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Greeting Friends,

This year’s 59th CAS Awards promises to be an 
extraordinary affair. On March 4, at the InterContinental Los 
Angeles Downtown, we will celebrate Outstanding 
Achievement in Sound Mixing for 2022 and the incredible 
force of nature, Peter J. Devlin CAS, our Career Achievement 
recipient. We will also honor Alejandro González Iñárritu as 
our Filmmaker of the Year. Alejandro’s dedication to relaying 
universal truths of the human condition through sound is exemplary.

Personally, the 59th CAS Awards will signify a bittersweet moment as I will conclude my 
second term and pass the gavel to a new CAS president. There are no words to draw on to 
express my gratitude for the trust you have bestowed upon me in this critical role. It has 
been an honor.

Since receiving the gavel from Mark Ulano CAS, your CAS Board of Directors, Committee 
Chairs, volunteers, team of dedicated vendors, and I have worked tirelessly to continue 
guiding CAS in a positive direction. In 2023, we stand greater in numbers with a greater 
diversity of experience covering a larger geographical footprint. In addition, we have 
increased educational and networking events, contributions to charities, and 
co-productions with other nonprofits. Beyond our flourishing CAS Quarterly and podcast 
series In Conversation, we now offer a YouTube channel and CAS Mixer Merch, so our 
members can display their pride in membership. 

There is magic in an organization created by sound mixers for sound mixers. We thrive as 
a result of our volunteer community, ensuring a legacy for the future. Kindness, 
community, and mentorship are critical keystones. 

As president, I have had a front-row seat to the boundless offerings that a community 
such as the CAS can provide when we rally together. Watching our community endure a 
pandemic made clear that to rise above challenges, we must be passionate about life, 
respond to scarcity with generosity, fear with gratitude, and seek to instill a sense of 
fellowship when we may feel isolated and estranged.

We earn our success from effective service to others, not at their expense. There is no 
challenge we cannot overcome if we remain determined to lift each other up. We must 
endeavor to assume the best of each other, ask questions, welcome queries, and seek 
solutions collaboratively to garner success in our mixes and lives. 

Being your president will undoubtedly be one of the greatest honors I will experience. I 
hope, in all sincerity, that I increased the value and relevancy of the Cinema Audio Society 
to you during my tenure.

With a new policy of term limits imposed on all directors, a new Board, made up of more 
new directors than ever, will usher in a new generation of ideas building upon what we 
have created together thus far. As you complete your ballots, contemplate what you want 
to see in the Cinema Audio Society, and choose your representatives with care and 
thought. Consider contributing yourself. Express yourself to your Board. When we align 
our collective intentions with action, we hold power to manifest greatness.

“Individually, we are one drop. Together, we are an ocean.”—Ryunosuke Satoro

Respectfully,

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.

SPRING 2023 
CAS NEW MEMBERS
Active
Andrew Kantos
Dustin Fleetwood
Gary DeLeone
George Foulgham
Hitendra Ghosh
James Parnell
Johnathan Thomas
Phillip DeTolve
Shawn Miller
Shayna Brown
William Miller

Academic
Derick Duverger
Levi Sanil 

Associate
Andy Yip
Anne Jimkes-Root
Hilarion (Larry) Dimayuga
Stanley Gilman 

CINEMA AUDIO SOCIETY
MISSION STATEMENT

THE  PRES IDENT ’S  LETTER
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The spring issue of the Quarterly means 
that we’re in the heart of awards season. The 
recognition of strong work by peers is humbling 
and this year’s CAS Career Achievement Award 
recipient, production sound mixer Peter J. Devlin 
CAS, is no stranger to such accolades. Phillip Palmer 
CAS sits down with his longtime friend to discuss 
Peter’s beginnings at the BBC to his multiple awards 
recognitions and the leaps-of-faith journey in between.

Something that is unfortunately overlooked too frequently by those handling 
scheduling is preparation. This can be quite challenging, especially for our 
production sound colleagues. G. John Garrett CAS catches up with four production 
sound mixers to get their thoughts on the topic in his article, “Prep as Part of 
Production.”  Re-recording mixers have been dealing with multi-channel mixing 
for decades and there are typical channel layouts that we follow. However, an area 
that tends to be more proprietary is museum or unique installations. Curious about 
the sound in the Griffith Observatory’s Signs of Life presentation, Frank Morrone 
CAS sat down with the project’s mixer, Michael Phillips Keeley CAS, to discuss 
mixing in 28.1. On the score mixing side, David Bondelevitch CAS MPSE discusses 
last year’s CAS Award- and Oscar-nominated film West Side Story (2021) with 
scoring mixer Shawn Murphy.

For the second year in a row, CAS and MPSE teamed up for a day of insight, 
information, and fun. “The Sounding Board v2.0” featured the panel “Workflow: 
Mic to Mix,” outlining the process from location mixing to re-recording mixing 
and featured experts speaking to their area. In a great “behind the scenes” look, 
the panel “Our Partners in Sound Crime” featured a panel of sound support team 
members and provided insight into their duties. CAS Associate member Sam Casas  
provides coverage of these panels. In between the panels was the yearly  “Parade 
of Carts and Bags,” featuring CAS and MPSE members and reported on by Phillip 
Palmer CAS. This was just one of the membership events we’ve had over the past 
couple of months. Karol Urban CAS MPSE provides a recap of many others in the 
“Events Wrap-Up” coverage. As always, you can read about the happenings of your 
fellow members in the “Been There Done That” and “The Lighter Side” sections.  

As you know, our organization’s biggest event, the CAS Awards, will be held 
on March 4. Don’t forget to vote! I hope you can attend to celebrate with your 
colleagues. 

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.  

Matt Foglia CAS
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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 
nominated 22 times). He is Past President 
and Board member of the Motion Picture 
Sound Editors (MPSE). David was the 
Secretary of the Cinema Audio Society 
2012-2019, Vice President 2007-2011, and 
has been on the Board of Directors since 
2006. He has been writing for the CAS 
Quarterly magazine since 2006 and was 
co-editor in 2007. 

His most recent projects include mixing 
the documentary Empty Net, about the US 
Paralympics sled hockey team that aired on 
NBC Sports. He also mixed the 
documentary Southwest of Salem, which 
won a Peabody Award. He also mixed the 
cult comedy Jimmy Vestvood: Amerikan 
Hero, starring Persian-American comedian 
Maz Jobrani.

David is an associate professor at CU 
Denver, where he teaches recording arts. 
David received his MFA in cinema 
production from USC and also holds a 
bachelor of music in jazz composition from 
the Berklee College of Music in Boston. 

G. John Garrett CAS 
is a production sound 
mixer living in Boston, MA. 
He began mixing live music 
around 1970 and learned 
acoustics, signal flow, and 
recording technology along 
the way. He began in the 
industry booming for 
Boulder mixer Garrett 
Collenberger and moved 
into mixing documentaries, 
commercials, and feature 
films after moving to 
Boston in 1984. He then 
expanded his RF training 
by working with broadcast 
engineers and now also 
consults with a broadcast 
tech company in the area.

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 commercials for global and 
national brands such as Adidas, Visa, 
QuickBooks, and Postmates, to name a few. 
In addition to his commercial work at Lime 
Studios, he finds time to mix the occasional 
independent feature such as Lupe for HBO 
Max, various shorts, and music videos for 
artists such as H.E.R. and French Montana. 

Joining MPEG in 2017, and then MPSE 
and CAS in 2018 as an Associate member, 
Sam has a passion for acquiring and 
sharing knowledge. With a love of film and 
episodic television, the CAS has been a 
great inspiration in his goal to bring a 
cinematic approach to all his work. 
Connecting with other members while 
writing articles for the CAS Quarterly has 
been especially educational and rewarding.

Sam has a fully equipped and treated 5.1 
studio at his home in Studio City, CA, 
which he has been able to make his 
primary workplace since the start of the 
pandemic in 2020. In his spare time, he 
enjoys reading books about acoustics, 
thinking about maybe starting to exercise 

again, and spending time 
with his wife Elise and son 
Sebastian.

Frank Morrone 
CAS  is a 
re-recording mixer 
who has mixed 
sound for television 
and films, including 
Lost, Sleepy 
Hollow, The 

Kennedys, Ransom, and Oscar-winning 
When We Were Kings. Frank has served as 
President of the Motion Picture Sound 
Editors, Sound Governor at The Television 
Academy and has served on the CAS and 
MPEG Board of Directors.

Stephen A. Tibbo 
CAS 
is a production 
sound mixer and 
re-recording mixer. 
He is a member of 
both Local 695 and 

Local 700. Stephen currently works on the 
television show Modern Family. In 
addition to his work on set, Stephen works 
as an ADR and re-recording mixer on 
feature films and television. He has won 
three Primetime Emmy Awards and five 
CAS Awards for production sound mixing. 
Stephen also sits on the CAS Board of 
Directors.

Phillip W. Palmer 
CAS was born in 
Dallas, TX, and 
graduated from 
Southern Methodist 
University with a 
degree in film and 

television production. Starting his sound 
career in music and touring production, 
he migrated early to production sound 
recording. After many years as boom 
operator and sound utility, Phil began 
his mixing career in 1999. He has had 
the pleasure of working with many great 
filmmakers and continues his pursuit of 
excellence today. Phil first served on the 
CAS Board of Directors in 2010 and is a 
former Vice President of the CAS.
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The 59th Annual CAS Awards, 
recognizing Outstanding Sound 
Mixing in film and television, will 
take place in Los Angeles on 
Saturday, March 4, 2023. We 
look forward to seeing you there!

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!

THE 59TH ANNUAL
CAS AWARDS

TIMELINE: 
•  Final Voting Begins Online Thursday, 

February 9, 2023

•  Final Voting Ends Online at 5:00 pm 
PT, Tuesday, February 21, 2023

Like or subscribe to our  
Cinema Audio Society  

YouTube Channel.

www.YouTube.com/CinemaAudioSociety

CAS YouTube Channel

Stay up to date on the latest CAS news, events, and exclusive offerings. Be sure to 
check your email inboxes and follow the CAS on Twitter, Facebook, and Instagram. 

FOLLOW THE CAS ON SOCIAL MEDIA

Entertainment Industry Professionals Mentoring 
Alliance has some great events planned. Please 
visit our website to read more: eipma.org

TICKETS ARE NOW ON SALE! 
https://cinemaaudiosociety.org/59th-cas-awards-tickets/
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by Karo l  Urban CAS MPSE

As we cruised through the end of 2022, CAS continued to provide even more opportunities for members of the sound 
community to come together and show support for one another. Check out some highlights below:

Events Wrap-Up

On October 15, 2022, the Cinema Audio 
Society supported the Motion Picture 
Sound Editors’ Ethel Crutcher Foundation 
by sponsoring a fantastic picnic and day at 
the park. The event held at Vasa Park at 
Sycamore Grove featured incredible food 
and activities, including face-painting, 

balloon art, an axe-throwing booth, a 
giant slide, an obstacle course, a bounce 
house, a giant Jenga, and more. It was a 
wonderful day.

The Ethel Crutcher Fund provides a 
grant each year to the recipient of the 
Verna Field Award. This award, given at 

CINEMA AUDIO SOCIETY

CAS Supports the Ethel Crutcher Fund  
at the MPSE Fall Family Picnic 

the annual MPSE Golden Reels, 
recognizes outstanding achievement in 
sound editing on a student film. The 
Cinema Audio Society is delighted to 
support such an effort and foster 
fellowship with the greater sound 
community.

On November 5 from 10 a.m. to 4 p.m. at 
EVS Studios in Glendale, Cinema Audio 
Society and Motion Picture Sound Editors 
hosted The Sounding Board v2.0. The 
co-produced event aimed to unite soundies 
from multiple disciplines and create a 

forum for information exchange and 
networking. The event was a very 
successful and well-attended undertaking. 
Thank you to all the volunteers from MPSE 
and CAS and their respective offices who 
made this incredible day possible. 

In addition to a networking lunch and 
raffle, the day featured three main events: 

“Workflow: Mic to Mix,” “Parade of Carts 
and Bags,” and “Our Partners in Sound 
Crime.” In-depth coverage begins on page 
50 of this issue of the CAS Quarterly, with 
full videos available online at our website 
under our “Events” heading here: https://
cinemaaudiosociety.org/cas-mpse-present-the-
sounding-board-v2-0/

The Sounding Board v2.0 

Keep your eyes on your inboxes and our social media channels 
for more announcements of exciting upcoming CAS adventures. 



Star Trek: The Motion Picture (1979) 
The Director’s Edition Screening and 
Annual Membership Mixer 
On December 3, the Cinema Audio Society, with generous support 
from Dolby, showed the Director’s Cut of Star Trek: The Motion 
Picture (1979), which is newly remastered in 4K and Dolby Atmos at 
the Dolby Hollywood Vine Screening Room. The screening began 
with an introduction from producer David C. Fein, post-production 
supervisor/associate producer Mike Matessino, and re-recording 
mixer Michael Babcock CAS. 

This version of the iconic classic’s restoration was unique in 
almost every way, including going back to the original ADR and 
scoring tracks. In the Fall 2023 edition of the CAS Quarterly, you will 
be able to explore a fascinating in-depth interview with these key 
players. You won’t be disappointed; make sure to check it out.

The Annual Membership Mixer followed immediately after the 
screening as attendees marched across the street to Wood and Vine 
to eat, drink, and be merry. The party was lovely, featuring 
giveaways from our CAS Mixer Merch Store and introductions from 
attending committee chairs. It was a truly rare and precious evening 
of fellowship. https://shop.cinemaaudiosociety.org/

On November 6, 2022, the Motion Picture Television Fund 
held its annual “Day at the Ranch” at Calamigos Ranch in 
Malibu. The day was very well attended, featuring raffle prizes, 
a buffet lunch, and many sponsored activities, including an 
obstacle course sponsored by the Cinema Audio Society. The 
CAS is proud to continue supporting the MPTF and its 
essential work. As the event slogan describes, it was “a great 
time for a great cause.”

MPTF helps industry workers in times of need, including 
financial assistance, subsidized childcare, and caring for aging 
parents. Recently, the president of MPTF released a letter calling 
for donations as the almost 100-year charitable organization 
seeks to recover from severe shortcomings in funding and the 
financial impact of COVID. To read the full letter and consider 
donating, visit: https://mptf.com/letter-from-the-ceo/

CAS Supports MPTF Day  
at the Ranch 2022 

L-R: Re-recording mixer  
Michael Babcock CAS, producer 
David C. Fein, post-production 
supervisor/associate producer 
Mike Matessino, and CAS 
President Karol Urban

On December 8, a panel of experts 
presented on behalf of Cinema 
Audio Society at the final 2022 Los 

Angeles Post Production Group meeting. The virtual event 
explored the various workflows, social dynamics, and project 
implications related to mixing alone in a post-audio 
environment or as part of a mix team on a dub stage.

Moderated by CAS President Karol Urban, the panel 
consisted of re-recording mixers Bob Bronow CAS MPSE 
(Cruel Summer and Deadliest Catch), Shaun Cunningham CAS 
(Family Guy and American Dad), Jonathan Wales CAS (Get 
Out and The Black Phone), and Mathew Waters CAS (Game of 
Thrones and Only Murders in the Building). With nearly 10 
Emmys, 10 CAS Awards, and multiple Golden Reel Awards, 
this veteran group of mixers shed light on negotiating 
projects, dividing duties, and navigating dynamics. The panel 
ended by opening the floor to questions from viewers. To 
view a meeting recording, visit our website’s “Events” 
section: https://cinemaaudiosociety.org/category/events/

LAPPG: Exploring Team v. Single Mixer 
Projects with Cinema Audio Society

+
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The 59th
Annual

CAS Award
Nominees

The Cinema Audio Society announces its nominees in seven 
categories for the 59th Annual CAS Awards for Outstanding 
Achievement in Sound Mixing 2022.

The 59th CAS Awards will be held on Saturday, March 4, 
2023, at InterContinental Los Angeles Downtown.

Oscar-nominated production sound mixer Peter J. Devlin CAS 
(Black Panther, Star Trek) will be lauded with the CAS Career 
Achievement Award.

Alejandro González Iñárritu (Bardo, The Revenant, Birdman) 
will be honored as the 2023 CAS Filmmaker of the Year.

Tickets are on sale now and available at  
https://cinemaaudiosociety.org/59th-cas-awards-tickets/

The CAS Award nominees are uniquely chosen by sound mixers 
to celebrate excellence in their craft of sound mixing for film 
and television. Hundreds of entries are reviewed and evaluated 
every year by experienced and accomplished CAS members 
who understand the art and science of sound mixing.

“There is a plethora of award-worthy contenders this year,” 
says CAS President Karol Urban. “CAS congratulates our 
industry on the rich sonic tapestries of 2022 and looks 
forward to celebrating the season’s chosen award recipients 
for Outstanding Achievement in Sound Mixing.”

for Outstanding 
Achievement in 
Sound Mixing 

for 2022

Outstanding Achievement in  
Sound Mixing for 2022

Motion Picture— 
Live Action

All Quiet on the  
Western Front
Production Mixer: Viktor Prášil
Re-Recording Mixer: Lars Ginzel
Re-Recording Mixer: Stefan Korte
Scoring Mixer: Daniel Kresco
ADR Mixer: Jan Meyerdierks
Foley Mixer: Hanse Warns

Avatar: The Way of Water
Production Mixer: Julian Howarth CAS
Re-Recording Mixer: Christopher Boyes
Re-Recording Mixer: Gary Summers
Re-Recording Mixer: Michael Hedges
Scoring Mixer: Simon Rhodes
ADR Mixer: Bill Higley CAS
Foley Mixer: Tavish Grade

Elvis
Production Mixer: David Lee
Re-Recording Mixer: Andy Nelson CAS
Re-Recording Mixer: Michael Keller CAS
Re-Recording Mixer: Wayne Pashley
Scoring Mixer: Geoff Foster
ADR Mixer: Tami Treadwell
Foley Mixer: Amy Barber

The Batman
Production Mixer: Stuart Wilson CAS
Re-Recording Mixer: Andy Nelson CAS
Re-Recording Mixer: William Files CAS
Scoring Mixer: Kirsty Whalley
Scoring Mixer: Peter Cobbin
ADR Mixer: Ryan D. Young
Foley Mixer: Darrin Mann

Top Gun: Maverick
Production Mixer: Mark Weingarten
Re-Recording Mixer: Chris Burdon
Re-Recording Mixer: Mark Taylor
Scoring Mixer: Al Clay
Scoring Mixer: Stephen Lipson
Foley Mixer: Blake Collins CAS
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Outstanding Achievement in  
Sound Mixing for 2022

Motion Picture— 
Animated

Outstanding Achievement in  
Sound Mixing for 2022

Motion Picture— 
Documentary

Guillermo del Toro’s 
Pinocchio
Original Dialogue Mixer: Carlos Sotolongo
Re-Recording Mixer: Jon Taylor CAS
Re-Recording Mixer: Frank Montaño
Scoring Mixer: Peter Cobbin
Scoring Mixer: Kirsty Whalley
Foley Mixer: Tavish Grade

Good Night Oppy
Re-Recording Mixer: Mark Mangini
Scoring Mixer: Greg Hayes
 

Hallelujah: Leonard Cohen,  
A Journey, A Song
Re-Recording Mixer: Bob Edwards
Re-Recording Mixer: Scott R. Lewis
 

Louis Armstrong’s  
Black and Blues
Re-Recording Mixer: Leslie Shatz
Scoring Mixer: Louis Schultz
 

Moonage Daydream
Re-Recording Mixer: Paul Massey CAS
Re-Recording Mixer: David Giammarco CAS
ADR Mixer: Jens Rosenlund Petersen
 

The Volcano:  
Rescue from Whakaari
Re-Recording Mixer: Joe Milner
Scoring Mixer: Jacob Johnston
Foley Mixer: Kevin Carvalho

Avatar: The Way of Water
Production Mixer: Julian Howarth CAS
Re-Recording Mixer: Christopher Boyes
Re-Recording Mixer: Gary Summers
Re-Recording Mixer: Michael Hedges
Scoring Mixer: Simon Rhodes
ADR Mixer: Bill Higley CAS
Foley Mixer: Tavish Grade

Elvis
Production Mixer: David Lee
Re-Recording Mixer: Andy Nelson CAS
Re-Recording Mixer: Michael Keller CAS
Re-Recording Mixer: Wayne Pashley
Scoring Mixer: Geoff Foster
ADR Mixer: Tami Treadwell
Foley Mixer: Amy Barber

The Batman
Production Mixer: Stuart Wilson CAS
Re-Recording Mixer: Andy Nelson CAS
Re-Recording Mixer: William Files CAS
Scoring Mixer: Kirsty Whalley
Scoring Mixer: Peter Cobbin
ADR Mixer: Ryan D. Young
Foley Mixer: Darrin Mann

Top Gun: Maverick
Production Mixer: Mark Weingarten
Re-Recording Mixer: Chris Burdon
Re-Recording Mixer: Mark Taylor
Scoring Mixer: Al Clay
Scoring Mixer: Stephen Lipson
Foley Mixer: Blake Collins CAS

Lightyear
Original Dialogue Mixer: Paul McGrath CAS
Re-Recording Mixer: Stephen Urata
Re-Recording Mixer: Ren Klyce
Scoring Mixer: Warren Brown
Foley Mixer: Scott Curtis
 

Minions: The Rise of Gru
Original Dialogue Mixer: Carlos Sotolongo
Re-Recording Mixer: Tim Nielsen
Re-Recording Mixer: Brandon Proctor
Scoring Mixer: Alan Meyerson CAS
Foley Mixer: Jason Butler

Puss in Boots: The Last Wish
Original Dialogue Mixer: Ken Gombos
Original Dialogue Mixer: Tighe Sheldon
Re-Recording Mixer: Julian Slater
Re-Recording Mixer: Greg P. Russell CAS
Scoring Mixer: Alan Meyerson CAS
Foley Mixer: Ryan Squires

Turning Red
Original Dialogue Mixer: Vince Caro CAS
Re-Recording Mixer: Stephen Urata
Re-Recording Mixer: Ren Klyce
Scoring Mixer: Chris Fogel CAS
Foley Mixer: Scott Curtis
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Outstanding Achievement in  
Sound Mixing for 2022

Non-Theatrical 
Motion Picture or 

Limited Series

Outstanding Achievement in  
Sound Mixing for 2022

Television Series—
One Hour

Dahmer – Monster:  
The Jeffrey Dahmer Story
Ep. 8 “Lionel”
Production Mixer: Amanda Beggs CAS
Re-Recording Mixer: Laura Wiest
Re-Recording Mixer: Joe Barnett
Re-Recording Mixer: Jamie Hardt
ADR Mixer: Judah Getz CAS
Foley Mixer: Jacob McNaughton

Better Call Saul
S6 Ep. 13 “Saul Gone”
Production Mixer: Phillip W. Palmer CAS
Re-Recording Mixer: Larry Benjamin CAS
Re-Recording Mixer: Kevin Valentine
ADR Mixer: Chris Navarro CAS
Foley Mixer: Stacey Michaels CAS

Guillermo del Toro’s  
Cabinet of Curiosities 
Ep. 3 “The Autopsy”
Production Mixer: Rob Beal
Re-Recording Mixer: Paul Shubat
Re-Recording Mixer: Michael Woroniuk
Foley Mixer: Kevin Schultz

Moon Knight 
Ep. 6 “Gods and Monsters”
Production Mixer: Tamás Csaba
Re-Recording Mixer: Bonnie Wild
Re-Recording Mixer: Scott R. Lewis
Scoring Mixer: Scott Michael Smith
ADR Mixer: Doc Kane CAS
Foley Mixer: Jack Cucci
 

Obi-Wan Kenobi 
Ep. 6 Part 1
Production Mixer: Julian Howarth CAS
Re-Recording Mixer: Bonnie Wild
Re-Recording Mixer: Danielle Dupre
Re-Recording Mixer: Scott R. Lewis
ADR Mixer: Doc Kane CAS
Foley Mixer: Jason Butler

Prey
Production Mixer: Ron Osiowy
Re-Recording Mixer: Craig Henighan CAS
Re-Recording Mixer: Chris Terhune
Re-Recording Mixer: Joel Dougherty
Scoring Mixer: Frank Wolf
ADR Mixer: Jamison Rabbe CAS
Foley Mixer: Connor Nagy

Ozark
S4 Ep. 14 “A Hard Way to Go”
Production Mixer: Akira Fukasawa
Re-Recording Mixer: Larry Benjamin CAS
Re-Recording Mixer: Kevin Valentine
Scoring Mixer: Phil McGowan CAS
Foley Mixer: Amy Barber

Severance
S1 Ep. 9 “The We We Are”
Production Mixer: Bryan Dembinski
Re-Recording Mixer: Bob Chefalas
Scoring Mixer: Chris Fogel CAS
Foley Mixer: George A. Lara CAS

Stranger Things
S4 Ep. 7 Chapter Seven: 
“The Massacre at Hawkins Lab” 
Production Mixer: Michael P. Clark CAS
Re-Recording Mixer: Mark Paterson
Re-Recording Mixer: William Files CAS
Re-Recording Mixer: Craig Henighan CAS
Scoring Mixer: Hector Carlos Ramirez
ADR Mixer: Jeffrey Roy CAS
Foley Mixer: Peter Persaud CAS

The White Lotus
S2 Ep. 1 “Ciao”
Production Mixer: Angelo Bonanni
Re-Recording Mixer:  
Christian P. Minkler CAS
Re-Recording Mixer: Ryan Collins CAS
Re-Recording Mixer: Gary DeLeone CAS
ADR Mixer: Debra R. Winsberg
Foley Mixer: Michael Head
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Outstanding Achievement in  
Sound Mixing for 2022

Television Series—
Half-Hour

Outstanding Achievement in  
Sound Mixing for 2022

Television Non-Fiction, 
Variety, Music

Series or Specials

Barry
S3 Ep. 8 “Starting Now”
Production Mixer: Scott Harber CAS
Re-Recording Mixer:  
Elmo Ponsdomenech CAS
Re-Recording Mixer: Teddy Salas
Re-Recording Mixer: Sean Heissinger
Scoring Mixer: David Wingo
ADR Mixer: Howard London CAS
Foley Mixer: Darrin Mann

Carole King & James Taylor: 
Just Call Out My Name
Production Mixer: Danny Kortchmar
Re-Recording Mixer: Gary A. Rizzo CAS
 

Only Murders in 
the Building
S2 Ep. 5 “The Tell”
Production Mixer: Joseph White Jr. CAS
Re-Recording Mixer: Penny Harold CAS
Re-Recording Mixer:  
Andrew Garrett Lange CAS
Scoring Mixer: Alan Demoss
ADR Mixer: Chris Navarro CAS
Foley Mixer: Erika Koski

Ozark
S4 Ep. 14 “A Hard Way to Go”
Production Mixer: Akira Fukasawa
Re-Recording Mixer: Larry Benjamin CAS
Re-Recording Mixer: Kevin Valentine
Scoring Mixer: Phil McGowan CAS
Foley Mixer: Amy Barber

The White Lotus
S2 Ep. 1 “Ciao”
Production Mixer: Angelo Bonanni
Re-Recording Mixer:  
Christian P. Minkler CAS
Re-Recording Mixer: Ryan Collins CAS
Re-Recording Mixer: Gary DeLeone CAS
ADR Mixer: Debra R. Winsberg
Foley Mixer: Michael Head

She-Hulk: Attorney at Law
S1 Ep. 9 “Whose Show Is This?”
Production Mixer: Steve C. Aaron CAS
Re-Recording Mixer: Pete Horner
Re-Recording Mixer: Karol Urban CAS
Scoring Mixer: Alvin Wee CAS
ADR Mixer: Doc Kane CAS
Foley Mixer: Jason Butler

The Bear 
S1 Ep. 7 “Review”
Production Mixer: Scott D. Smith CAS
Re-Recording Mixer: Steve Giammaria
ADR Mixer: Patrick Christensen
Foley Mixer: Ryan Collison
Foley Mixer: Connor Nagy

What We Do 
in the Shadows
S4 Ep. 7 “Pine Barrens”
Production Mixer: Rob Beal
Re-Recording Mixer: Sam Ejnes CAS
Re-Recording Mixer: Diego Gat CAS
Foley Mixer: Stacey Michaels CAS

Formula 1: Drive to Survive
S4 Ep. 9 “Gloves Are Off”
Re-Recording Mixer: Nick Fry
Re-Recording Mixer: Steve Speed
 

George Carlin’s  
American Dream 
Ep. 1 Part 1
Re-Recording Mixer: Earl Martin
Re-Recording Mixer: Jason Gaya CAS
 

Lucy and Desi
Production Mixer: Sabi Tulok
Production Mixer: John W. Rampey
Re-Recording Mixer: Patrick Spain CAS
Scoring Mixer: Scott Sheppard
 

Obi-Wan Kenobi:  
A Jedi’s Return
Production Mixer: Richard Hays
Re-Recording Mixer: Danielle Dupre
Scoring Mixer: Scott Michael Smith
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Five finalists from schools in the United States, Canada, and Portugal have been invited to attend 
the 59th Annual CAS Awards, 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.”

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

THE CAS STUDENT RECOGNITION
AWARD FINALISTS
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In Namibia for 
Transformers:
The Last 
Knight
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THE CAS CAREER ACHIEVEMENT
AWARD RECIPIENT:

Production Sound Mixer 
Peter J. Devlin CAS 

I’d like to start the conversation with your 
early years growing up. Did you have any family 
or close friends working in the entertainment 
industry?
Well, let me take you back to the ‘70s in Belfast. 
My grandfather was Joseph Finley, who was a 
composer and conductor for the silent movies in 
Belfast. I can remember as a kid when I’d stay 
over at my grandfather’s house, he used to talk 
about the silent movies, which was obviously a 
period that he made his living in, and that he had 
a love for that art form, the art form of the silent 
movies.

I think just that, maybe I’m looking through kind 
of rose-tinted glasses here, but just sitting down 
with my grandfather and he’s laughing and maybe 
that’s what kind of stirred an interest in the 
industry.

What a unique and interesting job to have!
The other thing that I can talk about here is that I, 
instead of studying, which I really should have 
been for my O levels, I used to love sitting, watching 
some of the old episodic TV shows that came out of 
Universal such as The Six Million Dollar Man and 
The Rockford Files. On a Friday night, my mum 

Peter J. Devlin CAS has been working behind the mic for four decades. His broad 
credit list, which includes numerous TV series, small-budget films, and mega-
blockbusters, while working with some of the industry’s most noted directors 
and actors, has garnered him numerous CAS Award, Academy Award, and Emmy 
nominations. Peter also lends his time to the service of the sound community, 
previously serving on the CAS Board of Directors and currently serving as a 
Governor of the Sound Branch of the Academy. Peter and I have been friends for 
many years, and I am happy to share our conversation about his early days, his 
career, and the CAS Career Achievement Award.

by Ph i l l ip  W.  Pa lmer  CAS

would send me out for fish and chips and I would 
get a burger and we would watch The Six Million 
Dollar Man [chuckles]. So anyway, it’s kind of been 
in my blood through my grandfather, through that 
love of silent movies, but it really was the film Jaws 
that kind of changed the course of my life.

I had read all about the film ahead of seeing it, so I 
kind of knew what went on behind the scenes to 
making that film and that what was supposed to be 
a short shoot turned into a long shoot and how the 
shark, known affectionately as “Bruce,” kept 
breaking down. And because of that, Spielberg had 
to rely on his editor, Verna Fields, to basically do 
sleight of hand. When you think that the shark 
doesn’t make that much of an appearance in the 
film, it’s all created by music, sound, moments. 

So that was the film that absolutely changed 
everything for me. I remember going to see it like 
it was yesterday. That was me hooked into a desire 
and a passion for somehow figuring out how to get 
into this industry.

That’s brilliant because what many consider the 
epitome of the summer blockbuster, Jaws, was 
what ushered in the concept of the summer 
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tent-pole movie, which you’ve been a part of on many of 
your productions. It was a summer blockbuster movie 
that flipped the switch for you.
It flipped the switch for me. And I can remember asking my 
mum if I could go back to see it again and again, and I think 
she cut me off at three times. She said, “There’s absolutely no 
need for you to see that film a fourth time.” [laughs]

How did you take that interest and develop it into a skill?
If you can imagine then in Belfast in the 1970s, it was an area 
of conflict. I went to a Christian Brothers school and their focus 
was not so much on the arts. There was no theatre program. I 
knew that I wanted to work in television and film and wasn’t 
quite sure how to do it. I discovered in the local newspaper, the 
Irish News, an advertisement for a trainee audio assistant. 

Is that what led to you working at the BBC? 
It was. I got an invitation to go in for an interview and thought, 
“Okay, I’d better learn something about sound.” I went to the 
local library and was able to check out a couple of books on 
sound recording techniques and I learned about moving coil 
microphones, tape recorders, reel to reels, and kind of just 
basic electronic theory that would go into sound recording 
techniques.

I kind of fumbled my way through that interview and they said, 
“Well, we’d like to invite you back for an interview this 
afternoon.” I can remember going away from that interview 
and thinking, “Oh, that’s pretty good. I’ve got through to the 
second interview.”

I went away and started reading up. I went into a local coffee 
shop and just started reading more and more and more. But 

when I went back for the second interview, it wasn’t focused 
on the electronics part of things or sound recording, it was 
more about, “What are your interests? What are your passions?” 
They wanted to build a story of me.

I told them about my love of film and the BBC productions that 
I’d watched and listened to on BBC Radio Ulster. At the end of 
that interview, they actually told me I was going to be invited 
for the position of trainee audio assistant. I walked away from 
that and it was like walking on air. Suddenly, I had gotten into 
an institution, the British Broadcasting Corporation, that is a 
job for life. So, on April 6, 1981, I went off to their engineering 
center, which was a place called Evesham just outside 
Birmingham, that was basically a university for all talent across 
the BBC. 

Clockwise from top left: Studying at the 
BBC’s engineering center in Evasham in 
1981; on location for a BBC’s Gloria 
Hunniford Radio Show; grabbing a pint at 
a BBC party with my friend David 
Kilpatrick; ready for a ride in Belfast in 
1986; my first car; my BBC ID card.
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And then the BBC posted you in Ireland? 
Yes. I was assigned to Belfast. And the great thing about 
working for the BBC in Belfast was that their output was across 
so many different things. They had, because of what was 
happening in Northern Ireland, a large news and current 
affairs staff. We were doing radio dramas, music, including 
orchestral, and light entertainment. I could be assigned as a 
trainee in all those different areas, but I knew that it was really 
drama that I was most interested in. I loved working in radio 
drama, I used to play in the sound effects.

What I loved about working in the radio drama was that it was 
this small group of people that would get together for the course 
of a week and then we’d be all gone. It’s similar to what we do 
today on films, go for a longer period with a much greater group 
of people, but I think that set the seeds for me loving drama.

How did you start working on dramatic productions for 
television? 
At BBC Northern Ireland, there was a senior supervisor named 
Dixie Deane, who oversaw any Television Drama productions 
that came into Belfast. I think it was ‘82 when there was a 
television play, shot on three cameras, that was coming into 
Belfast. It was with an unknown up-and-coming actor originally 
from Belfast named Kenneth Branagh. I was lucky enough to 
be asked by Dixie to be part of his team. So I was the lowest on 
the totem pole there, but that was my first experience of 
television drama. 

How long did you work at the BBC? 
I worked at the BBC from 1981 to 1987. I was pretty ambitious, 
I really wanted to work in drama. But I also worked in news, I 
did a lot of news. The great thing was that I was able to work 
in all these different areas, and that opportunity to work in 
news was phenomenal. I would say Northern Ireland in the 
‘70s and ‘80s, there was conflict there so there were a lot of 
stories. And I remember being at demonstrations and riots and 
you had to be very quick to detach from the camera operator if 
you had to run. You had to be quick on your feet. 

When was it that you started reaching out to people in 
productions overseas? 
I can remember writing to a production mixer in the UK who 
had done huge films, who never responded. So, what did that 
teach me? Well, perseverance, actually, that’s what it taught me. 
So, I wrote to Warner Bros., I wrote to Universal Studios, I wrote 
to Disney. At the same time, I applied to the National Film and 
Television School and got invited to an interview there.

So now it’s a weird time because I’m working for the BBC, but 
I’m applying for the National Film and Television School, and 
when I went over for that interview, they were extremely 
puzzled. They said to me, “You’re applying to this school, but 
people that graduate from this school want to be where you 

are,” which is in the BBC. So they basically rejected me and 
said, “It doesn’t make sense for you to come here.” 

How funny.
Yeah, but then they said to me, “If you want to work on student 
films, you can do that.” So, I actually took a leave of absence 
from the BBC to work on a short film for nothing. And it was 
called By the Sea for a director named Morris Baker. During that 
six weeks’ leave of absence, I went off to Cornwall with a group 
of students and made a short film using a Nagra on a drama. 
That was kind of my first credit; this was probably 1986.

After that, I went back to Belfast to the regular job and 
continued my letter writing campaign. Around this time, 
Miami Vice was on the air and hugely popular. I can remember 
remarking to people just how good it was in terms of sound 
and music and effects. It just looked like a big-budget movie, 
but it was on TV. You’ve got Michael Mann, who’s known for 
his feature film work and he’s now producing this TV series 
that is huge in the States and becoming huge in the UK. I 
wrote to Michael Mann and I said, “Mr. Mann, would it be 
possible to visit the set of Miami Vice on location and spend 
time with the sound crew?” And I got a letter back from him, 
I’d say it was within a month!

That’s incredible!
I can remember it coming into the crew room in Belfast with 
the Miami Vice logo and I was just anticipating this response 
where, “Thank you for your interest, but...” But no it wasn’t, it 
was, “Dear Mr. Devlin, we would be happy to have you as an 
observer when we start production in the summertime in 
August.”



You took them up on it? You visited South Florida that 
summer?
That’s right! I flew out to Miami and stayed in Miami Beach. I 
can remember sitting in that hotel room and I called the 
production office and said, “Hi, Mr. Mann has invited me to 
the set of Miami Vice.” 

I got a taxi down to the set and I can remember being ushered 
through security and being told, “Whatever you do, don’t talk 
to the actors.” And I said, “I’m not interested in the actors. I 
want to see what the sound crew are doing.” So, I was brought 
over and I was introduced to Joe Foglia CAS, who was the 
production mixer. 

I spent the time with Joe, his boom man was Jeff Blender, and 
his utility was Vince Nuccio. They were terrific. It just gave me 
a very different perspective of how crews work in the US. Just 
the size of the production. They’re shooting multiple cameras, 
they’re rigging the cars of Don Johnson and Philip Michael 
Thomas with the Ferrari. And it was just kind of, it was mind-
blowing. It was absolutely mind-blowing. The technology, the 
equipment, and also the size of it.

I went back to Belfast having been changed dramatically as to, 
“Okay, now I want to work in America. Now I’ve got to figure 
out how to do that.” So, I’m working with this amazing 
corporation, the BBC, which is a job for life, but I wanted to go 
in another direction and wasn’t quite sure how to do it.

What a challenging position to be in!
It was around November of ‘87 and I was trying to figure out 
how to make this move to working in the industry. I got a 
phone call from Joe Foglia, who knew that I had an interest in 
working in the industry. He was pretty direct and said, “Look, 
if you want to work in the US, my company does a lot of 
commercials, independent films, industrials, you know? I’ll 
give you the opportunity to work for the company. I’ll be on 
Miami Vice for nine months of the year.”

I talked it over with my mum and I decided to take Joe up on that 
offer. I left Belfast in Christmas of ‘87 to go to Miami to work for 
Southeast Audio with the idea that I’ll give it three years and if 
it doesn’t work out, I’ll go back and maybe the BBC will give me 
a job back, you know? I had a suitcase, $1,000, said goodbye to 
my mum, and headed off to Miami in Christmas of ‘87.

Wow. That’s a leap of faith!
It was a leap of faith, but it was also, you know, when you look 
back, it was the right thing to do. I was leaving a great job and 
a great organization. But I knew that I wanted to work in the 
film industry. I wanted to work in America. I wanted to work 
in movies and television.

People have said to me, “Well, what was it that got Michael 
Mann to say yes to you?” You know, it was 1987, it piqued his 
interest. It didn’t take much for him to say, “Sure, let him visit 
the set for a day or two.” But it absolutely was the catalyst that 
changed the course of my life.

You can focus it on that one thing. It’s really amazing. 
When you came to the US, it was vastly different than 
being at the BBC, working for Southeast Audio. What 
were some of the productions and experiences you 
started having when you were in the US? 
Well, it conditioned me for working really long hours, which I 
was not accustomed to. I can remember working in bank 
commercials, I did golf videos. But I was really fortunate to 
work on a television series for Alexander and Ilya Salkind, who 
would have been known for doing the Superman movies. They 
did a Viacom series from 1988 until 1991 called The Adventures 
of Superboy.

That’s where I kind of cut my teeth, working on that series. We 
did a hundred episodes with a great group of people and it was 
a lot of fun. It was a 30-minute show. Being in Belfast, I used 
to watch American TV, and on Superboy, we’d have all these 
guest stars that would come through from old TV shows I’d 
have watched as a kid back in Belfast. Doug McClure from The 
Virginian, Ron Ely from Tarzan, Britt Ekland and Stuart 
Whitman, and I would be like, “This is so cool!”

Do you recall working on your first feature?
Having worked with Southeast Audio in 1990, 1991, I had the 
opportunity to work on what would be really my first big 
feature, Christopher Columbus: The Discovery, which starred 
Marlon Brando and Tom Selleck.

After that, I was working kind of independently and did my 
first TV series for a show called Key West. It was to be the 
southern answer to Northern Exposure. It was 13 episodes, and 
Barry Waldman was our producer. My boom operator then 
was David O’Dell and Kevin Cerchiai was my utility, who 
would go on to have a long career working alongside me.
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You’ve done your first major motion picture. You’ve 
done a major television show. You have the two things 
on your résumé that are essential to get further work, 
right? What was next on the horizon for Peter Devlin? 
When I think of going into Kinko’s and trying to build that 
résumé, how do you expand it out? Now everybody is spoiled 
with IMDb. But I think I was using my experience at the BBC 
significantly to kind of pad that early résumé, along with 
Superboy and Christopher Columbus. But Barry Waldman was 
producing another TV series in LA called Dead at 21, which 
was to be MTV’s first dramatic series. It was a nonunion show 
and very fast paced. It was interesting being out in Los Angeles 
for that series.

Then I heard about a movie that was going to shoot in Miami 
called Bad Boys and tried to figure out how to get my résumé 
in front of the producers. I think I left a voicemail and basically 
said, “Yeah, I’m here in Los Angeles.” And I pressed the fact I 
was in LA working on a television series at the moment but, “I 
live in Florida and I hear you’re doing a production of Bad 
Boys.” So, I think the fact that I was working in LA but could 
work in Miami may have piqued their interest. I got a phone 
call back and got offered the job.

That approach and confidence sure paid off!
Bad Boys was so hugely significant because it was working with 
Michael Bay and that was a film I can remember. And, again, 
Kevin Cerchiai was my utility and David O’Dell was my boom 
operator. But I was so impressed with Michael. He had come 
through the commercial world and here was a director that 
was working fast and had this energy. We just had to figure out 
how to produce what I felt were pretty good tracks. And this is 
in the days of two-track recorders.

Oh, the days of two-track!
I remember always trying to figure out, “Well, what’s the next 
big thing?” And I remember asking Sony, “If I’m recording this 
on a timecode Nagra, can I have a DAT machine as well?” And 
they gave me a DAT machine. And there’s a scene in Bad Boys 
where they start ad-libbing and it wasn’t scripted. They start 
singing the old Bad Boys [TV show] theme and I just watched 
the quarter-inch tape roll out. And [that singing is in the 
movie] because I had the backup. That was on the DAT and 
not on the quarter-inch tape. Thank God I was running a 
backup!

Oh my gosh! What a horror story—and on one of your 
first large productions! From the likes of this, I would 
consider Bad Boys being your sort of breakout, “move 
to the next level” kind of movie.
Yes, it was definitely able to open a few more doors for me. Joel 
Silver came into Miami to do a movie called Fair Game which 
was an easy job to get on the back of Bad Boys.

On Blood and Wine 
with BBC colleague 
David Kilpatrick

With boom op Ricky Alvarez 
in Malta on Christopher 
Columbus: The Discovery

Recording Jacques Cousteau
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And then there’s a film that, to this day, is one of my favorite 
films to have worked on. I was probably stressed out at the 
time. In fact, Kevin will attest to this, but to have worked on 
Bob Rafelson’s film Blood and Wine with Jack Nicholson, 
Stephen Dorff, Michael Caine, Judy Davis, and then an 
unknown actress by the name of Jennifer Lopez. Scott Warren 
was my boom operator on Blood and Wine with Kevin as utility.

So, at this point, you’ve worked with some huge names 
like Brando, Nicholson, Caine. Those all stand out on a 
résumé, for sure.
Yes, but there’s a certain anxiety when you’re working with 
actors of that caliber. In ’95, ‘96, I was pretty young. I definitely 
felt the pressure of working with Jack Nicholson. He has a 
certain presence with him. He doesn’t want to do rehearsals 
and his relationship with Bob Rafelson dates back to the ‘60s, 
so there’s a sort of shorthand between them. But being able to 
be on that set, working with those actors and then seeing the 
finished film, I was just so pleased with what made it into the 
final, which I think was all our production dialogue. 

Any Given Sunday. Once again, you got the call for the 
film, which for the most part, shot in Florida. After that, 
you made the move to LA. What was it that made you 
decide to relocate?
There are films that are significant for me in terms of where I 
was going to go with my career and how I was going to do it. 

And, sadly, fewer films were being made in Florida. I knew that 
if I was to continue on this journey of doing bigger films and 
working with more recognized filmmakers, I was going to have 
to make that jump. However, there were films that opened the 
door to films in LA. 

Back in 1999, I’d heard that Oliver Stone was going to shoot 
Any Given Sunday in Florida. I had relationships with the folks 
at Soundelux. I think Wylie Stateman contacted producer 
Clayton Townsend and put in a good word for me. I spoke 
with Clayton, who had worked with and been a line producer 
on several of Oliver’s films. Since I was local to Miami, I’m sure 
that helped.

And who wouldn’t want to work with Oliver Stone on a film 
that was going to be so significant? He’s coming from directing 
JFK and Born on the Fourth of July, so every kind of story that he 
takes, he does it in a unique manner and I wanted to be a part 
of that one. And that’s of course, where you and I met, in 
Texas. 

Yes it was.
I had a pretty big sound department and that’s the first time I 
kind of got into more multi-tracking. That film was 59 days, but 
I’m sure it should have been 109 days because the amount of 
work that we crammed into those 59 days was so significant! 
What did you think when you saw us roll into town? [The film 
was shot in Miami and Texas.]

It was massive and we hit the ground running [Phil was 
a second unit boom operator]. We spent the first 
couple of days trying to keep up and learn what sort of 
expectations there were. It was a nonstop production. 
We never stopped for meals. We never did. It was just 
go, go, go, go, go! I enjoyed it. Got to meet a lot of 
great people. I saw how you worked with Sal Totino, the 
cinematographer. It was fantastic. 
So, Phil, when you talk about Any Given Sunday, there are 
scenes that kind of stay with you. There was a particular scene 
where Al Pacino gives his locker room speech, which is one of 
those speeches that still stands today and is still played today 
for teams as they’re traveling on the bus. Anytime I see that 
and hear that speech, I stop and listen to it. I can remember the 
day that we recorded it and I can remember every moment of 
that scene. It’s just that Al Pacino has such a particular tone in 
his voice, and to have been the person to record that speech 
and to have been with my team of Kevin Cerchiai and Mike 
Schmidt, there are moments that we all capture that we are 
incredibly proud of.

Was that your last Florida-based film?
I think one of the last films I did in Florida was Monster. It was 
with a young director and was her first feature—which she also 
wrote—Patty Jenkins. Charlize Theron played the serial killer 

Any Given Sunday

With Oliver Stone
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Aileen Wuornos. It was a quick production. It was 20+ days 
and had a kind of low-budget agreement with the union. But 
just to record Charlize’s performance, there were so many 
times during filming that the hair stood on the back of my head 
because she poured everything into that role.

And to work with Patty, who is an incredible collaborator and 
was, for someone just starting their career, she knew exactly 
what she wanted. I loved the fact that she was open to hearing 
from other people and other opinions. When Charlize won the 
Academy Award for her portrayal of Aileen Wuornos, it was 
another great feeling to have been a part of a film that impacted 
so many.

I recall talking to you about moving to LA.
Yeah, I think that was the last film I did in Florida and that’s 
when you and I had conversations about moving out to LA. 
And I literally said to Maureen, my wife, “I think it’s time to 
move out.” Maureen and I had talked about moving out to LA 
many times, but it’s always about the timing. Suddenly there’s 
another job, another job, can’t quite do it now. 

Then, with less filming in Florida, I was going to be commuting 
more, back-and-forth from Los Angeles. I want to talk about 
my wife Maureen here because Maureen is somebody that has 

been with me since the very first day that I went to go for my 
interview at the BBC. 

That’s just amazing.
I’m sitting in a coffee shop in Belfast preparing for the BBC 
interview and I see a group of girls coming toward me and I 
can recognize one of them. It was my future wife Maureen. She 
stopped and chatted with me and saw that I was reading a 
book. It was a book on sound recording techniques. We 
chatted further and she wished me luck. Then the next month, 
we bumped into each other in a bar at the local university. So, 
she has known me since that first day where I’m going off for 
my interview for the BBC. 

There is always a price to pay for people that work in the film 
business,  it’s not for everybody. The long hours, the travel on 
locations, but she has been an incredible supporter through all 
of my endeavors and, I’m certain, knows more about sound 
equipment and shipping manifests than she ever wanted to 
know! [laughs]

It really is a delicate balance between work and family, 
especially since much of my work has taken me out of 
California. When my son Ruairí was born, I was actually 
working in LA, which was rare, on Ron Howard’s Angels & 

Clockwise from top left: With Ruairí and Maureen in 
Paris 2022; a young Ruairí showing his credentials; 
at the Oscars with Maureen; in Tokyo in 2005 for 
The Fast and the Furious: Tokyo Drift (we thought it 
was so unusual to see people masked everywhere 
and this was very much pre-pandemic); with Ruairí 
as my sound trainee in 2008.
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Demons. I had to leave set swiftly to get home since Ruairí was 
on his way!!! I was so fortunate that you were on standby. You 
sat down in front of my mixer and it was a seamless transition!

That was such an exciting time.
But a lot of my work now is outside the state. But back then, 
Maureen and I had literally just arrived in LA when the very 
first job I got offered wasn’t in LA, it was back in Ireland! It was 
to work on the Bruckheimer film King Arthur that Antoine 
Fuqua was directing. Maureen once again had to deal with 
figuring out LA. She was able to join me for a period of time in 
Ireland, which I think was the first time I’d worked back in 
Ireland since I’d left in 1987.

I remember the conversation of, “I know we’ve just 
gotten here, but I have to go.” Your career, it’s amazing. 
The list of movies and directors. Is there a standout 
film that you find yourself remembering time and time 
again? 
There are moments from all these films, whether it be Bad Boys 
or Pearl Harbor or Any Given Sunday. But I’ve always been a fan 
of the TV series Star Trek, along with some of the movies. So 
imagine the feeling when I got the job to do the J.J. Abrams 
reboot. That was hugely significant for me. To be on the set of 
the Enterprise in 2007, to see that captain’s chair, to see this 
new cast, and then to record Leonard Nimoy as Spock, I can’t 
say how significant that was. Every time I went to set, I would 
say to myself, “I can’t believe I’m working on Star Trek.” I was 
the person to record Leonard Nimoy’s last performance in that 
character of Spock. I was also able to work with Patrick Stewart 

on the TV series Picard, which is also an amazing thing to be 
able to say.

I remember you reaching out to me the night that you 
recorded Spock saying, “Live long and prosper.” You 
were so excited.
The first assistant director was a Scottish AD named Tommy 
Gormley who knew I was a Star Trek fan. I was reticent about 
going over to talk to Leonard Nimoy, but Tommy dragged me 
over and said, “Leonard, Peter. Peter’s the sound mixer. He’s a 
big fan.” And that allowed me to have a lovely conversation 
with Leonard. And then Nichelle Nichols came to set and J.J. 
knew that I was a big fan and he brought her over to meet me, 
which was amazing. So that film and then to have worked on 
Star Trek Into Darkness with that cast for a second time, just 
yeah, there are times where you just pinch yourself, you know? 

And to have those personal connections with the films.
I remember watching Transformers during one of the early 
screenings. Seeing the audience react to something you’ve 
worked on like the very first transformation for Optimus Prime 
where people in the theatre went crazy and to say, “Well, you 
know, I was there, I was a part of that film.” That’s a film that 
has had popularity and has impacted people all around the 
world. And then most recently to have worked on Black 
Panther with Chadwick Boseman and then Wakanda Forever, 
none of us knew that sadly we were going to lose him, but just 
the significance of that. That film became a movement. It was 
a film that impacted people.

Star Trek with Leonard Nimoy

In the Captain’s Chair on Star Trek Into Darkness



There’s something about sitting in a movie theatre or watching 
a show on TV that you’ve mixed, that you’ve been a part of. 
Doing sound has allowed me to be a part of that theatre or of 
what gets people to sit down in front of the TV at night to get 
lost in the story, the characters, and the places. There are times 
I can’t quite believe the career that I’ve had and the films that 
I’ve worked on.

Let’s shift gears a bit and touch on your process and 
the experience that you go through when you accept a 
project. 
Well, I’ll talk about the most recent film being Black Panther: 
Wakanda Forever. When I got that script early on, you really 
look at all those clues that are going to impact the sound 
department. One of the early scenes takes place with divers in 
atmospheric diving suits on the sea floor. So immediately you 
think, “Is this going to be kind of a Poor Man’s Process, are 
they actually going to be underwater? Is this going to be a 
splinter unit, second unit? Where are these diving suits being 
sourced from?”

Also, there’s an intricacy with the costume design in a film like 
that. We had early conversations with [costume designer] Ruth 
Carter. With Ruth, she went through all the different characters 
and all the different looks, probably a month ahead of time, to 
give me ideas about where we would be able to integrate our 
mics into those costumes.

Every film has a different level of breakdown. Some can be quite 
straightforward, and others can be more complex. For a film like 
Poolman, which is Chris Pine’s debut, it’s a small-budget film, 
with practical locations, and no money for traffic control. So, 
then you’re coming up with ideas for [noise] mitigation.

What is something that less experienced mixers may 
overlook?
Every sound department has to have good relationships with 
other departments. Whenever you’re looking through the 
script, you’re looking at all those relationships and all those 
people that you’re going to have conversations with. Preparation 
is everything. I always love to visit locations well ahead of time, 
because there are times where there’s a resistance to going out 
to do tech scouts, which I just don’t understand.

We lean so heavily on other departments, in particular 
costume. A costume change can impact what we do. A location 
impacts what we do. That third camera impacts what we do. 
And they’re always thinking about speed efficiency and they’re 
not always taking into consideration how that impacts us.

To successfully accomplish everything, you have to have a good 
team. I’ve been very fortunate to have very talented people with 
me through the years. For example, on Thor, I had Kevin Hyde 
on boom, who was just a great boom operator on set and had a 

great relationship with [director] Kenneth Branagh. I know they 
talked about soccer, big soccer fans. It’s all about putting the 
right people together with you on the team.

There are just so many factors that go into that kind of 
preparation. Kevin Cerchiai, who was with me back on that TV 
series Key West, is so detail-oriented. That brings a greatness to 
the end product for what I do in terms of that preparation and 
focus.

At Tyler Perry 
Studios  
with David 
Raymond  
and Jenny 
Elsinger  
on Black 
Panther: 
Wakanda 
Forever

At 10 Downing Street with Kevin Cerchiai and 
Kevin Summers on Transformers: The Last Knight

On Kong: Skull Island with Ben Greaves
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With Kevin Cerchiai at the 007 Stage

David Raymond is a terrific boom operator who brings his own 
character and personality and great relationships to all those 
people he works with on set, which will ultimately affect what I 
do. This business is all about relationships and David Raymond 
would quote to me, “What’s this business about? It’s about 
relationships.” 

You’ve been a member of the Cinema Audio Society for 
quite some time. When did you first join? 
I got a letter after I did Any Given Sunday, telling me that I was 
nominated for a CAS Award. I didn’t know the CAS, I was 
unfamiliar with the organization. But when I came out and they 
were having the reception at the Universal Hotel over at Universal 
City and I was surrounded by the best of the best, I couldn’t quite 
believe that Any Given Sunday got nominated and that I was out 
there.

I remember Warren Beatty was one of the presenters that 
evening. I was there with Maureen and her sister, Dorothy, and 
just seeing that there was an organization that was devoted to 
what we do. I had an amazing evening. We didn’t win that 
evening, but I just felt very privileged and honored to have kind 
of made the grade.

With that, the CAS extended an invitation for me to join the 
organization. And I said, “Sure, I want to join this organization 
and learn more about it.” It was the first of a few more 
nominations and it is an organization that I’ve been on the Board 
of and have watched it over the past 20 years turn into a 
membership 1000 plus strong with representation from all across 
the world.

And to see how it has touched many people’s lives, whether it be 
in the student awards, celebrating filmmakers and nominees, and 
also career achievement awards. David MacMillan, Paul Massey, 
Andy Nelson, Doc Kane, all these towering figures. It’s an 
organization that I feel great to be a part of. 

I’ll be completely honest; you’ve been my mentor since 
we first worked together. Can you talk about mentoring?
I know that when Dixie Deane in Belfast took that chance on me 
to work on the play with the then unknown Kenneth Branagh, he 
changed me. He helped me. He put me on a course. And you 
don’t know it at the time because you don’t know what the future 
holds for you. And there are people that we come into contact 
with that we can also influence. I’m doing it now with some of 
the kids that have graduated from the Academy Gold program.

I can remember David MacMillan when he received the Cinema 
Audio Society’s Career Achievement Award, just talking about 
those people that he worked with and that he then pushed on to 
become mixers. And I think we’ve all influenced people in that 
regard, though you’re not aware of it at the time.

On Chris Pine’s directorial 
debut, Poolman, with David 

Raymond and Chris

Last Days in the Desert with Ewan McGregor



Transformers

Mike Piotrowski, who worked with me as a boom man on 
several films is now mixing, as is George Flores who had been 
a utility with me. Kevin Cerchiai didn’t go onto mixing, but  has 
trained and influenced many people. So, we all have this zone, 
this range, where we affect and impact people in ways that we 
don’t always know.

When I met you on Any Given Sunday, I know there was 
something about you that made me think, “This guy is good. 
This guy knows exactly what needs to be done.” And I had 
absolute faith in you. And there are people that I have worked 
with in the past that are just at the top of their game and that 
you could go anywhere with them.

Do you have someone that you consider a mentor? 
I could give you a long list of mixers that I have looked at, and 
I have looked at their work and would love to have talked to 
them about it. You know? At the BBC, it was Dixie Deane, John 
Lunn, Ian Burns, and Arthur McClintock, they were all  
working in different areas of sound, whether it be TV drama, 
music, or sports. All are very different, but they taught me 

different skills and influenced me in a way they are probably 
unaware of.

Once I came out here, you’re on your own, you’re figuring it 
out on your own, but whose work that I would look and that I 
would listen to, you know? I can remember watching Wind 
and I wanted to sit down and talk to Drew Kunin because I had 
no idea how he got such great production tracks on that film. 
When I saw Hal Ashby’s Being There, I loved that film and 
would have loved to have talked to Jeff Wexler. And I now 
know Jeff Wexler through the CAS and through living in LA. 

When you talk about mentors, it’s almost like they are 
influencing you in a subliminal way, because all their work has 
influenced me through the course of the last 40 years. Like Jim 
Alexander doing the sound for Star Trek II: The Wrath of Khan 
and my now knowing that he did Clint Eastwood movies and 
some of the early Dirty Harry movies that I was so crazy for.

Bill Kaplan, working on Back to the Future and Tony Scott 
movies. I mean, I can tell you with Top Gun, I remember the 
theatre and who I went to see it with in Belfast in ‘86! And I 
remember walking out of that theatre saying, “I want to work 
on those types of movies. I want to work for that guy, Don 
Simpson and Jerry Bruckheimer,” never knowing what the 
future would hold. But it held the fact that I was going to work 
for Simpson-Bruckheimer on the first Bad Boys.

Give us some parting words on what the CAS Career 
Achievement Award means to you, the CAS and our craft? 
I’ve been doing sound since 1981. I’ve been working in features 
since about 1991. I count Christopher Columbus as the first one. 
Here in 2023, if I look at the length and breadth of the type of 
films that I’ve done over the course of the last almost 30-plus 
years, there’s been interesting choices and films that I’ve 
certainly been proud of.

But to be acknowledged at this point in my career by an 
organization such as the Cinema Audio Society, an organization 
that I joined over 20 years ago which has recognized people 
whose work has influenced me, and now to be one of those 
people, is just such an honor. And looking at that reel, looking 
at those clips, your life just flashes before you and you can’t 

quite believe, “Wow, there’s almost 30 years there.”

So, to have this award from my peers in this organization 
and to now have been a member of it for 20-plus years, 

I can’t thank the organization enough. I still can’t quite 
believe that I’m at this point in my career to be 

considered for such an honor. So, thank you very 
much to the CAS for this moment.

Filming Last Days 
in the Desert
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A Peek Inside 
Score Mixing
West Side Story
(2021)

Coming off a great interview for the Winter 2023 CAS Quarterly 

with masterful scoring mixer Shawn Murphy, I wanted to pick 

his brain about working on the sole musical nominated in last 

year’s CAS Awards “Live Action” category, West Side Story. 

Following are some excerpts from our discussion.

What was it like working on the updated 
West Side Story?

It was obviously a huge gift to be able to work on a project 
like that. Especially with Steven [Spielberg] and his 
people, who are all just absolutely the best. 

Where did the recording take place?

The recording was done initially in New York. It would 
have all been done in New York had it not been for the 
pandemic. We were down to one final group of sessions 
which was due to take place in March of 2020. The week 
before, we were going to travel to New York [but we] all 
went home and stayed home, in our case, for about three 
months. We were really fortunate, in terms of our 

production, to get back to work in mid-to-late June. We 
did our pickup sessions in July and August in Los Angeles 
with a different orchestra, on a different stage, and with 
COVID spacing. The challenge was to integrate that 
material with the on-camera performances.  

I can imagine it was challenging to match—
kind of like matching ADR to production 
dialogue.

We have this material from New York, all of which had 
been recorded and mixed all in one. Now we’re doing 
[overdubs] with the LA Philharmonic at Fox with space 
settings that had to match because a lot of it was intercut, 
so that was a challenge. 

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

Were vocals re-recorded after the shoot, or did 
they pretty much use the pre-score?

We pre-recorded all the vocals, of course, because you 
have to have control. The initial idea was that there 
weren’t going to be any production vocals used in the final 
product. But, of course, that went by the boards [because] 
a lot of the production vocals [recorded on the set] were 
very good. We actually wound up using a combination of 
pre-recorded vocals, production vocals, and a few post 
vocals, but not too many. [In the Fall 2020 CAS Quarterly—
available under the “Publications” tab on the CAS 
website—production sound mixer Tod Maitland CAS 
discusses capturing production sound for musicals, 
including West Side Story in his article “Musicals, by the 
Numbers.” It’s a very interesting and insightful read. –Ed.]

That must have resulted in a good deal of 
editing—and options!

We had a really great editor named David Channing who 
did all the vocal editing. Brian Chumney from Skywalker 
was our supervising sound editor and David and Brian 
worked together. And they did an absolutely impeccable, 
beautiful job on those vocals. And so, I defy you to tell me 
what came from where. 

I’m sure the re-recording mix had a big part of putting it 
in space, and it was Andy Nelson CAS. Of course, Andy’s 
a great re-recording mixer and he took a lot of time 
making sure everything matched and the perspectives 
were right. Joe E. Rand and Ramiro Belgardt were our 
music editors. It was just a really magical result. We were 
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able to bring forward a lot of detail in the scoring and 
orchestration that you never heard before.

I was wondering which orchestrations they 
used. I know Bernstein was unable to orchestrate 
the Broadway show, but was happy with it, 
but he wasn’t happy with the original movie 
orchestrations. Did you go back to the 
Broadway, the theatrical, or were they 
rearranged? 

No, it was mostly the Broadway orchestrations. Dave 
Newman was our music director and is a real expert on 
that material. He’s conducted live versions of it all and is 
familiar with both the Broadway and the film. It’s true 
that Bernstein didn’t care for the film. Everything was 
puffed out for the earlier film, even though it was the 
same guys, Sid Raymond and Irwin Kostal. If it was 
originally six violins, now it’s 30! 

A lot of composers would be happy about 
that! But I do know they went to some 
ridiculous number of baritone saxophones, 
like five instead of one.

Producer/arranger David Newman and the New York Philharmonic  
during the recording of West Side Story.
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Yes, it was as if it was one xylophone, it was now four. 
It was that kind of thing. It went back to the original 
scope of but not the size of. They’re basically playing 
the Broadway charts with a larger orchestra. So instead 
of six or eight violins, we had 22 violins. The original pit 
orchestra, I think, was 36 players. We had 88 pieces, but 
the parts were the same. 

How was it working with conductor Gustavo 
Dudamel? 

Gustavo is great, he’s a lovely guy. I’ve worked with 
him a little bit with the LA Philharmonic and he’s very 
enthusiastic. He’s a super-gifted musician and his 
support, just in terms of the energy and attitude, was 
spectacular. He really contributed in that regard. Dave 
Newman was also there the whole time, and Dave’s 
input was super beneficial in terms of getting the 
scoring sounding right.

If I recall, one of his first recordings that did 
well internationally was the orchestral suite 
from West Side Story [the “Symphonic 
Dances”].  

Gustavo Dudamel conducting the New York Philharmonic 
during the recording of West Side Story.
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Yes. We had great percussionists both in New York and 
in LA. The percussion element was handled really well, 
and Gustavo was intimately connected with that.

It was a really positive group effort in terms of the musical 
team and the sound team, and the film production people 
couldn’t have been better, really. 

Was pitch correction involved with any of the 
singers?

I wouldn’t say no, but it’s a normal technique if it’s done 
tastefully, and our approach was to never overdo it. If 
push came to shove and it didn’t sound good, we 
wouldn’t do it. We would either find a different take or 
leave it be. It’s like editorial. You’re going to cut between 
takes. It’s not unusual, it’s not magic. It’s just what we do 
every day.

We had the performances from the pre-records, we had 
the performances off the set, and it all had to get 

intermingled and made musical. And that’s again where 
David Channing came in to his own.

Did you end up mixing in a home studio at all 
during the pandemic?

No, I don’t, ever. I don’t mix at home. At all. Period.

I have gear at home to listen on, so if something comes in 
that I need to listen to or evaluate, I have a couple of good 
systems. I’m just not in favor of having the home studio 
where you go down in your pajamas and slippers and 
mix. I don’t want to do that.

I’m assuming you use plugin reverbs. Is that 
correct? 

We do. It took a long time for the plugin reverbs to sound 
good enough, so we [stayed with] hardware reverbs, and 
we still do. In Boston, we use our hardware reverbs for 
this. We use a Lexicon 960 and a Bricasti, and some 
people like the TC Electronic 6000. 

Conductor Gustavo Dudamel, choreographer Justin Peck, and director Steven Spielberg.
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The plugins now have gotten a lot better. There are 
LiquidSonics, Bricasti mimicking plugins. The Lexicon 
and Exponential plugins are good, too.

With the increasing power of the computers, we’ve been 
able to go to the plugin reverb. It’s nice because if you 
carry your mix to a different studio or a different location, 
you don’t have to worry about the outboard gear being 
the same.

Are you using 5.1 versions of these, or are you 
using stereo pairs?

Well, for orchestras, I don’t care for the 5.1 or 7.1 or 
Atmos versions very much because they don’t localize so 
well. They tend to blur your front localization to the point 
where it’s not what I really would like to hear. So I am 
stuck with multiple stereos for the orchestra, including 
multiple stereos for the Atmos. 

That means that we often use up to six stereos for one 
setup for the orchestra, and that helps us keep our 
localization and depth very solid. I prefer it; it’s just me. 
There’s no rule about that or anything like that. Normally, 

when we did 5.1 mixes, we’d use three pairs, with one 
side of the stereo panned Front Left and the other side 
panned Surround Left. Then you assign your reverbs 
based on the localization in the room. And guess what? 
Everything stays put in the sound field.

What other plugins do you use for EQ, 
compression, or limiting?

We use all of the Universal Audio package. We use 
Massenburg DesignWorks for equalization a lot. We use 
the Oxford series a lot. We use the new, Eventide SplitEQ. 
That allows you to equalize the fundamental and the 
harmonic separately, which is nice. We use the Brainworx 
Audio bx_subfilter. None of it is very top secret. It’s all 
kind of normal stuff.  

Do you use compression at all? 

Not on orchestras. On produced material? Yes, of course. 
Sometimes on choirs we [use it] to kind of pack it in a 
little more solidly. And, certainly on guitars or things that 
need to kind of sit in the mix and not wave around too 
much.

Actress Rachel Zegler with music producer Jeanine Tesori.
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Scoring mixer Shawn Murphy

predetermined, but the other two are at large. You could 
have another supervising sound editor. You could have a 
scoring mixer. You might have another re-recording 
mixer. Whatever the producer feels should be submitted, 
they can submit it to the Sound Branch Committee, and 
they can approve it.

That’s what they did in this case for West Side Story. We 
were really happy that it went through that way and the 
intent of that rule change actually took place. It’s not 
about me. It’s much more.     

I know it’s been a year, but congratulations 
for your Oscar and CAS Award nominations 
for the film!

Because of the rule changes in the Academy, West Side 
Story was the first time that a scoring mixer was actually 
allowed to be nominated.

At the CAS, we have the scoring mixer in the 
list of eligible nominees. 

When Les Miserables came out, my very good friend 
Jonathan Allen in the UK did all of the scoring mix and 
most of the vocal production, too. That picture won many 
awards, but he was not included in the nominees. I called 
my friend Scott Millan CAS and several other people who 
are in the Sound Branch at the upper echelon, and I kind 
of screamed at them. I said, this is not fair. It’s not right 
that the person who’s responsible for everything about 
how it sounds is not included. 

It took a few years, but the Sound Branch, when they 
combined the two awards and they said, “We’re still 
going to have six statues; we are going to predetermine 
production mixer, supervising sound editor, and two 
re-recording mixers.” Four of them are going to be 

Actor Mike Faist with music 
producer Jeanine Tesori.
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by F rank Mor rone CAS

On May 18, 2022, Signs of Life premiered in the 
Samuel Oschin Planetarium at Griffith Observatory. 
Ticket sales for the planetarium prior to the pandemic 
were 400,000 annually, led by Centered in the Universe, 
running 8-10 shows a day for 15 years. 

In 2019, Michael Phillips Keeley CAS was approached 
to mix Signs of Life. Keeley has mixed thousands of 

SIGNS OF LIFE AT

Griffith
 Observatory:

episodes of TV, along with numerous films, video 
games, and documentaries. He built Sound Striker Post 
in 2015 as a Dolby Atmos studio and has recently 
worked on projects like the Emmy-winning doc, NASA 
& Space X: Journey to the Future, which was also 
nominated for a CAS Award. Keeley has done immersive 
mixing at the Sony Pictures Cary Grant Theater, has 
mixed Jonsi’s (Sigur Ros) latest album Obsidian in 

MIXING IN 28.1
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When were you approached to do this project and  
what was the workflow like?
I was working at Media City Sound at the time and was 
approached by Alan Ett and Scott Liggett to mix Signs of 
Life in 2019. We went into the planetarium, got the 
blueprints, and started looking at the speaker layout. 
After that, I tried out different planetarium mixing apps 
that were designed for spatial placement. However, they 
were mostly PC-based and there wasn’t really one that 
made sense to my workflow. They also didn’t seem very 
flexible or versatile to me. I figured at that point, I’ve been 
on Pro Tools for 20-plus years, as well as a beta tester with 
Avid and thought, “I can make this work.” 

So, I started going down the rabbit hole of how to pre-
dub in my 9.1.4 studio and then up-mix it to 28.1. I 
decided that utilizing Pro Tools with Ambisonics would 
be a better workflow for me. I got some help from some 
great people who were familiar with the format, including 
Ceri Thomas CAS and Jamey Scott. They recommended 
I check out the plugin Harpex. I started using Harpex and 
implemented it into my template and used it to up-mix 
from my setup to the planetarium system.  

Dolby Atmos, and has worked with RH Factor on 
shows like Big Shot and Goliath.

I’ve had the pleasure of hearing my mixes in Keeley’s 
room, which was tuned by Andy Potvin CAS from 
Dolby, and have been impressed by the pinpoint and 
sonic accuracy. During the pandemic, Dolby was bringing 
clients to Michael’s studio for referencing mixes. Knowing 
his familiarity with immersive audio in commercial 
facilities, I spoke with Michael about his adventure 
mixing for a planetarium. 

You have been into immersive sound right from 
the beginning and built your studio as an Atmos 
room. Who influenced you with that?
Marti Humphrey CAS was a big influence. He was an 
early adopter of the format, along with Tom Marks CAS. 
Marti was always on the forums, and I was intrigued by 
what he was talking about. Once I heard an Atmos demo 
on his stage, I was totally blown away. Also, Tom Marks 
built an Atmos room in his home studio when I had 
started to build mine in 5.1. After seeing and hearing Tom’s 
room, I changed my mind. It had to be an Atmos build.

Re-recording mixer Michael Phillips Keeley CAS
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What were some of the other challenges involved?
On top of the routing and up-mixing challenge was that 
I was also pre-dubbing with a flat screen reference video 
of a sphere. So, when an object is going from the bottom 
to the top of the screen, I’m actually panning from the 
front of the room to the back because the audience in the 
dome will be looking up at the planetarium’s sphere and 
not forward like a movie theater. That was definitely 
something I had to get my head around and get used to. 

One tool that really helped was the 360 panner by 
Audio Ease as it has a layover screen. When a planet goes 
whooshing by, I could draw the movement of the object, 
which helped with the visualizing and timing of panning 
the objects. 

Dan Radlauer, the composer, 
had to adjust his approach to 
composing to a sphere instead 
of a flat image. We both agreed 
to create a concert-like space 
and not move and pan 
instruments too much. 

Let’s talk about the 
planetarium’s layout. 
With the speaker layout, you 
have the LCR up front with 
the sub, with a narration 
speaker (Voice of God) next 
to the center speaker, a lower 
ring of 10 speakers sitting 
about six feet above ground 
level, a middle ring of 10 
speakers halfway up, and 

then four speakers at the top of the dome. 
The speakers are as follows: RSL Left, Center, 

and Right speakers, one Narration Meyer CQ-1 
speaker, four Meyer UPA-1P Surround 
speakers, 10 Meyer UPA-2P Horizon speakers, 
10 EAW UB 12Si Side Fill speakers, and two 
Meyer USW-1P Subwoofer speakers.

This show has live narration, how did 
you deal with that?
That was probably one of the biggest challenges 
of this project. At the start of the project, I was 
mixing to a temp narration that helped mold 
the timing of the peaks and valleys of the mix. 
We would then send the pre-dub mix to 
performance director Chris Shelton, so that 
they could start to rehearse with the pre-dub.

The show has 1 of 12 narrators who are 
rotated for the shows, and each has a wide 

range of timbre and projection between the male and 
female voices. They all go through 50-plus hours of 
rehearsals with Chris to lock down their timing since the 
mix can go from a quiet whisper to a sonic boom within 
seconds. With this, the show is a live performance rather 
than a film, as it gives you a unique experience every 
time you see it. 

How did you mix the narration into such an 
immersive space in 28.1?
At first, we were going to use the narration speaker and 
mix it like a film with the narration coming from center. 
But because the audience is sitting in a circle, certain 

Setup at Sound 
Striker Post with an 
Avid S3 and iPads 
utilizing Sound Flow. 
The video is projected 
flat, representing the 
planetarium dome.

The dome’s speaker layout.
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areas of the room did not always hear the narration as 
clearly as intended, so we decided to utilize the middle 
ring of speakers to deliver the narration.

With the pre-dub, we had a narrator recorded in a 
booth who was nicely isolated. With the live show, we 
now had live narrators, with some wearing masks. We 
ended up doing multiple tunings and EQ’s for the 
narrators, as well as trying out different mics to avoid 
feedback from the speakers above when the narrator 
walked around the room. The final choice for the narrator 
microphone was the DPA 4188 DC-F-F34-MH. 

As I mentioned earlier, trying to get the more dynamic 
parts of the soundtrack to time out with the different 
narrators and not step on their lines was interesting. 
There was a flute line we removed in one of the revisions 
and the narrator noticed it immediately because that was 
one of the cues that he took for his next line. It was a fine 
balance between the music and sound effects and 
making sure to leave the room sonically open so that 
there was always a space for the narrator. The composers 
also did a great job with the score, shaping their music to 
leave space and choosing instruments during the score 
that complemented the vocal range.

What about the music and SFX, how did you 
approach placing them in the planetarium?
We decided to mix the music so that you hear the dry 
source from the LCR, and then I used different plugins 
like Nugen Halo and others to up-mix to the lower, 
middle, and top speakers that would surround the 
audience to sound as though you were in a Cathedral 
Hall. Occasionally, throughout the show we would pan 
certain instruments around the dome utilizing all 
speakers to get a sense of movement with a featured 
instrument. 

For the SFX, we kept the ambiences in the lower ring 
for the most part. But with the sound design, we utilized 
the lower, middle, and top speakers for objects that would 
pan and fly around the dome, as well as give a sense of 
moving up and down. One of my favorite sound design 
moments that Jon Schell did was that when you enter in 
the crevasse of a planet, the audience actually feels as 
though they are sinking into the crevasse. The sound 
pans from the lowest speakers to the highest speakers.
Dan Radlauer also made a good point in which he noted 
that the creative team members on this show have 
scientific backgrounds and initial discussions were along 
the lines of “there is no sound in space.” Eventually that 
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changed, recognizing that this is entertainment and we 
needed SFX. 

How many tracks of sound did you end up with 
in your session?
There were about 700 tracks, including the stems. Since 
this was a single person mix, I really utilized SoundFlow, 
which has been a huge help. I use multiple iPads all 
programmed with SoundFlow and it helped navigate 
through such a large session. 

You must have a fairly powerful system to be able 
to handle the number of tracks and plugins and 
DSP required to run a session of that density and 
play back the stems.
When I started this project, I actually had a 2009 Mac Pro 
with three HDX cards. At the end of 2019, I transitioned 
into a 2019 28-core Mac Pro with three HDX cards and 
384 GB (not a typo) of RAM.

That helped tremendously in handling the processing 
power needed for a session this big. Even though the 
planetarium had a powerful Pro Tools system, I had to 
pre-bake a few things before taking the session to the 
planetarium as their system was running native with no 
cards and I had to make some minor DSP adjustments.

How were your source tracks delivered to you?

The sound design by Jon Schell was delivered in 5.1 and 
stereo with mono tracks and separate LFE enhance 
tracks in a Pro Tools session. The music was done in 
Logic and Dan Radlauer delivered 70 stereo pairs of 
virtual instrument music splits plus a 60-piece orchestra 
of live stems.   

Did you do any of the sound design work?
Jon Schell did most of the sound design while I did the 
occasional sweetening to enhance the mix, mostly for 
panning and low-end elements for the LFE.

Let’s talk about the final adjustments that were 
made at the planetarium versus the prep you did 
at Sound Striker Post.
Sure. A lot of the legwork was done at my studio. We 
would have the composers and producers come to the 
studio and listen to how the music and sound design was 
working with temp narration and see where we could 
feature the music or sound design. 

Once we were finished with the pre-dubs, the only 
time we could get into the planetarium was at night 
because pre-pandemic, they were running shows for the 
public all day. So, we would be able to mix from 9:30 p.m. 
to around 3 a.m. The translation from my studio to the 
planetarium worked really well but there were areas that 
we had to work on. We use JBL’s in my studio and the 
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planetarium uses Meyer speakers. The dynamics of the 
mix matched pretty well but I had to adjust and add more 
low end. The reverbs felt bigger in the dome since there 
were more speakers delivering the reverbs, so we toned 
those down a bit.

Were you bringing your Pro Tools session to make 
final adjustments and did the planetarium have the 
same setup for outputting your final stems?
Yes, I would bring my drive with the full session, along 
with the 28.1 bussing and I/O configured. The planetarium 
had a full Pro Tools rig which was housed in their 
machine room downstairs. The techs would run cables 
for me so I could have control through my trackball/
keyboard, Avid S3, CPU monitor, and projector. We 
projected a 16:9 image onto the dome so we could start 
and stop to work on sections. 

When working with the full dome setup, it would take 
approximately two minutes each time we would stop and 
start to sync the projectors up visually. Once we started 
locking down the mix with the temp VO in the dome, we 
started to have a live narrator come in so we could adjust 
and work through the scenes and their timings. It helped 
having the single 16:9 projector because we could start 
and stop and make adjustments quickly. 

Once we got it to the point of locking all of the timings 
for the narrator’s performance, we would run the show 
using the six Christie projectors collectively and project 

the show at 8K 60 fps on the dome. At this point, we 
could start adjusting the balances and pans of the objects. 

While the show was running, we would move around 
and listen at different seats to see what was working and 
what needed adjusting. Obviously, not every seat is going 
to be the optimal listening position, but we would average 
it out as best as we could.

I guess after this project, it makes going back to an 
Atmos show seem relatively simple!
Ha, yes, in a way, but this was a dream project to work on, 
though it came with a bunch of challenges. It was such a 
pleasure to work with such a smart, creative collective 
focused on getting the same end result. It was also such 
a unique experience at times. For example, leaving the 
Observatory at 3 a.m. and seeing deer hanging out on the 
front lawn while hearing packs of coyotes howling in the 
distance.

“While space may be silent, our show relies on sound. 
Signs of Life has a highly cultivated sound mix for its 
music, effects, and narration to immerse the audience in 
the story.”   

—MARK PINE, DEPUTY DIRECTOR, GRIFFITH OBSERVATORY

Signs of Life is currently playing at Griffith Observatory. 
Others who worked on the project include the audio 
production team: sound designer Jon Schell; composers 
Dan Radlauer, Alan Ett, and Scott Liggett; and producers 
Bob Niemack and Dawn Fidrick. 

To learn more about the immersive exhibit, visit: 
https://griffithobservatory.org/planetarium/signs-of-life/

Michael with the Zeiss 
Universarium Mark IX 

star projector.
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PREP AS PART OF PRODUCTION

Technology, delivery mediums, genre, and other elements 
greatly affect how we approach a project. As a result, not 
all sound mixers are doing prep in the same way or as 
would have been a regular part of the job “back in the day.” 
Pondering this, I reached out to some fellow production 
sound mixers to get their thoughts on “preparation as part 
of the production,” and spent time with four.

CAS Career Achievement recipient Jeff Wexler CAS is retired but spent most of 
his professional sound life working in film. Tod Maitland CAS has more than 100 
credits, primarily in film. Phillip W. Palmer CAS spends most of his sound time 
working on high-level television programming. And Scott Farr CAS, with more 
than 150 credits, runs the gamut of television projects from scripted to run-and-
gun to reality to documentary, seeing a different landscape every month. 

The more we talked, the more I could see that prep really is production. Inevitably, 
we wound up telling production war stories. While these chats may be better 
suited taking place with a comfortable beverage in hand, I’ve compiled some of the 
advice and takeaways from this really cool crew of production mixers. Some of the 
contrasts are stunning.

It starts with the script… 

Jeff Wexler CAS: I try and read the script first, just as I would read a novel or 
short story, just to get a sense of what the end product should be. There were some 
jobs that I rejected because I just wasn’t interested in being involved with the story 
at all. But for the most part, I would never turn things down just because it wasn’t 
my politics or my feelings about society or whatever. 

Next, I would go into the interview and 
they would ask me questions about certain 
scenes they had already decided might be 
trouble. “How would you do that thing…” 
In the early days, I would try to give them 
some sort of coherent answer to not lose 
the job. Later on, when I would get those 
questions, I’d had enough experience 
where I almost always had a really good 
answer because there wasn’t any scene 
they were proposing where I hadn’t 
already done something similar. 

Then, if I actually got the job, I would 
start to break down the script for sound, 
highlighting every area where I might 
have to have a discussion with the art 
department, music department, or 
director to see what they have in mind 
for a particular scene and that would let 
me know who I needed to speak with. I 
would try to have those conversations as 
early as possible. Sometimes I would have 
conversations with the picture editor, who 
was usually on the job, but rarely with the 
post sound people because they usually 
hadn’t been hired yet. 

Later on in my career, I wound up 
working on movies where we had a lot 
of the same people in post. There is some 
value in that, where everybody is already 
thinking about that one scene that might 
be a problem if we do it this way as 
opposed to that way. 

I was talking with some younger mixers 
and even some veteran sound mixers 
who ended up doing mostly episodic 
TV, which is different kind of work 
from feature films. [However], they are 
somewhat merging now, which is not 
necessarily a good thing, as the direction 
feature films are going is toward episodic 
TV. I asked one person about their script 
breakdown and they asked, “What’s 
a script breakdown?” because they’d 
never done it. Another said, “I read it 
and I count the number of people in each 
scene, because I want to make sure I have 
enough wireless.” That’s something I 
never did. In 46 years and 80 feature films, 
never.

by G. John Gar re t t  CAS

Jeff Wexler CAS



Tod Maitland CAS: Prep obviously includes 
reading the script and breaking it down. If there’s 
anything really interesting, like if you have really 
big scenes with a lot of people, prepping for that, 
and also talking to the wardrobe department.

The great thing is we all have great people who work 
with us, and my two guys, Jerry Yuen and Terence 
McCormack Maitland, are very good. They also read 
the script and look for things that we might need. If 
there’s a scene where there’s going to be 50 women 
in heels, we have to stock up on shoe things, heel 
cups, and all that. If it’s going to be windy, we have 
to figure out windscreens and so on.

Phillip W. Palmer CAS: The best things I can do 
are to get as much script time as I can beforehand. 
[However], a lot of times that’s difficult because 
they’re writing right up to the shoot or they’re 
keeping things tight to the vest. And [also having] 
a meeting with the director to find out what their 
expectations are, how they like to communicate, 
do they not want to communicate, and of course, 
location scouts.

Scott Farr CAS: I am setting up to do a job 
Friday on the beach; my favorite place in the 
world to work—equally like desert, airport, 
under the freeway, on the freeway, etc. [laughs] 
A helicopter is going to land on the beach. Two 
A-list actors are going to step out of the helicopter 
and walk up the beach to a resort, and that’s the 
entire day. And there’s no dialogue scheduled, but 
you know what will happen! I’ve seen six emails 
saying there’s no dialogue, we’re just recording 
the helicopter, so we’ll see!

We don’t all get to scout…

JW: Once formal pre-production starts, I would 
always make sure that I was included in the tech 
scouts. For most of my career, I was always allowed 
to go on the tech scouts. It was always a paid day. 
Sometimes there was a whole week of tech scouts, 
something that I know has changed drastically 
now. Episodic TV is totally different. They don’t get 
the scripts sometimes until the hour before they’re 
shooting or it’s a different director coming in, etc. 
On the tech scout, I’m looking for locations that 
are problems [and] what is most important to me.

TM: Every show is different; every producer, every 
director, every production company. How much 

by G. John Gar re t t  CAS

Scott Farr CAS

Phillip W. Palmer CAS

Tod Maitland CAS
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do they want to put you on before 
the show starts? It’s unfortunate but 
right out of the gate you have stuff 
you have to deal with that they don’t 
necessarily want to deal with. I want to 
do location scouting. If they don’t want 
to take me on the location scout, I’m 
out. And then, depending on the kind 
of movie that it’s going to be, if it’s a 
musical, I start at least a month ahead 
of time. I’m fully involved in their voice 
rehearsals and taking them through to 
the vocal pre-records. 

Sometimes it’s load-in, production 
meeting, and scouting and that’s it. 
So, we end up getting a very short 
end of the prep side of it. That’s one 
of the reasons I like doing musicals. 
Plus, you get a lot of respect for doing 
them. They’re all vulnerable and need 
leadership, and we as production mixers 
provide that for them.

PP: Yeah, shows have changed 
a lot. For the last few years, I’ve 
predominantly done television and 
I’ve been lucky enough to work on 
some productions that have been 
large enough that they’ve been able to 
include me on some show prep. But 
for the most part in television show 
prep, we can usually get in the first 
episode of a season but beyond that, 
once the horse is out of the barn, we 
really rely on relationships with other 
departments to give us a heads up on 
whatever they may be talking about in 

all the meetings because we can’t attend 
them. I do my best to get dialed in for 
inclusion on as many meetings and 
scoutings and whatnot as possible, as 
much as they will allow me. Sometimes 
I run the battle of budget, but I always 
impart on them what little money you 
save now saves you so much in the end. 

Usually, by the time I’m invited on 
scouts, everything is locked in. It’s less 
a location scout and more of a survey 
to see what we’re going to have to deal 
with. It gives me a little bit of a heads up 
and I can talk to the rigging electrician 
and impart upon them my desire for 
generator placement and things like 
that.

SF: I was just doing an EPK yesterday. 
I did a big stage show recently where 
I was just one of the cogs in the wheel 
miking performers, handing stick mics 
out. I also did a cooking show where we 
were the handheld/ENG crew. So, I’m 
working out of a bag to shoot the green 
room and backstage shenanigans.

Don’t neglect your 
relationships…

JW: I was watching how everyone else 
on the crew was doing their job, even in 
prep. Seeing how the gaffer relates to the 
DP, how the DP relates to the director, 
seeing how the director is starting to 
exercise the fact that they are the boss, 
to see how they deal with people. [That 

Tod Maitland CAS

way], when I have something that 
I have to deal with, I understand 
the relationships and I don’t 
suddenly become the sound man 
that says, “We can’t shoot here 
because of…” 

Something else that’s been 
very important to my career are 
the relationships, the human 
stuff. You can go to film school 
and learn the gear, but if you 
can’t learn the all-important 
people skills and diplomacy, the 
hierarchy, and be able to get 
things accomplished without 

anyone even realizing you’re solving a 
problem, the soundtrack’s going to suffer. 
And those are the hardest things to learn.

TM: Wardrobe is key. The great thing on 
musicals is you have a month and you talk 
to them ahead of time. If it’s a musical, 
there’s usually dancing and figuring out 
where to hide the [wireless] pack. This 
is usually my least concern, but it is a 
concern. If you can get wardrobe to sew in 
as many things as possible, or if there’s a 
real problem costume coming up, [it can 
really help].

In prepping, the location scouts are 
super-important. First off, developing 
relationships with all your heads of 
departments, it’s a major time for doing 
that. Next, [is communicating] with 
electric. Sometimes you need to work out 
where the generator’s going to be. If you’re 
in a place that’s quiet, you need to have 
that conversation then. [You definitely 
want to have] those opportunities to talk 
with heads of department to figure out 
what they’re going to do. Do props have 
anything special? If somebody’s holding 
bags, work out what kind of bags they’re 
going to be; anything you can do in 
advance. I like making it public, too. If you 
say it with other people around, then it 
really happened.

PP: If there are alternating directors of 
photography, I can have conversations 
with them. I’ll say, “Is there anything that 
pops out to you that you think I might 
need to be aware of?” Often, it’s a “No, 
not really,” but sometimes it’s “Well, 
come to think of it…” I’ve been lucky 
these last few years that everybody I work 

Scott Farr CAS
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with is super collaborative. We all like 
to say it’s a collaborative process, that’s 
how we make it through the day.

And then I try to have as much dialogue 
with the costume department as I can. 
If it’s someone I’ve worked with for a 
while, they understand how I work and 
it’s not usually a big deal. But when I 
work with a new designer, it takes a 
little time to get to know each other and 
find out how we all help each other. We 
always find that once we get going, we 
work so well together. We’re always 
watching out for each other and they 
so often help us out. [For example], if 
we have an actor who doesn’t like to be 
wired, they can sew the microphones 
into the costume and find out little 
techniques which really help us out.

After that, I really rely on the gaffer and 
the key grip because they get to go to all 
of them. I get right in their wake as best 
I can, and they kind of look out for me.

SF: I told a producer once, we’re all like 
short-order cooks; we just take orders. I 
can make a suggestion, but that’s about 
it.

Loading the carts…

JW: [Veteran boom operator] Don 
Coufal used to ask me to make sure 
when we start out that we have a 
lot of sound abatement stuff in the 
follow cart. We had several drawers 

just dedicated to those little things; felt 
pads, rubber pads, etc. And our utility 
person’s primary job, since we weren’t 
wiring a lot of people, was sound 
abatement; getting control over the set, 
and, occasionally, doing some second 
boom work. That’s all changed now. 
The utility person is changing batteries 
all day, wiring everybody up, and then 
having to do a second boom.

I got in the mode of having every 
[piece of equipment] on every job; I 
never wanted to be caught without 
something. So, I always made sure 
that the follow cart was well-stocked 
with everything and we had a good 
complement of batteries and sound 
abatement stuff, not knowing if we 
were ever going to need it or not, 
and then backups for most of the 
equipment. A lot of stuff sat on the 
truck and never got pulled off until 
wrap.

TM: Jerry Yuen built an amazing follow 
cart that has all our wireless, all our 
IFB’s and ComTeks, then it’s got blimps, 
it’s got Rycote softies and all sorts of 
different mounts, armature wire. Jerry 
always stocks it. It’s set up in a way 
where we always have batteries for each 
of the different units, he’s always pre-
cut foam and moleskin, I think anything 
to eliminate as much time as possible 
when the moment is necessary.

PP: [My boom op] knows what I’m 

going to like, so we have a lot 
of odds and ends in our utility 
cart. We have a lot of ability to 
plant things and do all sorts of 
different kinds of plants. We 
plant Sennheiser MKH 50’s 
whenever we can; when we’re 
in cars, when we’re in houses, 
stuff like that. It’s my favorite 
microphone, we’ve got a bunch 
of them and we like to use 
them! We also have all kinds of 
little tricks, so my utility cart is 
pretty crammed full of all sorts 
of stuff. 

The last couple of utility guys and gals 
I’ve had working with me have really 
added to my arsenal of lavs. I’ve got 
a bunch of different things I use for 
different people. When it’s action stuff 
and they’re rolling around, I like using 
Sankens. And then when it’s a nice 
friendly costume, I’m a fan of DPA’s. If 
I need to use a Countryman B6 to hide 
behind a button or almost in plain sight, 
I’ll use it. Sometimes they’re the right 
tool for the job. If we have to change the 
microphone or tool to get the job done, 
I’m fine with that. I’m not married to 
having to use one particular device.

SF: I have a medium-sized van that’s 
basically a little sound store. I can just 
take two Pelican cases and drop them 
in my SUV for stuff like an EPK or a 
stage job where I’m just a pair of hands. 
I could be doing a red carpet press thing 
on Monday and then a stage show 
for the next three days, then scripted 
pick-ups on Friday, and then who 
knows? I like it because it keeps things 
interesting, honestly. Clean the cables, 
check the connectors, make sure you’ve 
got rain boots, pack a lunch, know who 
to invoice. The rest of it sorts itself out. 

In this day and age when they want 
you to put a mic on anybody who has a 
SAG card, we’re probably all doing the 
same sort of prep. But I jump around a 
lot and don’t stay in one genre, so that 
probably makes things a little more 
interesting because I can take those 
experiences of different setups with 
me. It’s fun, but some days I hate it. But 
most days I like it.

Jeff Wexler CAS

Phillip W. 
Palmer  
CAS
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On November 5, Cinema Audio Society and Motion Picture Sound Editors held a 
wonderful joint presentation at EVS Studios in Glendale, CA, called “The Sounding 
Board v2.0.” After running v1.0 online last year, this year was an in-person event, 
featuring three informative panels with one common thread: sharing information.

The first panel, “Workflow: Mic to Mix,” focused on the evolution of a film’s 
soundtrack, best practices, and ways to open communication between departments. 
The second event was the annual “Parade of Carts and Bags.” This event, although 
historically a CAS event, featured the exciting addition of an SFX field recordist for the 
second year. Seasoned professionals in the field provided tours of their equipment 
and discussed techniques and tips for capturing some of the best sounds in the 
business. The final panel, “Our Partners in Sound Crime,” focused on the invaluable 
contribution of those in roles adjacent to sound editors and mixers.

Both CAS and MPSE are immensely proud of 
The Sounding Board v2.0. With the help of 
committees, volunteers, vendors, and offices from 
both societies, an incredibly well-attended and 
educational event was enjoyed by members of 
the sound community. We look forward to many 
other collaborative events and programs with 
sister organizations and industry groups and 
encourage you to check out the videos of our 
panels online at https://cinemaaudiosociety.org/
cas-mpse-present-the-sounding-board-v2-0/
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Scoring mixer Shawn Murphy

Workflow: Mic to Mix
This year’s Sounding Board began with the “Workflow: 
Mic to Mix” panel, moderated by Bob Bronow CAS. The 
esteemed panel gave a glimpse into its day-to-day 
responsibilities, experiences, and best practices. As a 
bonus, the panel also discussed ways to improve 
communication between departments.

The first speaker was production sound mixer Devendra 
Cleary CAS. The production sound mixer builds a line of 
communication between their team and key members of 
the other departments. According to Devendra, it’s 
important to “build a good team that you gel with.” The 
on-set sound team generally consists of a boom operator 
and a sound utility person. “When you have those two key 
players in place, you have a gel with these people, and you 
try to have a setup that’s really efficient, so you’re ready to 
roll really quickly.” When on set, Devendra explains, “First 
you watch a rehearsal and see what the actors are doing. I 
trust in my boom operator to come up with a plan rather 
than micromanaging. I generally go, ‘You’re the one that’s 
out there … you’re making the calls here; I’ll mix it all 
together.’ The utility puts all the wires on the actors. It’s 
my job to make sure all the frequencies are coordinated 
and then we do our best and try to record the scene and 
have it be as usable as possible.”

Supervising sound editor Andrew Dawson discussed his 
role in the process next. The supervising sound editor is 
responsible for coordinating and delegating all the sound 
editorial tasks outside of music. Andrew has an assistant 
assembling the dialogue while he attends client meetings 
and spotting sessions. He analyzes every line in the 
dialogue assembly to build an ADR list and sends along 

notes to the dialogue and effects editors, ADR, and the 
Foley Department. Andrew explains, “These days, it’s 
expected that the dialogue editor will cut the boom track, 
scrutinize all the isos, phase align the isos, and have all of 
it available on the stage. I’m a supervisor who also edits, 
so I know how time-consuming that can be. But there is 
a payoff; I don’t think dialogue has ever sounded better. 
Between all the tracks and tools we have, it’s incredible 
what we can save.”

Another vital link in the chain is the ADR mixer. ADR 
mixer Judah Getz CAS explains, “ADR is interesting 
because there is a lot of anticipation before the session 
because everyone wants to make sure it goes right. 
Everyone has had terrible ADR sessions—and they don’t 
want another one! So, there’s a lot of emails back-and-
forth, and a lot of preparation. I reach out to the supervisor 
to find out which mics the production team used so I’m 
as prepared as possible. Before the session, I load in the 
picture and the guides, cue up what I’ve been sent, and 
listen to the scenes to try and understand how it’s been 
miked. On a lot of playbacks, I’ll do my own blend to get 
it to match. A lot of it is location and what your room 
sounds like. Every ADR stage has its own character. The 
biggest thing I can do is to be prepared from a technical 
standpoint, and to make the actors feel comfortable on a 
basic human level.”

Music editor Johnny Caruso has the task of coordinating 
with almost everyone, including the showrunner, 
composer, picture editor, supervising sound editor, and 
re-recording mixer. Johnny explained how he starts with 
the temp tracks and improves them. “People fall in love 

by CAS Assoc ia te  Sam Casas
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with what they’ve done. When you get songs and when 
you get score, your job is to figure out how it’s telling the 
story [and knowing] when to stay out of the way and 
where you can help, especially in dealing with songs. It’s 
mostly about matching what’s there. There are also 
format issues and the legal issue of which version is being 
used, but ultimately, it’s about keeping the intention of 
what they have and making it as close to what they have, 
but better.” 

Occasionally, major notes can come in late in the game 
where the client is asking for something completely new 
with a tight deadline looming. This is where Johnny’s 
experience has taught him the value of delegating. Asking 
the re-recording mixer to handle minor changes while he 
tackles notes that are more complex or require a new idea. 
“If you prioritize and communicate and everybody’s in 
the same headspace, it can work.”

All this material flows down to the re-recording mixers to 
be balanced and blended, which were represented on this 
panel by Jonathan Greasley CAS. “I’ve mixed both FX and 
dialogue/music. I always say mixing FX is a bit more 
creative and mixing dialogue is a bit more problem 

solving. With dialogue, you’re trying to make things 
audible, understandable, and consistent. But ultimately, 
figuring out what were they going for conceptually.” For 
network TV, time budgets are pretty set, but for higher 
concept streaming shows with longer run times, there 
seems to be a bit more flexibility. Jonathan states, “I’m 
always pushing for more time on the stage because I want 
to be able to experiment. If I’m given a bunch of tracks, I 
want to give them all a fair shake. If you’re doing network 
episodic, you’re never going to get more time than it is 
accepted that you need. But if you are doing these bigger 
conceptual things, you’ll stand a better chance [of having 
more time]. With these prestige high-concept streaming 
shows, they want it to sound like a feature. There’s an 
expectation that you are going to deliver feature-level 
stuff in TV-level time.”

Bob Bronow then steered the discussion toward picture 
changes and how each department deals with the 
inevitable. Jonathan Greasley points out how 
technologies like The Cargo Cult’s Matchbox software 
and all-in-the-box workflows have dramatically 
streamlined the process. 



Since picture can often be in a constant state of flux, 
occasionally this can bottleneck certain departments, like 
ADR. As Judah Getz points out, “I will reach out to the 
picture department to get an ETA on when picture is 
coming for a session in the morning, but if they can’t get 
it to me before 7 p.m., then I’m loading it up at 8 a.m. So, 
as we are previewing with the actors, it’s also when I am 
previewing what I need to match.” 

For Andrew Dawson, “As the supervisor, I feel conforms 
really land on me. What you can extract from the EDL is 
great, but at some point, it has to be scrutinized. Is this a 
new read? It’s not just simple pullups a lot of times.” In 
regard to music, Johnny Caruso points out, “Sometimes 
they are taking what was there and just chopping stuff 
up, and sometimes there’s thought behind it. Often, 
transitions from scene to scene are totally different. 
Hopefully, there is enough time to address it in an 
intelligent manner.”

Wrapping up, Bob asked, “Is there 
something you wished the other 
departments knew, that they 
don’t?” Devendra responded, “I 

would not hate it if you [post sound folks] visited our set 
sometime. Our primary goal is to record the best sound 
possible, but we have all this other stuff going on in the 
periphery, like managing playback, setting up earwigs, 
making sure the actors hear only certain things like the 
director in a cuing mic… It would be cool to hopefully 
communicate all the blood, sweat, and tears that went 
into it.” Johnny Caruso said, “Remember, [music is] 
where the emotion lives. I will often use a VCA that is not 
manipulating stuff so mixers can see how we envision the 
shape of the thing to go.” Judah wished more re-recording 
mixers would offer constructive criticism to ADR mixers. 
Andrew found great value in visiting the CSI set to 
capture reverb profiles from the set which, when used on 
ADR, allows for it to “slot right in.” And Jonathan 
Greasley concluded with this final thought, “There’s 
never any downside to communication. The more cross-
knowledge we get, the richer the overall knowledge will 
be. And not only when there’s a problem, but when 
things go great as well.” 

L-R: Moderator Bob Bronow CAS, Devendra 
Cleary CAS, Johnny Caruso, Jonathan Greasley 
CAS, Judah Getz CAS, and Andrew Dawson.



Parade of Carts 
and Bags
by Stephen T ibbo CAS

“Parade of Carts and Bags” was back and in-person 
after several years of hiatus due to the COVID-19 
pandemic. The President of the Cinema Audio Society, 
Karol Urban, and the President of the Motion Picture 

Sound Editors, Mark Lanza, introduced Brandon Sweeney from Filmmakers 
Academy who moderated a Q&A and tour of the Parade of Carts and Bags.  

Brandon led a lively discussion among production sound mixers and recordists 
about their carts and bags. Participants included CAS Associate Delroy Cornick, 
Blas Kisic, John Paul Golaski, Eric Ballew, Korey Pereira MPSE, CAS Associate 
Brandon Loulias, and Shawn Holden CAS.

L-R: Moderator Brandon Sweeney, CAS President 
Karol Urban, and MPSE President Mark Lanza.
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CAS ASSOCIATE DELROY CORNICK 
showed us his main cart with a 
Zaxcom Nomad and an Oasis control 
surface. What caught my attention 
was his custom-built fiber-optic cable 
and breakout case that allows him to 
operate up to 1,000 feet from set. 
Delroy stated that the ability to remote 
his wireless receivers is a significant 
advantage on indie features that move 
around a lot.

BLAS KISIC has a one-cart approach 
with a Sound Devices CL-16 and 
Scorpio with Boom recorder as a 
backup and Lectrosonics DSQD 
wireless. The one-small-cart approach 
allows him to move to multiple 
locations quickly. Blas showed off a 
tool chest that was converted into a 
follow cart he uses to stay organized. 
He stated that “everything needs to fit 
into a small van” and that he likes 
[compact] things.

JOHN PAUL GOLASKI also showed a 
highly functional small cart and chose 
the Zaxcom Nova and Aria mixing 
panel on a PSC Euro Cart. John said 
he does a lot of documentary and 
commercial work that changes day to 
day. The advantage of his setup is that 
it allows him to fit his cart in his car.

CAS Associate Delroy Cornick

Blas Kisic

John Paul Golaski



ERIC BALLEW is a mixer as well as a 
master cart builder. Eric showed off a 
number of carts his company, Cannibal 
Industries, makes; from the tiny Super 
Zuca to the much larger Titan Cart. The 
Super Zuca is made out of a modified 
Zuca rolling bag with a Zaxcom Nova, 
Aria control surface, and Zaxcom 
wireless. It is small, lightweight, can go 
anywhere, and can run for 12 hours on 
battery power. His Titan model cart is 
larger, houses a Deva 24 and control 
surface, and has a removable rack that is 
designed to house radio receivers that 
are connected via Dante. Eric can remote 
the rack with a single cable run. Eric also 
shared a bulletproof power supply that 
he custom built.  

KOREY PEREIRA MPSE shared his 
approach to field recording from his 
multiple recording rigs, including the 
Sound Devices 788T, 702T, and a Zoom 
F3. With all of these options, Korey said, 
“The best recorder is the one you have 
with you.” Korey also stated he still likes 
to record through a 302 mixer as the 
recordings tend to sound beefier. He has 
quite an arsenal of microphones, 
including the Pearl MS8CL, which he 
says is great for recording waves. 
Additionally, Korey noted using DPA 
lavs and sticks them in the engine 
compartment of cars and trucks because 
they don’t break up with high SPL.

Eric Ballew

Korey Pereira MPSE



CAS ASSOCIATE BRANDON LOULIAS 
has built multiple carts and bag rigs to 
address the challenges he faces. 
Brandon’s main cart houses a Sound 
Devices CL-16/Scorpio combo and 
Lectrosonics DSQD connected via 
Dante. Brandon also shared his music/
live broadcast Pro Tools cart with a 
Midas panel and Sound Devices 970 
connected by Dante with a remote stage 
box.  He also uses a bag rig with a Sound 
Devices 788T and CL-6 with a venue 
field if he needs to go mobile. Brandon 
stated, “I have every possibility covered 
with these carts.”  

SHAWN HOLDEN CAS says she has 
more of an old-school approach and still 
uses her Cooper 208 mixer which feeds a 
Cantar X3 through analog inputs. She 
stated that she loves the sound of the 
analog preamps of the Cooper. When 
she needs to get to hard-to-reach 
locations, she can quickly take the Cantar 
off the cart and record. Shawn also 
stated she prefers to mix standing and 
her carts reflect this. 

The Parade of Carts was very interactive 
and an informative experience. If you are 
interested in learning more about this 
year’s Parade of Carts and Bags, video 
coverage of this year’s event—and last 
year’s—is available on the Cinema Audio 
Society’s website under the “Events” tab.  

Shawn Holden CAS

CAS Associate Brandon Loulias
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Karol Urban CAS MPSE began the conversation by 
asking boom operator Mitchell Gebhard to describe a 
typical day as a boom op. “The boom op is the first line 
of defense for capturing sound on set. Really, my day 
starts with just being on set for block rehearsal. Then 
from that point on, I have to problem solve the entire 
day; always keeping an eye on what’s going on. As a 
boom operator, you have to know everybody’s job on 
set and collaborate. I have to talk to the Grip Department 
while they shape lighting. I work with the Electric 
Department moving things a little further away from 
the set that might be noisy. I have to talk to the Camera 
Department extensively because I need to know what 
we are framing-up and work with the actors on what 
they’re going to do. Really being the diplomat and 
ambassador to the set for the Sound Department.” 

Karol then asked how he manages to keep actors on 
axis. Mitchell shared, “Being on set, you learn body 
cadences. For me, a lot of time I watch shoulders 
because that is generally the driving force for some-
one moving.” Mitchell also makes it a point to be very 
familiar with how the camera works, specifically 
when it comes to lenses. By communicating with the 
camera person about which lens is being used, he 
can make quick calculations to determine how much 
room he has to work with for any given shot. “It’s a 
very layered job; it’s not just holding a microphone 
out there.”

Karol moved on to sound utility Rebecca Chan, 
asking, “How [do] you work within your crew and 
communicate to get the job done?” Rebecca replied, 

Our Partners in 
Sound Crime

by CAS Assoc ia te  Sam Casas

The final panel of the day at The Sounding Board v2.0 event was a conversation with 
the sound collaborators who really lay the foundation to what ultimately becomes the 
show’s final soundtrack. CAS President Karol Urban moderated the panel, helping us to 
uncover the roles these members of each department play, and how their specialized 
skill set is an essential link in the chain.

L-R: Moderator Karol Urban CAS MPSE, boom op Mitchell Gebhard,  
sound utility Rebecca Chan, picture assistant Ashley McKinney,  
assistant sound editor David Stanke, and mix tech Steve Neal.



“The boom needs to stay on set [and] communicate 
with people who are actually on set. The mixer needs 
to stay at the mixing station. So, I’m the only free 
hand. I can be floating around. I can do anything and 
everything in between those things. I wire all the 
actors, sometimes you need a second boom on set, 
sometimes the mixer needs to use the restroom, so 
I’ll mix that take. Then, it’s the little things. I write 
laundry slips to get our straps laundered and sent to 
costume. I see if any background people have very 
loud shoes, and I’ll cut foam for their shoes. Basically, 
I sometimes consider myself their support.” 

Inquiring as to whether the utility was the individual 
who is dealing mostly with the Costume Department, 
Rebecca responded, “Yes, I almost always end up 
being good friends with the on-set costumers, and I 
deal with the actors a lot, too. My favorite aspect of 
the job, I think, has to do with my personality in that 
I’m important enough, but not too important. But 
also wiring people, it’s like a challenge, I love it. I 
often say, ‘Not all chest hairs are created the same.’”

Ashley McKinney gave us a peek into the somewhat 
mysterious world of the picture assistant. Often first 
on and last off on a project, the picture assistant 
manages massive amounts of information and is 
responsible for turning over the necessary assets 
from editorial to sound. Karol asked Ashley, “How 
standard is what you need to deliver to the Sound 
Department in a turnover?” Ashly responded, “It’s 
typically an EDL, AAF, and a picture reference. 
Everyone has their own personalized specs and the 
way they want the timeline organized. I have to 
constantly be checking to make sure I’m giving them 
exactly what they want.” 

Ashley continued, “Before the edit starts, I use a 
dailies house to sync the footage. After I double-
check their work, I’ll go through and I’ll group all 
the setups, add markers, note anything that was in 
the camera reports or in the sound reports. I do look 
at them—I swear [we] are not sending them into a 
void! And then give it all to the picture editor to cut. 
Sometimes I’ll get to cut some temp stuff, including 
temp sound effects.” 

Karol shared, “Every once in a while, my picture 
editors will pull lines from different scenes and cut 
them together. How does that situation manifest?” 
“We have to have a really intimate relationship with 
the footage because notes happen and you have to 

have creative solutions to resolve those notes. A lot 
of times, putting a different take in an actor’s mouth 
comes from a performance issue. So, trying to solve 
that beat can [come] from a lot of different creative 
places. After the edit, I will be the one who sends 
everything to the sound supervisor, sound assistant, 
or the sound editor. It really just depends project to 
project.”

David Stanke is an assistant sound editor. As a liaison 
between the Picture Department and sound editorial, 
one of the biggest tasks of the sound editorial 
assistant is creating the dialogue assembly. During 
picture edit, the picture editor will often use the mix 
track created by the on-set production sound mixer. 
While a great tool for developing the picture edit, 
during a final mix, having multiple mics married 
together can limit a dialogue editor and reduce the 
re-recording mixer’s available resources to achieve 
the best results. David explains, “When I start a 
project, I’ll use the sound EDL to assemble the 
production dialogue. We’ll name everything with 
our naming structure, I’ll convert the AAF into a Pro 
Tools session for our editors, and assemble the 
dialogue so the dialogue editor can have access to all 
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gets combined in the recorder session, Steve has to 
manage bed and object counts between dialogue, 
music, and FX, so he has to communicate with each 
mixer to figure out how many objects each person 
can use. “Part of the job is to figure out how I can 
help the mixer mix into a limiting process. With the 
recorder process, we find ways to do what I call 
‘trickle down limiting,’ where we start from your 
session, then we go through all the different stems 
and stuff, to where it’s not just literally a brick wall.” 
Karol adds, “I’ve noticed on my stage if there are QC 
reports that come in, you’ll be the first person to get 
that typically, correct?” “Yes, and depending on the 
show, sometimes I’m responsible for doing all that 
work, or I’ll also be doing the M&E’s.” Karol followed 
up, “He’s got the widest perspective of the dub 
stage. If we don’t know how to access an obscure 
mode on the board, the mix tech will work in the 
background and come back to us with the solution.” 
Steve adds, “That’s a super fun part of the job too, 
just keeping up with everything.”

Most of us are aware of the people and the pieces 
that contribute to the end sound product, though we 
may not fully know exactly what these team members 
are doing. Hearing from these partners in sound 
crime was insightful, educational, and fun. 

the original takes. When the assembly happens with 
any software you use, it’s not always frame accurate. 
So, after the assembly, I go and listen to every single 
cut in the film, play it down against the AAF track, 
and listen for phase. If it goes out, I put it back in. 
Then when the dialogue editor gets it, he’s not 
worried about sync, he’s just cutting. The thing I like 
about assisting over editing is there’s just more 
variety. In the feature world, I have additional 
responsibilities such as hiring editors, making 
budgets, tracking things, and talking to filmmakers.”

The fifth partner in our sound crime discussion was 
mix tech Steve Neal. “I get on a show after everyone 
else has been working on it. I get a list of all the reels 
we have, which version of picture we are on, and 
editorial sessions for each mixer. The main goal [of 
my job is to make sure] the mixer can come in and 
just start working.” Karol then points out, “And you 
build the recorders as well.” A recorder is a separate 
Pro Tools machine designed to generate the various 
stems and deliverables a show requires, but it is also 
where the elements from the two mixers get combined 
to create the full mix. Steve confirmed, “Yes, that’s 
the main thing and it changes drastically feature to 
feature versus a streaming show. Then you also have 
to worry about limiting, dialogue loudness, and all 
that stuff.” With Atmos, for example, since everything 
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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.  

Thomas James McCormick
(1942-2022)

Sound Engineer and Acoustician

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

Longtime CAS Associate Tom McCormick, founder of N.T. Audio Video Film Labs 
in Santa Monica and Hollywood (a man gifted with a “brilliant mind”), passed 
away in his sleep at 80 years of age in Santa Fe, NM, on September 13, 2022. Tom 
had a myriad of accomplishments in his life, among them was his development of 
the half-speed method for recording optical soundtrack negatives which produced 
a product with superior fidelity, reduced noise and distortion and was first used on 
Francis Ford Coppola’s Rumble Fish. In the mid-nineties, when the industry was 
revolutionized by the creation of Dolby Laboratories’ Sound-On-Film Process, 
followed by the DTS system and Sony’s SDDS, Tom created the “Quad Format” 
OSTN/Optical Soundtrack Negative which recorded all three digital formats on a 
single soundtrack negative film element; enabling release prints to be created that 
would play in any theater, anywhere in the world, and on any type of analog or 
digital soundtrack system. Tom was recognized by SMPTE for his pioneering work 
in the creation and improvement of the optical soundtrack with their Samuel L. 
Warner Memorial Medal. During his career (and before NTAV ceased operations 
in 2014), Tom’s name was included with others on three US Patents for work 
associated with the motion picture industry. He is survived by his wife Nancy of 54 
years, a brother, a niece, and a nephew. The CAS extends our gratitude to Tom for 
his contributions to our industry and our condolences to his family and friends.  
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Devendra Cleary CAS and his team are on the last two 
weeks of filming for a Disney+/Lucasfilm TV series 
codenamed Grammar Rodeo. Chris “Catfish” Walmer 
on front line boom operating duties, Alexis Schafer 
covering the utility mission control, and Naola 
Greaves has been the Y-16a Trainee extraordinaire. 
After wrap and a short break, Catfish, Alexis, and 
Devendra will jump on to a feature for Apple Original 
Films with the codename Unicorn with Jon Watts 
directing. “I hope everyone has a peaceful and 
prosperous 2023!”

Gavin Fernandes CAS has begun work on the 
series Alert for Fox/Sony after having mixed the 
documentary The Longest Goodbye. In mid-January, 
he and sound designer Patrice LeBlanc were in NYC 
for the Cinema Eye Honors for their work on Sara 
Dosa’s documentary Fire of Love.

In a very busy season, Philip Perkins CAS completed 
broadcast mixes for the features I Wanted to Be a 
Man With a Gun, From Inside of Here, SANTOS: Skin 
to Skin, The Eyes of the World Were on Madrid, and 
WE R HERE. He also was the production mixer for 
the forthcoming feature FLICKA, as well as mixing 
several shorts and a number of music projects.

Leslie Gaston-Bird CAS hosted students at her studio 
(Mix Messiah Productions) to complete the Avid 
Pro Tools | Dolby Atmos certification course. The 
five-day course, taught by Gaston-Bird as part of 
her “Immersive and Inclusive” initiative, culminated 
with students Katharina Pfennich and Dora Filipovic 
successfully earning their certificates. The initiative 
has been supported by Avid, Innovate UK, Focusrite, 
Sennheiser, Jigsaw24, SoundGirls.org, and Audio Girl 
Africa. Altogether, almost 36 women and minorities 
have earned training as Pro Tools user or Dolby 
Atmos professionals through the program. More 
information is at www.immersiveandinclusive.com.

Stephen Fitzmaurice CAS and David Di Pietro CAS 
are currently midway through the second seasons 
of Mayor of Kingstown and CSI: Vegas at Formosa 
Group at Paramount.

Woody Woodhall CAS has started the year supervising 
sound editing and re-recording mixing a feature 
documentary premiering this month at the 2023 
Sundance Film Festival called Plan C. It chronicles 
the work of an organization that informs women 

of their rights across the US, relative 
to medical abortion now that Roe v 
Wade protections are no longer federally 
mandated; an important documentary about women’s 
health and the law. Also, The Discovery+ limited series 
The Prisoner of the Prophet that Woody and his team 
sound designed and edited, makes its premiere on 
January 30. This harrowing tale details one of FLDS 
Warren Jeff’s 59 wives’ escapes and rescues after years 
of abuse and confinement, until she finally got out from 
under the influence of this fundamentalist Mormon cult 
and her “husband.”  

Karol Urban CAS MPSE and David Tichauer completed 
Tiny Beautiful Things for Hello Sunshine, due out on 
Hulu on April 7th and are looking forward to some 
upcoming adventures.

Daniel Vasquez V CAS recently finished supervising and 
mixing Minotaur, a Colombian documentary by Joaquin 
Uribe, mixed at Clap Studios in Medellin, Colombia. 
Daniel won Best Sound for A Vanishing Fog and got two 
more nominations for Something Blue and Suspension at 
the 10th Macondo Awards of the Colombian Academy in 
November 2022. 

Over at NBCUniversal StudioPost, the mix team of Jon 
Taylor CAS and Frank Montaño just finished the final 
mix on A Thousand and One for Focus Features. Also, 
some exciting news for the sound team of Jon, Frank, 
and supervising sound editor Scott Gershin, at press 
time, The Academy announced that Guillermo del 
Toro’s Pinocchio made the SHORTLIST for the “Sound” 
category… Over on Mix Stage 1, mixers Mark Fleming 
CAS and Myron Nettinga are mixing the series Small 
Light for ABC and Fatal Attraction for Paramount 
Plus… Keith Rogers CAS and Steve Bucino CAS are on 
Mix 2 mixing Welcome to Flatch for the Fox network 
and Season 2 of Single Drunk Female… John Cook CAS 
and Ben Wilkens are on Stage A mixing White House 
Plumbers for HBO… Darin Heinis CAS and Alexander 
Lee are working on Season 22 of Law & Order... Todd 
Morrissey CAS and Milo Train are currently mixing 
Chicago PD for the Wolf Group… Bob Edmondson CAS 
and Bob Ripley are working on Season 3 of Organized 
Crime… And Derek Marcil and Greg Watkins CAS are 
mixing the show Chicago Med for the Wolf Group.

BEEN THERE DONE THAT
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Prepping wires for a bumper 
Thanksgiving episode of Good 
Trouble. Pictured are Y16a 
trainee Moises Recinos, mixer 
Jamie Gambell CAS, utility 
Daniel Quintana, and boom op 
Johnny Evans. Not pictured are 
our additional utilities for the 
episode: Terrell Woodard III, 
Denis Perez, and Leslie Metts. 
No lack of wires on this project!

Daniel Vasquez V CAS celebrating his win 
for Best Sound for A Vanishing Fog at the 10th 
Macondo Awards of the Colombian Academy in 
Bogota in November.

(L-R) Katharina Pfennich, Leslie Gaston-Bird CAS, 
and Dora Filipovic having fun at the end of the Avid Pro 
Tools | Dolby Atmos certification course taught by Leslie at 
Mix Messiah Productions, Brighton, England.

Re-recording mixers Alexandra Fehrman CAS 
and Brent Kiser CAS taking a handstand break 
with the directing duo, Daniels (Dan Kwan and Daniel 
Scheinert), on the mix of Everything Everywhere All 
at Once at Signature Post Burbank. 

Boom op Tom Jordan, sound utility Denzil Xavier, and production 
mixer Charles Hunt CAS on Season 2 of …And Just Like That.
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