of the big ship.

TB: The entire sound job—editorial and mixing—was 
done at Skywalker Sound. It’s now been 25 years, but I 
would guess that 70% of all principal dialogue was 
replaced. Looped. From the time the ship hits the iceberg 
through Rose and Jack floating on the door, all the voices, 
principal dialogue was looped. Added to that was the 
loop group which helped intensify the tragedy. 

Indeed, the sound design of the huge steam engines 
full speed ahead, reverse, water piercing through the 
hull, as Jim aptly stated is “awesome.” [Plus] the ship 
breaking in two—giving weight, size, power, and sonic 
volume to the drama. Strangely, the actual delicacy of 
the man hitting the propeller, thus giving an accuracy of 
the height of the ship. After the ship breaks apart and 
chaos and terror reigns on the decks, we cut to a woman 
in first class opening her door and asking the steward 
why the ship has stopped—I think this is the dialogue. 
We only hear the dialogue and the footsteps of the 
steward. We do not hear all the screams from the deck. 
The woman in first class is so isolated—class distinction 
again—that she is immune from the tragedy unfolding 
on the decks.

MU: Philosophically, we’re here to contribute, not to 
compete. The stereotype of “score keeping” of ADR and 
Foley can often be a misleading indicator when frequently 
asked in context of the production sound, possibly the 
least understood of the cinema sound arts. I know that 
Jim Cameron, like many directors, prefers the original 
performances he chose on set, when possible. 

As filmmakers, our goal is always to make connection 
between the characters and the audience. I want the 
audience to invest and believe in the characters, the 
journey they’re on, and the environment in which they 

travel that journey.
In the case of Titanic, I trust 

the judgment of my post-
production colleagues and 
Jim as to what choices best 
tell the story. We were very 
aggressive about locking 
down the set and partnering 
with Jim to maintain control 
of his shooting environment, 
preserving the sacred space 
between the director and his 
actors.

The nuts-and-bolts ratios 
the three primary sound 
disciplines use to get them 

The set of Titanic
Continued on page 79
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there is far less important to me than successfully using 
our collective instruments to tell the story with the 
director’s intent fully intact.

The soundscape and the sound design are a full 
collaboration between the three distinct disciplines of 
production sound, sound editing, and re-recording 
mixing.

Life on Titanic was a unique and unrepeatable journey. 
Other than a few short weeks at the beginning in 
daylight, the whole enterprise took place at night at the 
ocean’s edge. It was literally like a village, as between the 
shooting crew at night and the rigging crew at day, 
almost 1,000 humans worked daily to tell the story. 

When I first arrived, I noticed a certain strange kind of 
look in the eyes of many of the crew. After a few weeks, 
I noticed the same look in my eyes in the mirror when 
getting ready for work. I described it at the time as 
building the Alaskan pipeline while under fire in 
Vietnam! There was no other life going on other than we 
were making our movie. Often, 18-hour days, several 
13-day stretches without break and generally a massive 
undertaking in real time and real scale as CGI was 
nascent at best and only applied in very few sequences. 
So, the set was only 80 feet shorter than the original 
Titanic. Those long massive crane shots were done on 
giant Swedish construction cranes on railway tracks and 
the camera crane shots of falling stunt folks were done 
with enormous Russian Akela cranes mounted on the 
tops of 40-foot tractor trailers.

The catering universe was incredible as they were 
serving hundreds at a time with both an American 
caterer and a Mexican one. Although, very often, we 
were not able to break for lunch and had food brought up 
to set. We lived in the night. Our families hardly saw us. 
We were on a tour of duty until completion.

Did you watch the movie? Were you pleased with 
the final mix? 

MU: I have seen the film multiple times and still sit in 
wonder at how intimate such an epic enterprise remains. I 
think this is the key to Titanic’s continuing resonance with 
audiences worldwide. It is a classic example of the best 
kind of storytelling possible with cinema. It makes the 
human connection, telling a story in an irresistible way. I 
don’t second guess the minutia and think of it as a whole 
piece of cloth woven with many threads. 

My threshold in any movie as a whole and any shot 
within a movie is the safeguarding of that connection with 
the audience. Titanic is virtually flawless in this regard. If 
you think about it, everyone knows what happens in the 
end, yet viewers stay with the telling over and over. That 
was a key factor in its first-run success. People from 8 to 80 
were broadly going back for second and third viewings 
while it was still in the theaters. I believe it was the first 
film to hit nearly $2 billion in box-office receipts during 
first run, and that’s in 1998 dollars and ticket prices.

GR: We watched the movie from the earliest cuts, which 
were very long, but showed the promise of the film. I 
remember Jim getting a bit mad at me after one early 
screening when I said the movie was “good.” He was 
mad I didn’t say “great.” He was aiming for great. I think 
all of us on the sound team were proud of our work the 
moment Jim declared it “perfect.” Who were we to argue?

TB: I believe that by the time we finished the final mix, I 
was simply too exhausted to appreciate any of our work. 
Very late in the mix when the ship is very much vertical 
and slipping down to the ocean, we are in the lifeboat with 
Molly Brown. Jim asked us to add the sound of dishes 
crashing down from the interior of the ship. Although it 
was a great idea, sonically, it never worked for me.

Tell the truth, were you surprised by all the Oscars 
or CAS Award? 

GR: Titanic was such a hit, such a phenomenon, so we 
should have seen awards coming, but they are always a 
pleasant surprise. The Oscars were special, but the CAS 
Award was a nice recognition from peers. What’s more 
amazing is being part of a movie that became such an 
important part of the culture.

TB: Yes, I did not expect to win. We were competing 
against Face/Off and The Fifth Element, which were 
wonderful sound jobs.

Kate Winslet and
Frances Fisher on set
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MU: For me, the whole awards experience was a kind of 
“Alice Through the Looking-Glass” event. After years of 
passionate engagement in telling the story with sound 
and enjoying the privilege of being a member of the film 
sound community, suddenly to be up there looking out 
on the audience of peers was kind of mind-bending. 
CAS, BAFTA, AMPS, and AMPAS recognition by your 
peers in sound is the highest compliment we can receive 
for our work—so very humbling—but at the end of the 
day, the privilege of doing what you love is the real 
reward. These public acknowledgments are amazing 
validation for your family and colleagues but “What is 
the next project challenge?” and “What is the next shot?” 
are the real energizers. How can we continue to learn and 
grow in our fluency? There is no mastery in this game. 
We are on a perpetual track of student-hood. If you miss 
this truth, you are at great risk of misinterpreting your 
good fortune and bringing damage to yourself. 

What did you do that worked well? Were there 
any lessons learned on Titanic? 

TB: Happily, I am retired, but it’s wonderful to reconnect 
with all the members of the sound crew. What worked 
well? I think the wonderful delicate blending of the Mir 
[submersible] sound effects with the subtle dying voices 
was truly a poetic moment. It presaged the tragic ending 
in an exquisite manner. I also think the sonic way in 
which we differentiated steerage from first class made 

the point of class distinctions. Given the amount of ADR, 
scene after scene, we were able to replace the production 
dialogue with the ADR without losing performance, and 
the sync was dead-on.

MU: Well, in a way. My team individually continued to 
successfully progress in their respective careers, and we 
maintain a very positive connection professionally. One 
of my crew is my longtime partner in the sound business—
Patrushkha Mierzwa—author of the wildly successful 
book, Behind the Sound Cart. Like myself, she is a deeply 
invested mentor, nurturing professional development 
within the film sound community and partnering in 
workshops internationally, evangelizing “telling the story 
with sound.”

To me, the key to success and a durable career in the 
rough and tumble world of film production is to engage 
as a musician or athlete, always seeking to improve, to 
learn the new and to avoid staying in your comfort zone. 
Have a system of progression in your craft to maintain 
fluency in your instrument. Channel your ego to serving 
the project. Practice, practice, practice. Become literate 
about filmmaking and film history. Keep abreast and 
relevant in the ever-evolving tool set in production and 
post-production. Prepare intensely. Remain curious and 
love what you do. Tell the story.

GR: I worked with everyone on the sound crew on films 
after Titanic. Very recently, I worked with Tom Johnson 

and Mark Ulano on Ad Astra. There’s a bond 
between people who work on films like Titanic, 
films that are uniquely big, memorable, and 
hard. It was an aptly named film. One memory 
is hearing Celine Dion’s “My Heart Will Go On” 
when it was first brought to us in the mix, and 
the sound crew telling Jim we liked it—which I 
like to think had a hand in him putting it on the 
end credits. The rest is history!

Thank you to Gary, Tom, and Mark for 
taking us on the most exhilarating ride of the 
‘90s. A shout-out goes to the other Oscar 
winners who weren’t able to participate in 
this article—Tom Johnson (re-recording 
mixer) and Gary Summers (re-recording 
mixer: music). The magnificence of this film 
is second only to the superbly talented crew 
that painstakingly stayed afloat and gave us 
one of the best-sounding films in history. 
Here’s to another 25 years of Titanic!

The set of Titanic
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The Hollywood Professional Association (HPA®) Awards 
Committee presented its HPA Lifetime Achievement 
Award to studio post-production executive Kim Waugh, 
Executive Vice President of Worldwide Post Production 
Creative Services, Warner Bros. Studio Operations (WBSO) 
at Warner Bros. He received the Award on November 17.

While we understandably proudly focus on the lastest mix 
workflows, technology, and techniques, it is important 
to recognize the talents and journeys of those whose 
leadership and support allow us to focus on our craft. 
Associate CAS member Kim Waugh is definitely one of 
these invaluable forces. Here, Mr. Waugh shares some 
thoughts about his career and philosophy.

On starting his career at Soundelux with Wylie 
Stateman and Lon Bender in 1987…

I started as a sound recordist in their field recording, 
sound recording, and transfer department. I was all 
about learning—and loving every moment of it. It was 
really inspirational working alongside Lon and Wylie. 
Soundelux was a boutique. There were a dozen of us 
and they’d say, “Hey, I need this car. Go to the desert, 
record this car. Hey, I need these transfers.”

In a little boutique like that, we were all so terribly 
hands-on. We had a pride of ownership and a great 
sense of who we were in the community. I think that we 
built a beautiful foundation of being able to dream big 
and to imagine. That organization gave me the inspiration 
to do a lot of the things we went on to do. 

We got into mixing, which was only the domain of the 
major studios. We purchased Signet Sound Studios 
(formerly Motown Hitsville) and turned it into a facility 
for mixing mid-level films. We outgrew that and bought 
Ryder Sound and that became Soundelux Vine Street. 
We went into mixing tent pole features there. It was 
really all about being inspired by the folks that we 
collaborated with. We built our own little empire at the 
time which was fabulous.

On moving from a little empire to a major studio…

Soundelux was a great learning experience and a great 
grounding for a person like myself to then come into 
Warner Bros., take a fresh look at this organization, and 
take lessons from the past and best practices and install 
that with my colleagues here.

When I joined Warner Bros., there was this level of 
leadership from the president’s level that was very flat. My 
access to my direct report and above to the president was 
incredibly flat. We would meet constantly to talk about 
how I would like the department re-equipped and how I 
could imagine it for the future; what we’re going to build, 
and what we’re going to invest in. And, most importantly, 
their understanding that talent and relationships came first. 
It’s always people first, whether it be your colleagues that 
are supervising sound editors or re-recording mixers and 
picture editors or producers and directors. 

It’s really fortunate that the culture of a studio affords us 
the privilege of having environments like we do at Warner 
Bros. There’s such an engagement from the presidential 
level to my level and to producer level to build facilities 
that attract world-class talent and retain them. 

I’ve never felt compartmentalized. I’ve always felt I’m a 
part of a production cycle, and our part is the post 
production. But I’ve always seen it as part of the creative 
process. Whether it’s the screenwriter or the person 

Kim Waugh:
Leading with Passion

by Bob Bronow CAS MPSE

Kim Waugh (right) 
receiving the HPA Lifetime 

Achievement Award
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mastering the content to the end, we’re all 
touching the magic at some point. 

“Anyone can buy the gear, but it’s really 
about the people.”

We just opened our De Lane Lea facility in 
London, and it was built with one thing in mind: 
How do we enhance the experience for our 
colleagues and our clients? Everyone has the 
most beautiful work environment. 

Everyone feels equally supported. It’s all about 
our talent and their relationships in the 
community. 

It’s very collegiate in the way that people can 
collaborate between projects, meet each other 
for lunch in a campus-type environment and walk 
around, go from stage to stage, cutting room to cutting 
room, see their colleagues and see their clients.

It’s fabulous to be able to service at a level where you can 
edit, you can mix, you can screen, you can deliver, you can 
create, and you can be a part of the entire process and feel 
like you’re a part of something bigger as opposed to being 
just a sideline to an event. 

On nurturing talent…

Build relationships, take your time, and find your craft. It 
doesn’t have to be something that happens in one year or 
two years. Play the long game. Some people want to get 
from an entry-level editor to supervising sound editor 
within the gestation period of a feature film. I would say 
sit back and breathe a little bit. It’s still people and 
relationships. Build relationships and manage those 
relationships and be kind to your colleagues in a business 
where everyone’s a critic.

It starts and ends with our people, their relationships and 
how you best support them over the years. You have to 
build a community and a sense of community. 

You have to have a passion for it. I’ve had a passion my 
whole life for sound and music particularly, but you have 
to really love it. The compensation really is secondary. 
And I think for people who are very passionate, 
compensation is a secondary concern. It’s, really, about 
being the artist.

On change...

I think one thing that’s exciting today is that there are no 
rules anymore around how you can work and how you 

can deliver. You know, it used to be a very static sort of 
way people worked and how they’d structure their teams.

We’re in a period of remarkable conversation around 
collaboration tools and how people approach film sound. 
I think it’s an exciting new period where there’ll be less 
linear approaches to things (how we used to do it) and far 
more openness about trying different tools and different 
ways of accomplishing the same creative goals, but doing 
it in a way that’s more open to an artist’s palette. I think 
we’re entering into a new period and I think this is a 
result of the pandemic. People are working from home, 
people are learning to work very differently with different 
collaboration tools. It’s a whole new mindset around how 
we actually deliver and what it is we are delivering. It’s 
about different approaches, which is what creativity is all 
about.

There’s so much that’s done in the box now within a Pro 
Tools environment. The garage setup is stunning in that 
it can add capacity to anyone’s facilities. If it’s not a client-
attended session, then it really gives the flexibility for 
people to work differently on certain days and be at 
whatever facility they need to be at for the client playback 
and review. So, it has added a dimension to many people 
in the re-recording community.

One last thing...

I think the one thing I would instill in people in our 
community is to imagine, dream big, and take risks. And 
it’s okay to fail in different ventures, whether creatively or 
technically. But if you have a passion for it, stay with it. 
Good things happen over time. Take care of your 
colleagues as well as you take care of your clients and 
you’ll end up having a marvelous career in this industry.
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IN  REMEMBRANCE

We cross paths with many people over the course of a career. 
Some are quick acquaintances, some become regular colleagues,

while still others we are fortunate to call friends. 

The CAS wishes to recognize those who have worked in the industry 
and have recently passed on, leaving a 

great legacy behind them to our membership.  

Schavaria Reeves CAS
Production Sound Mixer

Our condolences extend as well to our friends and colleagues in the sound community 
who are integral to the continued growth and success of our craft and passion. 

Mike Graham MPSE
Supervising sound editor and 
executive, most recently with 

Smart Post Sound.

Brooks Arthur
Grammy-winning record  
producer, engineer, and  

music supervisor.

Leon Vitali
Actor and recipient of the  
CAS President’s Award

For detailed biographies, please visit the CAS website at CinemaAudioSociety.org

East Coast-based production sound mixer Schavaria Reeves CAS passed 
away in September. Schavaria’s early credits include that of producer for 
video shorts, including many for Jay-Z. Moving into sound, he worked as 
boom op on Chappelle’s Show among others, and transitioned into PSM for 
many series, including Law & Order: SVU, Ray Donovan, and New Amsterdam. 
His most recent credit is as PSM for Me & Mrs. Smith. Gotham Sound shared, 
“For a sound guy, Schavaria had an uncanny way of lighting up every room 
he entered, including Gotham’s.” The CAS sends their condolences to 
Schavaria’s family and friends.  
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Peter F Kurland CAS, boom op Randy Johnson, and 
local utility Bobbi-Jo Napoletano have been in Pittsburgh 
working on an as yet untitled comedy for Ethan Coen.

Cory Rizos CAS mixed and dialogue edited a feature doc 
in late July/August called Big Fight in Little China Town. 
In late August, he began mixing a daily drama show called 
STAT, which will run until mid-April 2023 and consist of 
120 half-hour drama shows. It’s a busy season this year!

Ric Schnupp CAS shares, “It was a great honor for me 
to be the supervising sound editor, sound designer, and 
re-recording mixer for the 2022 Hulu/Spyglass Media 
reimagining of Hellraiser. This was my first time working 
with sacred intellectual property and, needless to say, I, 
along with everyone on my crew, approached Hellraiser 
with the utmost respect for what came before. The sound 
design process went about six months, which was mostly 
out of my home studio in NYC. Mix pre-dubs were 
done at PostWorks NYC with the final mix completed 
at Signature Post in Burbank.  Joining me on stage was 
Tim Hoogenakker CAS, who fast became my trusty 
copilot during the mix, whether it was editing go-backs or 
hopping on to supervise a quick ADR session. Starring in 
Hellraiser is Odessa A’zion as our protagonist and Jamie 
Clayton as a reimagined ‘Pinhead.’  You can check it out 
now on Hulu. Cheers!”

John Rodda CAS spent the last six months shooting 
Season 3 of Bridgerton for Netflix. Eight more episodes 
of the international smash hit show, shot in their London 
studios, along with various country house and stately 
home locations around England. John’s All-Star team 
included Grant Studart (key 1AS), George Thompson 
(1AS), James Cooper (Pro Tools playback operator), Kirsty 
Wright (2AS), Lauren Healey (key trainee), and Mishael 
Holdbrook (Netflix ladder trainee).

Kevin Strahm CAS wrapped-up Season 1 of Panhandle 
for Sony Pictures Television Studios in Savannah, GA, 
with Chris Main on boom and Chris Gantt sound utility. 
Most recently, he jumped in to help mix the last two 
weeks of AppleTV’s Lady in the Lake, with Chris Main 
(again) on boom and Chris Jones utility. He sure works 
with a lot of Chris’s!

After finishing She-Hulk: Attorney at Law for Marvel 
this summer with Pete Horner, Karol Urban CAS MPSE 
mixed with David Tichauer on National Treasure: 
Edge of History, also to be released on Disney+.  Karol 
and David have also begun mixing the profoundly 
introspective and gorgeous, Tiny Beautiful Things, based 

on the novel by Cheryl Strayed.

David Stephenson CAS shares, “I 
have now been retired for six years. I had a 
wonderful career, met some wonderful people, and I truly 
miss those times. However, now has come the moment for 
Susie and me to not be separated for months at a time, so 
we are enjoying traveling [see photo in ‘The Lighter Side’ 
section].”

After five seasons, including almost all of this year, 
Mathew Price CAS and his great team of Carmine 
Picarello (boom op), Spyros Poulos (sound utility and 
music recordist/mixer), and Egor Panchenko (PT playback 
op.), are sadly ending the most extraordinary run of 
the amazing, challenging, and way too much fun The 
Marvelous Mrs. Maisel. Shares Mathew, “It’s one of the 
greatest jobs I’ve had the pleasure to mix. Here’s to new 
horizons going forward!”

Brendan Beebe CAS is having a fun and productive year 
mixing Season 6 of 9-1-1 for FOX and Season 1 of The 
Brothers Sun for Netflix. He thanks American Idol and 
AGT, Kamal Humphrey and Gary Tomaro for keeping 
him grounded in reality! Special thanks to Rebecca 
Chan, Jim Lakin CAS, Ryan Graff, Saif Parkar, and 
Jeremy Brill.

Devin Golub CAS enjoyed a busy summer mixing the 
Netflix comedy Unstable, with the talents of William 
Munroe and Rachel Schroeder. Now, awaiting the next 
adventure in sound, he sends a very warm holiday 
wishes to everyone in this great sound community!

Daniel Vasquez V. CAS recently finished co-
supervising and mixing The Montaners, a Disney+ 
original docuseries produced by Ntertain. Daniel also 
worked as re-recording mixer and sound editor on 
the HBO documentary Camilo: The First Tour of My 
Life, supervised by Nicolas Ramirez and produced by 
‘Yeah!’ Both productions were mixed at Clap Studios in 
Colombia. 

Gavin Fernandes CAS has a busy fall lined up with not 
one, but two Christmas movies (Gingerbread Christmas 
& The Christmas List); one Netflix movie, A Tourist’s 
Guide to Love; and a feature doc called The Longest 
Goodbye. Projects are spread between Premium Sound, 
Mel’s Studios, and Studio Megafun.

Over at NBCUniversal StudioPost, mix team Jon 
Taylor CAS and Frank Montano just finished the mix 

BEEN THERE DONE THAT



for Guillermo del Toro’s Pinocchio for Netflix... On 
Universal Stage A, John Cook CAS and Ben Wilkins 
are currently working on and soon to wrap the 
Amazon show Brass Tactics (Season 1), as well as 
With Love (Season 2). In-between those shows, John 
and Ben have also been mixing Leave the World 
Behind, which is a Sam Esmail-directed film for 
Netflix… On Stage B, the mix team of Todd Morrissey 
CAS and Milo Train have been hard at work on their 
two staple Wolf shows, Chicago Fire and Chicago 
P.D. Soon, they will add Outlander to their plate, 
which will carry well into next year… On Stage C, Bob 
Edmondson CAS and Reuben Ripley, both veteran 
mixers, are working on their full episode count (22 
each) Wolf shows of Law & Order: Organized Crime, 
as well as FBI: Most Wanted… On Stage F, Darin 
Heinis CAS and Alex Lee, the newest mix team here 
within our Post Sound group, have taken on the Wolf 
shows of Law & Order (original), as well as FBI… 
On Stage G, Greg Watkins CAS and Derek Marcil are 
continuing their Wolf show run with mixing Season 24 
of Law & Order: SVU, as well as Season 8 of Chicago 
Med… On Universal Mix 1, Mark Fleming CAS and 
Myron Nettinga recently wrapped the mix of S2 One 
of Us Is Lying, S1 of The Missing, and are currently in 

the middle of mixing High 
Desert… On Mix 2, Keith 
Rogers CAS and Steve 
Bucino CAS just wrapped S1 
of Welcome to Chippendales 
and are in the middle of 
S2 of Welcome to Flatch… 
On Mix 12, Peter Nusbaum 
CAS and Whitney Purple 
always have a full slate of 
shows and currently have 
on their mix stage Never 
Have I Ever S4, Sex Lives 
of College Girls S2, as well 
as S1 of Not Dead Yet… 
On Mix 18, Michael Jesmer 
and Brian Dinkins have 
been busy at our new 3400 
Cahuenga facility mixing 
Abbot Elementary and Primo 
with American Auto to soon 
follow… And last but not 
least, we’re pleased to have 
Andy King CAS back with us 
and his partner Jon Mete this 
year mixing S2 of the Wolf 
show FBI: International on 
Universal Mix 19.
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THE L IGHTER SIDE

10 racers, 12 cameras, 6 countries, 62 days of random 
challenges! Greetings from the Sound Department for Gran 
Turismo: Zsolt (2nd AS), Gabor (1st AS), Tamas Csaba 
CAS (PSM), and Fazsom (3rd AS). Photo by trainee Peti 
Gran.

Finishing up the mix on Hellraiser (l-r): Benjamin Balcom  
(scoring mixer), Ben Lovett (composer),  Ric Shnupp CAS 
(sound supervisor/sound designer/re-recording mixer),  
David Bruckner (director), Tim Hoogenakker CAS (sound 
editor/mix support), and Noah James (mix re-recordist).

Lending Beau 
Baker CAS a 
hand, Maddie 
Phelps getting 
ready to wire on 
Grey’s Anatomy!

John Rodda CAS and his 
hardworking team of (L-R) 
Mishael Holdbrook (Netflix 
ladder trainee), Kirsty Wright 
(2AS), George Thompson 
(1AS), Lauren Healey (key 
trainee), and Grant Studart 
(key 1AS) on Bridgerton 
Season 3.

Brendan 
Beebe 
CAS with 
an enviable 
office view. 

Revelling in retirement, David Stephenson CAS 
and his wife Susie have been enjoying traveling, 
including visits to Ecuador and the Galapagos.

Brandon Pert, Mike 
“Fuzzy” Anderson, and 
Maddie Phelps on 
a fake plane, Grey’s 
Anatomy. Photo: 
Beau Baker CAS

Daniel Vasquez V CAS 
(re-recording mixer), Camilo Rios 
(director), and Nicolas Ramirez 
(supervising sound editor) in the 
mix for the HBO documentary 
Camilo: The First Tour of My Life.
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