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Solid State Workflow

Finally a reality with the TASCAM HS-P82 and HS-8

TASCAM is making reliable solid-state recording a reality with the
HS-P82 location recorder and HS-8 multitrack recorder. Each records Broadcast WAV files with iXML metadata to a pair of reliable
Compact Flash media cards.
The HS-P82 has eight microphone inputs with recessed trim controls
and a simple touch screen interface for setting up menus and
arming tracks. A stereo mixer is built in for monitoring and can be
recorded as well. An internal timecode reader/generator is flexible
enough for any workflow, and multichannel AES/EBU is also included. The HS-P82 has several power options, including NP batteries and external DC input.
TASCAM’s HS-8 is ideal for playing back recordings from the
HS-P82, dubbing or logging uses. It uses the same great touchscreen interface, also available on the RC-HS20PD remote. Designed for post production and telecine, the HS-8 allows your Compact Flash recordings to be played back in a professional studio
environment.
Contact the sales professionals at Coffey Sound for more information or a demonstration at (323) 876-7525.
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Digital Hybrid Wireless®
US Patent 7,225,135

It’s all about versatility.
SR Series receivers were designed for camera slot use, but their tiny
size, performance and feature set makes them very appealing for
all types of field production. In response to market demand, the
family of accessories has grown to enable single and multi-channel
operation in stand-alone use, in bags and on carts.
The multi-mode SMV Series transmitters add
variable power output for extended operating
range or extended battery life as needed for a
particular job. Since they have also been seen
on the end of boom poles with remote power,
automatic power restore was added.

Quadpack is a design inspired in Holland to address the need for
really portable multi-channel use in bag systems. It handily organizes power and audio connections, which has been readily
adopted in the US as well.

Quality and performance for
film and television production.

Authorized Lectrosonics Dealer

Motorola XPR 6580TM

GET’S THE JOB DONE THE RIGHT WAY. RIGHT AWAY.
Combining the best of two-way radio with digital technology, the MOTOTRBO XPR 6580 digital portable
radio delivers increased capacity, integrated data communications, exceptional voice quality and
extended battery performance. Available in 800/900 MHz frequency bands for conventional systems,
the XPR 6580 features an integrated GPS module, full keypad and display and is built to the globally
recognized ETSI DMR Tier 2 standard.
XPR 6580 radios are also available for use on SMARTNET® / Privacy Plus™ analog trunking systems.
These models meet demanding specifications, offer high battery capacity and support 20 trunked
systems while providing an easy migration path from analog to digital technology.
MOTOROLA and the Stylized M Logo are registered in the U.S. Patent & Trademark Office. All other product or service names are the property of their respecitve owners. © Motorola, Inc 2008. All rights reserved.

To learn more about how the XPR 6580 two-way radio can help your production increase productivity and
better serve you, contact us today:
Coffey Sound
3325 Cahuenga Blvd. West
Hollywood, CA 90068
323-876-7525
www.coffeysound.com
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Editor’s Note

I

could feel my pulse rising. Beads of sweat formed on my brow, but
my concentration stayed absolutely focused. My heart was now
beating… faster… faster… until I thought it was going to explode! I
know it sounds like a scene from Midnight Express, but it was much
scarier than that. If the director realized what I was doing, I would be a
goner. That’s because I was hopelessly addicted to a daily game of something very similar to Russian roulette. It involved watching the last turns
of the reels on my Nagra as the tape rolled out. Actually, producers like
saving pennies, so they probably should thank me for all the tape I saved
them. It was a game I excelled at for many years, but this particular day
was even more special. It was my first time that the tape ran out just as the
actor’s last syllables were uttered. It was pure nirvana and undoubtedly
my finest moment as a sound mixer. Of course I never recorded the word “cut,” but that was the whole point. Sure,
they had to foley the actor’s footsteps when they walked away, but as I high-fived my third person, I didn’t care.
My senses returned on the next roll as I loaded it up. I swore I would not play that game again. I thought I
could quit cold turkey. Then it hit me all over again. Just like when I say I would start my diet, I was lying to
myself. Sure enough, as I approached the end of the next roll, I thought, “just one more fix, then I’ll quit.” So as that
last take began and my brain began to release wonderful endorphins, I had a chance to pull off an unheard of feat, the
Holy Grail of sound - the DOUBLE SLAM. Only four more lines to go and my dream would come true. Suddenly,
my worst nightmare materialized! The actor stumbled over his last line and, although the script supervisor repeated it
instantly, that damn myopic director said, “Keep rolling and start again at the top.” Now, I was about to become the
one being recorded. If you ever play back that roll, the last thing you hear as the tape went over the heads is me yelling, “Run out!” Well, to this day, I still feel I was robbed. I could have been somebody.
When I guessed wrong, I may have come up with a few ‘the tape jammed” lies. I could own up to most any
mistake but it’s difficult to admit that he hired a dumbass. How could I explain that the adrenaline made me do it?
Looking back, it’s hard to believe we were once reloading every 20 minutes. The perfect run out only happened once
in my life, but if it was easy, anyone could do it. Some mixers even used the 15 IPS setting and they were reloading
every ten minutes. Now those cowboys were in a league of their own. They have taken all the fun out of
reloading, but back then it was a white knuckle E-ticket ride. Can you imagine that now? I feel sorry for the kids today. They’ll never know the thrill of watching that last inch of tape crossing the capstan just as the director yells cut.
What’s my point? Uh, I forgot, but this tale was somehow meant to show how much our business has
changed. So you may have also noticed we changed our magazine’s name to SOUND & PICTURE. Partially that’s
because Coffey Sound belongs to a group of production and post production companies. Mostly though, it was time
to evolve the magazine, simply because the sound department doesn’t exist in a bubble anymore.
When I was mixing, I only worried about getting decent sound tracks. I didn’t interact much with other crafts
and mixed many shows without even speaking to post. I didn’t think about what camera they were shooting with or
what rates the editors needed. Those days are gone forever and we are now part of a chain that interacts with all of
the camera and post-production workflows too. In fact, we have already been educating that fact in past issues with
primers on many new topics, such as working with DSLR cameras.
Even though sound makes up half the picture, we all know that there are many camera, video and post magazines out there that have sparse production sound content. Others like Locals 600, 695 & 700 have good content, but
it is specific to their members. No magazines regularly blend all of those workflows together as part of the whole
chain leading to the end product we all work to deliver.
For those who liked the other magazine, don’t worry. We will still provide the same amount of production
sound content, only now, we’ll also add more value for you with additional pages that pertain to sound’s link to the
camera, post sound and picture editorial departments. My own production sound roots will continue to be a major
part of every issue. After all, where else can you read about Nagra tape rollouts? I hope you enjoy our expanded
format even more.
Sincerely,
John Coffey, CAS

SNIPPETS

To all our fellow readers,
It is my pleasure to announce that Anthony Caputo has
formally accepted the position of Chief Operating Officer of
PostWorks, New York. This is a role that he has informally held
during the recent transition, and one at which he has excelled.
Previously, Anthony ran Operations at PostWorks for six years
where he contributed significantly to its growth and innovation.
Anthony has consistently demonstrated leadership,
management and sound business acumen learned over his
twenty-five year career in post production. His passion for
film and television and his vision for PostWorks, New York’s
continued achievements are shared by the objectives of
Telecorps. Be sure to say hello when you see him.

Chuck & Monica Homyak had a healthy, baby girl
named Lucia in June. Chuck works as a utility on
the show Parenthood.

John Agalsoss boom, Forrest Williams sound mixer,
Todd Overton utlity & John Coffey, CAS - Lie to Me set

Tom Stasinis on Community

Don Zenz with his car rig
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Batteries not included.

InTRoduCIng The sTudIo ThaT goes WheRe You go.
The R16 is the first portable 16-track SD recorder that’s also a USB audio interface and a control
surface. And it accepts up to a 32GB SDHC card, so you get over 100 track hours of recording time.
That means it’s never been easier to create professional multi-track recordings anywhere.

IT’s a 16-TRaCk ReCoRdeR…
With simultaneous recording on 8 tracks, the R16 is perfect for recording everything: from music
production and rehearsals to field recording and live performances. Use the R16’s on-board studio,
mastering and guitar effects to sweeten your tracks.

IT’s a usB InTeRfaCe.
Connect the R16 to your computer via USB, launch your favorite DAW and start recording tracks
using its 8x2 audio interface. We’ve even included Cubase LE to get you started.

IT’s a ConTRol suRfaCe.
When you’re ready to mix on your computer, the R16 is right there with you. With your DAW
software and the R16’s intuitive controls, mixing has never been easier.

IT’s BaTTeRY PoWeRed!
Did we mention the R16 will operate on 6 AA batteries? You can also use the included power supply,
or USB power when connected to your computer.
Now versatility, control and portability come together in one recorder,
letting you produce professional results everywhere you go.

R16 Recorder | Interface | Controller
The portable multi-tracking solution.
© 2009 Zoom | zoomfx.com
*Hey, we give you a 1 GB SD card , AC adapter, USB cable and Cubase LE… Give us a break on the batteries.

perfect
couples,

the middle. &
Sound Mixer Sean Rush chats about mixing on some of TV’s
new and most watched shows
By Steve Wolstrup

On set with Mary-Louise Parker as
Nancy Botwin - Weeds

R

ecently, I visited the set of NBC’s Perfect Couples
to talk with Sean Rush, the show’s production
sound mixer. To call Sean a busy guy lately would
be an understatement. After mixing FX Network’s Terriers
in San Diego, he quickly transitioned over to Showtime’s
Weeds and then to ABC’s The Middle before taking up the
reins at NBC’s Perfect Couples, all without a day off. It
wasn’t long after I’d arrived at CBS Radford Studios that
10

I found Sean on stage at his sound cart, tucked away in an
office set.
I hadn’t been sitting down long before Sean’s
enjoyable character made it clear why he’s been so in
demand. As a second generation mixer and having over 29
years in the business himself, Sean is a master at his craft;
moreover he’s fun, funny and intrinsically likeable. Five
minutes into our conversation, I felt like I was sitting with

Fall 2010												

Sound & Picture

Weeds photography: Jordin Althaus/SHOWTIME, courtesy of CBS Broadcasting, Inc

an old friend. We spent a lot of time
talking about hockey, surfing and his
second home in Costa Rica before the
notion of why we met up in the first
place even came up.
Initially, I came to chat with
Sean about his recent stint on Weeds.
He called it “a big challenge at times”
since looping is not an option. Sean
mentioned, “Weeds is a show that
has a lot of ad-libbing and you never
know what you’re going to get from
take to take.” When I asked him about
his crew Sean said, “I had Tim Salmon for the first season and basically
Timmy does EVERYTHING. On the
second season of Weeds, I had Tom
Payne and same thing...Timmy and
Tom are equally as good and made my
life completely easy!”
When I discovered just how
much Sean has been working lately, I
asked him to tell me about his experiences on each of his recent shows.
He told me about how challenging
Terriers was from a sound perspective. “I had a crew that worked out
really great. Rocky Riley was my
boom and a local hire, Bill O’ Connel,
was my utility. That being said, Terriers was THE BIGGEST sound nightmare I’ve ever experienced in the last
30 years. We shot at Stu Segal Productions in San Diego. It was two miles
from Miramar Naval Base. We’d have
touch-and-goes all day long (he mimics a jet engine sound). Any location
in San Diego you’re right in the flight
path of the airport. The other problem
was filming in Pacific Beach. They
didn’t want us in there at all. We had
to be really stealthy. We couldn’t stop
traffic or people from walking around.
That was probably the most challenging show I’ve worked on but, at the
end of the day, we got perfect sound.
Thankfully, the actors really spoke up
for us and their clothing was really
friendly for radio mics.”
Sean described The Middle
as another ad-lib heavy show where
you have to really anticipate what the
talent was going to do. “They just let
them go off because they’re so incredibly funny,” said Sean. Perfect
Couples can be difficult for the same

Jason Brook boom, Sean Rush sound mixer & Kris Wilcox utility

reasons though. “Since it’s a comedy,
they give actors the freedom to really
go for it. So from take to take it gets
a little crazy. You almost have to ISO
everything. You don’t know who’s
going to speak when, where or how. A
lot of times, the writers go in between
takes to give notes, all while I’m
trying to cue microphones and it’s
like “WHOA, WHAT?!?! Takes
1-4 were like this and now it’s all
different. Thankfully, now they come
and tell me when they’ve made
changes,” explained Sean.
It was right around this time
we were visited by sound mixer Dick
Hansen (Coffey Files alumnus) and
Pro-Tools mixer, Brian Adler on the
stage. We sat around and talked about
Sean’s gear, his ingenious antenna
mount (it’s a broken hockey stick!)
and his plan to update his trusty
Cooper mixer with a Zaxcom Mix 12.
Sean’s used to record his shows with
a Deva I. “I was one of the first guys
to have a Deva. I still have the original
that I bought 11 or 12 year ago,” he
mentioned. Sean has since moved up
to a Deva 5.8 as his primary recorder,
using a Deva II as his backup. “My
cart doesn’t change much from show
to show. The Deva 5.8 is so flexible
for my needs that it really works for
all occasions.”

Sean Rush grew up on sets
with his father, sound mixer Don
Rush. He started as a cable man
right out of high school working on
shows like Little House on the Prairie and TJ Hooker (with our own John
Coffey serving as boom operator for
Sean’s dad). In 1989, he moved up to
the mixing chair and has kept himself
extremely busy ever since. Jason Brooks is the boom operator
and Kris Wilcox is the utility on
Perfect Couples.
S&P

This is how I roll

Ultimate Air Jaws:
A Look Behind the Technology

Chris Fallows rides in the
Seal Sled as a white shark
breaches just a
few feet away

Ultimate Air Jaws:
A Look Behind the Technology
By Jennifer Toney

Ultimate Air Jaws, the kick off program for Discovery’s 23rd
Annual Shark Week made its mark with legendary ratings. The one-hour special drew
in 3.5 million viewers and was the 2nd most watched Shark Week episode of all time
according to Nielsen Media Research. Ultimate Air Jaws pushed the limits of high definition technology to bring the most intense footage of great white sharks to the screen.
Armed with HD technology, producer and director, Jeff Kurr traveled to South
Africa with a team of experts to create this jaw-dropping episode. They used the
Phantom HD camera; a high-speed specialized camera with the ability to shoot 2,000
frames per second, 20 to 30 times slower than standard slow motion. They also shot
with Panasonic HDX 900’s and Toshiba Ice Cube HD POV cameras. We caught up
with Jeff Kurr to find out more about his passion behind this project and to get an inside
look at the innovations and technology used during the filming of Ultimate Air Jaws.
12
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How long have you been working
on Shark Week programs? “Hard
to believe that I started working
on Shark Week in 1991 and here I
am 20 years later with over 25 episodes in the can. 2010 was the 23rd
year of Shark Week and amazingly
it just keeps getting more and more
popular every year. This year’s
Shark Week, led by Ultimate Air
Jaws, was the most watched ever
with about 30.8 million viewers.”

photography by Monique Fallows, Robin Sundal courtesy of Discovery Channel

Why do you have such an
interest in sharks? “My interest in
sharks goes back to when I was a
kid watching the Cousteau specials
on TV and dreaming about being a
wildlife filmmaker. Then, in 1975,
JAWS the movie changed my life
forever. Like everyone else who
was screaming in the theatre, I developed an anti-shark phobia that
would take years to overcome. Interestingly, I’ve spent the majority
of my adult life documenting the
real stories of sharks and discovering they’re not so scary after all.”
“Why is it so important to learn
more about shark behavior?
“The plight of sharks, due to commercial over-fishing, has been well
publicized and yes these animals
are highly threatened. Sharks also
have a bad PR problem as well and
it’s hard to generate sympathy for
the predators. So, as a filmmaker,
who happens to love sharks, my
goal is to showcase these animals
and their unique behaviors, intelligence, grace and power. I don’t
think preaching to people about
the decimation of shark populations is all that effective. Rather,
show people how magnificent the
animal is and how it deserves its
rightful place in our oceans. Make
people love sharks as they do dolphins and whales. If I can inspire
kids, as I was inspired by Cousteau, future generations might
make saving these animals a real
priority.”

Jeff Kurr directs, Tony Sacco shoots with
Phantom HD as great white sharks circle the boat

Tripod, topped with a custom housing, on a kayak
Toshiba Ice Cube camera on board

How did the advancements in
technology play into creating
Ultimate Air Jaws? “The original
Air Jaws, the first documentary to
feature great white sharks going
airborne, premiered 10 years ago
prior to HD. These aerial attacks
are over in the blink of an eye, a
second or less, so we felt with HD

and especially super slow motion
HD, we could really improve on
the original. I was watching the
high speed “explosion scenes”
from the Academy Award winning
The Hurt Locker and thought wow!
Imagine shooting a shark blasting
out of the water in super slow motion with incredible clarity, so we

opted for a Phantom HD to shoot Ultimate Air Jaws.
We were able to slow down a one second attack, shot at
2,000 frames per second, to about one minute of screen
time. The detail was phenomenal and allowed us to really “see” the intricacies of one of these attacks for the
first time.”
Chris Fallows, shark expert and photographer is
featured in a one-man submarine in the water right
along side of the great whites. How did you get the
amazing shots of Chris in the submarine under the
water? “We decided that the safest way for Chris to
explore the shallow water where the white sharks like
to hang out was on-board a one-man wet sub. When I
say “wet” that means he was wet up to his neck and his
head was dry inside an air pocket. Shooting the sub was
a challenge due to the horrible visibility. I dove down
a couple of times and shot wider shots of Chris piloting the sub through frame when there were no sharks
around, but to complete the scene
we relied on suction cup mounted
POV cameras placed all over the
sub. This is something my tech supervisor Adam Fein and I practiced
in Canada while the sub was being built and it worked incredibly
well.”

during a test. At that point, I didn’t think we’d pull it
off. Kudos to Chris for not giving up!”
How was the kayak scene shot in order to get so
many angles on a one-person vessel? “One of my favorite scenes in Ultimate Air Jaws is when our host
Chris Fallows is paddling around in a kayak with great
white sharks all around him. His objective: to prove
that the sharks are “switched-off” and “non-lethal”
predators when they make their forays into shallow
water off crowded beaches. Chris was essentially on
his own, so we used multiple camera positions and
multiple takes to fully capture this scene. Helicopter
from above, long-lens from shore and boat to kayak
shots were important, but we also relied heavily on
POV cameras to tell the story. Keeping “balance” issues on the kayak in mind, we used tripod legs strapped
into the bow and stern of the craft to get the height
necessary to see down into the water over Chris’
shoulder. Another camera in an underwater housing was magic-armed
to the stern of the kayak, suspended
just under the hull and was able to
capture white sharks passing beneath.
The shots of white sharks buzzing the
kayak from below were pretty intense
to say the least! We used a Toshiba
Ice Cube with a wide lens cabled to
a small Pelican case on the kayak that housed a Flash
XD recorder.”

“By the time you
yell shark! the
attack is over”

What POV cameras were used in the submarine
and how were they housed underwater? “Adam
chose the Toshiba Ice Cube running into a Flash XD
recorder provided by Wexler Video. I had a custom
housing built for the rig and it worked well. The trick
was placing the camera in positions where we could
get a piece of Chris “inside the dome” in the foreground and a shark passing by in the background. It
was a lot of trial and error, but the sharks were very
curious about the sub and after about a week of driving up and down the beach one of the predators had a
game of “chicken” with the sub and passed right over
the dome. Chris screamed! It was pretty wild!”
What challenges did you face shooting the one man
submarine? “The sub was the biggest challenge in
filming Ultimate Air Jaws. Just getting it to Africa (it
weighs about 400lbs) through customs and out on location on a tiny boat took an army of cranes, forklifts and
trailers. It nearly sunk our small boat while we were
surrounded by white sharks. This sub was completely
new to Chris, so he had to become a pilot and drive it
among twelve foot great whites after only a few days
of practice. I remember the look on his face after he did
an accidental “power dive” to the bottom of the harbor
14

During the show we can see the crew watching a
video feed from a specialty-designed camera called
the “Seal Eye.” In this tough environment, how did
you set up the video feeds to the monitors on the
boat? And how was this helpful? “In the first two
Air Jaws episodes 10 years ago we were limited to using a single chip SONY XC-999 camera in our towed
underwater rigs. The objective was to see the sharks
blasting up from the bottom prior to an attack. For
“Ultimate” we were able to upgrade to the Toshiba
HD Ice Cube, which was a massive improvement. To
house the Ice Cube, I had a local inventor, Eddie Paul,
build me a “Seal Eye” which had 3 basic requirements:
1) It had to be hydro-dynamic and towable behind a
boat in rough seas. 2) It had to be stable. 3) It had to
be able to survive a hit from a 2,000 pound great white
shark traveling at 25 miles per hour. Luckily, the Seal
Eye never got hit! Instead, the sharks went for a seal
shaped decoy that was being towed about six or seven
feet behind the Seal Eye. This was important because
it helped us confirm that these sharks are extremely
discriminating in what they attack. Seal Eye camera
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photography by Chris Fallows courtesy of Discovery Channel

or seal-shaped decoy? They chose
the decoy because it looked like
their normal prey. The fun part of
the Seal Eye was watching, via an
eighty-foot long multi-pin cable,
a live feed of the camera towing
behind the boat. This allowed me
to make adjustments to the Eye as
we towed and to adjust the shutter
on the fly depending on light levels underwater. It would have been
nice if I could have shouted out a
warning when the shark appeared
in the frame, but these animals are
moving so fast that by the time you
yell “shark!!!!” the attack is over.
The human brain to mouth connection just isn’t fast enough!”
One of the most popular scenes
is of a great white breeching just
10 feet away from Chris Fallows lying on a custom designed
platform, the “Seal Sled.” What
camera placement was used to insure every possible shot was captured? “Because of the extreme
danger of Chris being so close to
a “flying” great white shark, we
knew that we only had one shot at
the Seal Sled scene. Chris essentially trusted the sharks not to strike
the sled or perhaps land on the sled,
which would be a very bad thing.
This trust was built on the observation of 5,000 or more breaches and
the knowledge that white sharks,
when given a choice, would attack a small seal decoy towed behind the sled, versus the sled itself.
To get this once in a lifetime shot,
we used a small remote helicopter.
Tony Sacco shot the Phantom HD
just over Chris’ shoulder, I shot a
big wide on top of the boat with
an HDX 900 and we used POV
cameras on the Sled to get Chris’
reaction.”
What special consideration did
you take shooting with the Phantom out on the high seas from
the back of the boat? “Taking the

Great white shark breaches into the air in South Africa

Phantom HD on the back of a rocking boat with sea spray flying everywhere was a huge risk. One slip, one
rogue wave and this quarter-million
dollar camera is toast and the shoot
is over. The Phantom, from Take 2
Films in Cape Town, was the only
one on the African continent and I
knew getting another one was not
an option considering our limited
shooting window. Johan Horis was
awesome as our Phantom Tech and
he didn’t hesitate to dive and slide
across the deck to save the camera
several times. My cinematographer
Tony Sacco had the unenviable
task of shouldering the Phantom,
equipped with a big Cinemag hard
drive, for hours at a time waiting
for a shark to jump. What concentration! He really wanted that shot.
As we plowed through wave after
wave he kept our seal decoy target
framed and focused and it paid off!
I attribute a lot of the success of Ultimate Air Jaws to Tony, who was
able to adapt what’s basically a studio camera to work on the back on
a rocking boat.”
Are there more projects in the
future combining technology and
sharks or other aspects of nature?
“I am always obsessed with using
the latest technology, whether off

the shelf or custom made to capture
sharks as they’ve never been seen
before. That’s always the challenge,
giving the audience something new
and different and after 23 years of
Shark Week it ain’t easy!”
Can we look forward to more
programs and technology innovations from you? “We’re currently
in production on shows for Shark
Week 2011 and 2012. For these
shows, we’ll continue to push the
envelope and use technological innovation that allows us to get closer
and closer to the animals. For me,
it’s always fun and fascinating to
get in the water with these animals;
even after 20 years I feel like I’ve
barely scratched the surface.”
Thank you to Jeff Kurr for
taking the time to share the innovative technology which allowed the
Ultimate Air Jaws team and Discovery to bring all of us a greater
knowledge and understanding of
the great white sharks.
Ultimate Air Jaws is produced by Shark Entertainment Inc.
and originally aired on Discovery
Channel August 1, 2010. Scenes
from this special can be viewed
at www.discovery.com and the
full episode is available through
S&P
iTunes.
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The Roland S-0808
By Brett Grant-Grierson, CAS

photography courtesy of Brett Grant-Grierson

In the last twenty years I have constantly raced to
keep up with technology. This doesn’t mean that every piece
of equipment out there is necessarily better, but I continually strive to make my sound cart smaller, lighter and more
efficient. My mantra is “work smarter not harder.”
In this never ending quest to lighten up my cart
and simplify everything, my good friend and fellow sound
mixer Joe Foglia and I are constantly scouring the web surfing for cool gadgets and gear. Looking for a smaller alternative to the Aviom Digital Snake that utilizes a single Cat-5
cable to send and receive multi-tracks, we came across Roland’s Digital Snake system. The S-0808 is small, light and
compact.
The timing was great. The unit had just arrived in
the USA and Roland’s sales dept coordinated with Fabi
at Coffey Sound to get a demo unit for us to play with. It
didn’t take much to see how the S-0808 could be utilized;
8 ch I/O for communication, playback and recording. Also
the ability to expand the unit if needed was great. The size
of the unit was important to me. It’s light but built rugged
enough to handle any abuse. Easy to operate; just plug it
in, add power and it’s good to go. The S-4000R remote
controls all the I/O’s and phantom power. A 20dB pad has
come in useful on a few recordings where the talent has
been extremely loud. I prefer the gain structure set low to
eliminate the possibility of any clipping no matter how
loud the talent gets.

Digial Snake in action
16

Making adjustments to all I/O levels is quick and
the selected channel is easy to monitor. I configured this
with a few other components to become my on-set satellite.
After coming up with a mounting platform, I took a couple
of Lectrosonic IFBT4’s, one for the director communications and the other for the boom operator’s private line.
Lectosonics also came out with their new Quadpack, which holds two SR dual channel receivers. This allows four wireless receivers and the IFB’s to be right on set
in close proximity to video village: plugging a regular mic
cable into the S-0808 makes the heavy duplex boom cables
redundant. Getting rid of 500ft of duplex cable really lightens up the utility cart.
Roland’s Cat-5 cables are wired in “crossover configuration” and come standard with the Neutrik’s ethercon
connectors. The 300ft cable drum provides a much longer
cable run than any of the duplex cables I’ve had. A Remote
Audio BDSv3 distributes power with the source supplied by
onboard 12v IDX lithium batteries that can be piggy backed
together, lasting a good ten hours. It sits on an American
riser stand with wheels; this blossomed into a boom holder
and cable caddy.
The system is great for car rigs and process trailer
work; I put my whole assembly in the back of the car and
run one cable to the slave unit in the cab. It gives me a lot
of options on the fly. The Roland S-0808 is rugged, reliable
and with my current configuration, a versatile addition to
my equipment package. I like to plant my sound cart in one
place on stage or location and run one cable. Work smarter
not harder!

Sound Cart-788T, Deva, Sonosax Mixer
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Portable, battery
powered digital snake
S-0808 8x8 Input / Output Unit
The S-0808 is an 8 x 8 digital snake designed for professional
field recording and location sound applications. The
lightweight and rugged construction make it ideal
for film, sporting events, or newsgathering. The
S-0808 is powered by REAC Embedded Power,
External Battery Options or Power over Ethernet
(PoE). External battery options include NP Style,
V-Mount (IDX), or Gold Mount (Anton Bauer)
battery systems.
All inputs employ a high quality preamp
with fully discreet circuit design resulting in
outstanding sound. Input gain (-65 to +10dBu), Pad
and full Phantom Power can be remotely controlled
via a dedicated S-4000R Remote Controller or the free PC
Remote Control Software (S-4000RCS). When using as part of a
V-Mixing System, these parameters are controlled directly from the
M-400 or M-380 Digital Consoles. The S-0808 can be used in conjunction
with the S-4000M REAC Merge Unit to expand the number of inputs used in
the digital snake configuration.

Location Sound Example
S-0808

S-0808
S-4000R

1-8 ch Mic/Line
REAC

1-8 ch Playback/
Communication

1-8 ch
Audio Field
Recorder

Communication/Playback

1-8 ch
Input Playback/
Communication
Recording Position

www.rolandsystemsgroup.com/s0808

Digital Snakes

+

Digital Consoles

+

Personal Mixing

+

Recording

On the Fox Lot:

Sounds from the Scoring Stage
By Robert Kennedy
When you see the exterior of two stages on the FOX
lot that have the gold inlaid numbers 1 & 2, one notices the
lack of camera trucks and usual bustle of a big TV/Film
crew. Spend enough time on the lot, and you may start to
wonder, “how come no one’s shooting on stages 1 & 2?”
The fact is, what happens behind these doors is just as an
integral part of film as anything else produced on the other
FOX stages. What secret lies behind the perpetually closed
elephant door? The world famous Newman Scoring Stage!
They make the music happen. John Coffey and I recently
visited with one of the stage managers, Tom Steel, for an
inside scoop on one of only three major scoring stages left
in Tinseltown.
Down a hallway and through a nondescript door
is the scoring stage. Some of the biggest films in history
(Avatar) have been scored on this stage. It’s remarkably qui18

et. A piece of paper tied to an A/C vent flutters overhead as
the only indication it’s running. “Finished in 1928, this was
the very first shooting stage of this quality built on the lot
that was cast concrete and had decoupled floors. The technology since has been embraced and used in all the major
studios,” says Steel.
The acoustics are probably the most remarkable
aspect of the space. This is, of course, by design. The hallmarks of generations of improvements are readily apparent
and nobody wants to hide this fact. “It wasn’t about looks;
it was about achieving an acoustic environment,” mentions
Steel. Plywood, sheetrock and Celotex can be seen throughout the stage - all helping to absorb high and upper midrange frequencies and dissipate them somewhat. You can
also see some polycylindrical-type diffusion made out of
plywood in the design. They don’t want to paint it; they
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don’t want to fiddle with it as it might
upset the remarkable acoustics in the
room. It is what it is, and they love it.
The stage has had a few different orientations in its history with
changing projection booth and control room locations. The orchestra
sizes have grown throughout the
years from an average of fifty up to
the current hundred plus seat arrangements. The room is rearranged somewhat depending on the needs of any
particular project, but a general setup
presently prevails. On the back wall
is a big projection screen. Everyone
except for the musicians face this
screen so they can watch the picture
as they listen to the orchestra. Most
importantly, the conductor is on a lectern directly across from the screen.
Between the conductor and the screen
is the orchestra. The seats are empty
at the moment, but the last group left
signs of what it’s like when the place
is humming. It’s clear that each setup
requires a skilled and talented approach for each instrument as there’s
a huge variety of microphone stands,
roll-away diffusion panels and other
unique acoustic control pieces. “Everything we can’t buy, we fabricate.
These desks, all the Helmholtz resonators, the conductor’s lectern, this
goofy thing. It may not have a name,
but it definitely has a function,” says
Steel.
A typical arrangement includes violins, violas, cellos, basses,
woodwinds, brass, French horn and
percussion. None of these instruments are provided or owned by
the stage as the days of contract orchestras are long gone. A bass drum
(commissioned by Alfred Neumann)
and two beautiful concert grand pianos are the only instruments that live
on the stage. These beautiful pianos
were built in 1928 and 1929 and were
purchased around the time the sound
stage was first converted to a scoring
stage. There used to be a Werlitzer organ (an early synthesizer rig) in the
back corner.
Microphones are placed not
only on individual instruments, but
also on the “tree” above the conductor’s head. It is aptly named despite

Old high school buddies John Coffey and Tom Steel, 43 years later

The scoring stage high tech wall and booth

the fact that it’s made of metal and has
a few microphones instead of leaves.
Its “branches” help facilitate a configuration of microphones such as
the common “deca” configuration of
three microphones. Different microphones and positioning techniques are
employed by different scoring mixers
with the end result being a perspective
of the entire orchestra as it sounds in
this unique space.
Microphones are abundant for
communications on the stage as well.
As soon as a performance is finished
the microphone on the conductor’s

lectern goes live and everyone can
hear any notes or direction. Of course,
this allows the control booth to talk
back and forth as well to the composer
and conductor. All of the musician’s
headsets carry the appropriate mix,
a fold-down of pre-records provided
by the music editors, a click track and
the IFB from the conductor and control room. In fact, there’s a 72-channel
mixer on the scoring stage floor that
facilitates this involved setup. A pair
of large speakers are mounted on the
rear walls which can provide a tempo track or talkback from the control

THE N E W SHOTGUN
FROM SANKEN MICROPHONES

CS-2

Supersharp directivity
and extended reach in
a standard 10” length

Special
Offer!

Purchase the new CS-2 & Sanken will
buy your old shotgun mic for $200!!
Offer good October 1st - December 31st, 2010

Now Available At
SALES / RENTALS / SERVICE

Ask Coffey Sound for qualifying models, rules and regulations.
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For more information on Sanken
www.plus24.net or 323-845-1171
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room to the main stage as well.
Behind the conductor are three
custom-made desks (they even have
Helmholtz resonators) and a control
booth that looks like a wooden UFO
crash landed on the stage. The installation of the new control booth a dozen
years ago was an essential part of reviving the scoring stage. “This booth
wall was done by Studio Bau:ton.
They did a full computer mockup and
developed this system which is very
effective for dispersing unwanted reflections, the doppler phenomenon that
happens with sound waves. It’s been
very nice and has helped the room,”
mentions Steel. All of its surfaces are
angled and it’s clear that a great deal
of thought went into its construction.
The control booth helps make the
stage the most benign recording environment. This is a room you can come
into, raise the tree and give a satisfied
‘yeah.’
Danny Wallin was hired as the
Supervising Scoring Engineer for the
renovation twelve years ago. Danny’s
earliest credits start as a scoring mixer
in 1965 and are complete to recent artistic and commercial successes like
Up, Ratatouille, The Incredibles and
J.J. Abrams’ Star Trek. The equipping
of the room had a lot to do with Danny
knowing what was needed. At the end
of the renovation, Danny moved on
to freelance work as the days of the
“house mixer” were over. Danny is
no stranger to the scoring stage and is
still often hired as the scoring mixer
on projects utilizing the room. Steel
stayed on and has seen others take the
room to new levels, including the addition of a Neve mix panel.
Inside the control booth is the
beautiful Neve mix panel. On this particular day it happened to be opened
up, giving us a rare view inside. Denis
St. Amand, the stage engineer, was
performing maintenance on the console’s centerpiece. Tom mentioned that
the Neve is very complex and takes a
degree of upkeep which is a significant expense, but it is well worth it.
The board was purchased about a year
and a half ago and they’ve been very
pleased with its versatility and ability to derive whatever mix is desired.

Denis St. Amand performing a check up on the Neve console

“Sonically, it’s excellent,” says Tom.
The board spans across the whole
room and is covered with a dizzying
array of faders and knobs. The fact
that this analog board is controlled
by a computer has led other studios to
follow suit in investing in Neve consoles. A sizable patch bay on the left
wall leads to the machine room which
is visible through glass and just adjacent to the booth.
Inside the control booth is
where the scoring mixer, composer
and director run the show. They communicate with the stage floor easily
and are able to monitor the signals
without interference from the stage
or outside world. The control booth’s
acoustics are important as well, except for when people are talking, but I
guess that goes without saying.
We interrupted Denis long
enough to learn what his position entails. “I interface with the clients to
meet their technical needs. How big a
Pro Tools rig they need, how many ins
and outs, what reverbs they’re going
to need and how many Pro Tools units
they’re using.” A typical show has 72
channels of I/O for the recording rig
and another 48 on another rig for prerecords and a third rig for picture. “If
I do my job right, I do a lot of preset
work, getting ready for the next client
to come in. When they’re here, I hopefully have to do very little. If you see
me scrambling around it means there
are 100 other people that aren’t working,” mentions Dennis.
The conversation turned to

microphones and Tom took us to the
safe that holds the microphone collection. He’s very proud of their collection of contemporary top-of-the-line
microphones that will keep any scoring mixer happy. “I’ve got the best
Sennheisers, the best Neumanns, the
best Schoeps, the best DPAs and some
old esoteric mics,” says Steel. After
discussing miking techniques, Tom
notes that these microphone manufacturers aren’t fooling around, most
everything they come out with is an
innovation. Occasionally, a client will
bring along a couple of microphones
which the engineers are happy to integrate. Tom explains, “As far as what
we have for microphones, clients are
pretty darn happy.”
You may be wondering, “but
what does it SOUND like?” Well,
you’ve heard their underscoring hundreds times on shows like Family
Guy, The Cleveland Show, American
Dad and The Simpsons. You may have
also heard it in movies like Knight and
Day, Dinner for Schmucks, Despicable Me and Avatar.
Tom says, “The reason why
this stage is so special is because of
the people who make this place sound
great and keep it working.”
CREW
SR VP Sound Ops: Andy Nelson
VP Sound Ops:
Stacey Robison
Scoring Stage Recordists: Tim Lauber,
		
Christine Sirois
Stage Managers: Tom Steel, Greg Dennon
Stage Engineer:
Denis St. Amand
S&P

On set at one of world’s oldest
churches in Georgia”

From the Set of:

5 Days of August

Sound Mixer Robert Sharman talks about working on set with his crew
and Director Renny Harlin

By Robert Sharman
Upon my return from Georgia (the country – not the
state) where I was shooting a war picture titled 5 Days of
August, about the recent war between Russia and Georgia, I
stopped into Coffey Sound to say “hello” to John and some
other friends. John kindly asked me if I would write about
my experiences on the film for Sound & Picture. I think
there was some curiosity about shooting in a country with
virtually no filmmaking infrastructure, as well as the fact
that we shot with four RED cameras all day every day. I also
think there was some curiosity about working for director
Renny Harlin.
Let me start by saying it was a great experience
working for Renny. It was refreshing to work with an ex22

perienced director who knew exactly what he wanted, knew
exactly what he was getting and knew exactly how much
time he had to get it. I had heard that working for Renny
had been challenging in the past, but before I shipped out,
I spoke with Paul Ledford (who mixed Renny’s last film
12 Rounds) and I was told it would be demanding but enjoyable. My boom guy, Richard Bullock, and I soon found
working for Renny Harlin to be exactly that. His patience
in dealing with translation problems and issues regarding
the local crew’s limited experience was remarkable. Renny
was a true professional and fun to be around both on and
off production time. Although it was quite clear that sound
was not near the top of his priority list, Renny was very re-
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spectful and appreciative of our desire
to get him the best possible tracks for
his film. As this article goes to print, I
am booked to mix Renny’s next film,
a historical biography called Mannerheim.
5 Days of August had an impossible schedule of 36 days, cut
down from an impossible schedule of
48 days. Given that this was a HUGE
war movie with tons of stunts and
practical effects, not to mention the
almost daily use of dozens of military-contributed tanks, other military
vehicles, helicopters and hundreds of
extras, we all had to be on our game.
My experience working on the Crank
movies (as utility sound for Steven
Morrow on Crank and as the mixer on
Crank: High Voltage) was part of why
Renny, and producer Mick Flannigan,
felt I would be a good fit for the job.
We would be using four RED cameras
90% of the time, never fewer than two
cameras, and most of the movie was
to be shot with available light to accommodate the short schedule. There
would not be a lot of time for finesse
and the locations would be demanding.
They needed someone fully equipped,
yet completely mobile. Working for
Steve Morrow on several films before
moving up to mixing also helped me
to learn and adopt the “strive for the
best while going with the flow” attitude. It really is a critical philosophy
in today’s filmmaking and was critical
on 5 Days of August.
For this movie, I decided it
was a good idea to eliminate the MacBook/Boom Recorder setup I had relied on four ISO tracks over the last
few years; too many bits to worry
about and tie me down. ISO tracks
and wireless were going to be critical, with lots of cameras, lots of noise,
lots of action and a very fluid “script.”
It seemed a good idea to buy a taskspecific, 8-track recorder to streamline
my workflow. I chose the 788T from
Sound Devices for the task, since I
already owned a 744T and was very
happy with it. I elected to add the CL8
interface also, to allow a faster transition into portable mode. I knew that
whenever Renny said something like,
“Let’s grab a camera and jump in a

Renny Harlin coordinating a massive action sequence

pick-up truck to go get this shot before sunset” that I would have to be
ready. And with the help of Richard,
we were always there and ready, even
if there was no dialog to record. Our
unexpected presence on set to gather
ambient effects did not go unnoticed
and I believe was a critical part of
gaining Renny’s trust and the respect
of Renny’s wonderful 1st AD, Mary
Ellen Woods. It really helped having
that trust and respect when we needed
just a rare extra minute or two to improve a sound situation.
As for mics and wireless;
my wireless system is a Lectrosonics Venue, blocks 21/22, with six SM
transmitters and COS-11s for the actors and UM400s for the booms. Additional receivers for the dreaded 7th
or 8th microphone or for portable and
car situations, are the UCR411s. The
small size of the SM transmitters was
very helpful, especially for our lead
Georgian soldier. We were able to put
the mic and the SM inside his helmet,
which eliminated clothing noise from
all the action and all of the military
gear and rifle straps across his body. It
also helped us because of the American
actor’s character choice of being very
soft-spoken to mimic many Georgian
men. For interiors of vehicles, shooting car to car, especially the armored
military ones, I employed Vark Audio’s

amazing external magnetic antennas
for my UM400 transmitters. These
antennas were new to me on this film,
and I can’t believe I ever lived without
them. When we were able to boom,
we relied on the MKH50 almost exclusively, using a full Rycote system
outside in the often-substantial wind.
Occasionally, I pulled out a pair of
416s to record tanks and helicopters in
stereo, but there were always so many
of them that it simply sounded like a
lot of noise. Whenever possible, I tried
to get recordings of individual vehicles and helicopters for the post guys
to layer in, but there never seemed to
be the time. The editor, Brian Berdan,
informed me that the effects I was
able to capture were very useful in the
temp, and would possibly be included
the final mix. It makes going that extra
step really worthwhile!
Power was also a concern.
My main cart is powered by the PSC
Powermax and a yellow-top, Optima
marine battery. When I decided to
slim down even further by removing
my larger Mackie 1642 and replacing
it with my DC-modified Macke 1402,
I was never worried about power. All
of my gear is capable of handling the
220/50 power in Georgia. The generators were quiet and reliable, but were
rarely on. Most of the time we relied
on a Honda 2000 for video village and

myself, but it was like pulling teeth to
get the gaffer to pull it off the truck.
One of these great little generators is
now on my “to buy” list! Being selfreliant was important, even though
most of the time power had to show up
eventually to power the monitors and
Renny’s voice of God speaker.
This speaker was a challenging responsibility of our department,
given that Richard and I were working extra hard as the only members of
our team with feature experience. But
it was VERY important to Renny, so
therefore very important to me. Our
utility person, Nino Tevdorasdhvili,
was a local, and although had trained
as a mixer in a university environment,
and had worked on several small projects recording sound, she had never

We also handed out three TS3 slates
for the primary cameras. Nino constantly had to babysit time code as the
operators and assistants often removed
the boxes. She did an excellent job, but
like much of the Georgian crew, she
was often distracted by watching this
very “personal” movie being made.
It was after all recreating a war that
had only taken place 14 months previously. Initially, we mounted Comtek
receivers to the cameras, but after several cables and a couple of receivers
were destroyed, and it was discovered
nobody was listening to the camera
audio, we removed that element. The
assistant editor, on my recommendation, used Sync-N-Link for Final Cut
Pro to sync dailies, which he found to
work extremely well considering our
ability to keep the time code to camera
accurate. Our high success rate made
the times he had to manually sync
less of an issue, and we never “got the
call.” Daily sound files were handed
over on a CF card to the data wrangler,
as well as a DVD-RAM containing the
mix only. All files from both machines
were backed up to a fire wire drive and
turned in to editorial at the end of the
show.
All in all, the greatest chal-

Utility Nino Tevdorashvili on set

worked on anything quite like 5 Days
of August. We also employed an additional PA to assist in helping video village and our department move, which
included the speaker. Renny used
and abused an up-to-the-task PG58
with a UH400 transmitter for the God
mic. Our speaker was the new JBL
EON515 with a UCR411 attached,
which at 450-watts packed the punch
required to be heard over large sets full
of idling military vehicles. Although a
speaker isn’t part of recording sound
for a film, it was a crucial piece of gear
for my department on this film. It had
to work perfectly and it did.
Sync to the RED cameras was
achieved using four Ambient ACL203
boxes jammed from my recorder at
23.976 fps. Three were mounted to the
A/B/C cameras and the fourth was either mounted to ‘D’ camera or floated
to jam additional bodies or Stedicam.
24

Renny Harlin & Robert Sharman

lenge on this film was the locations
and the total lack of local resources.
Even simple things were hard to come
by. Everything had to be brought in.
The G&E package came from Bulgaria, along with much of the crew and all
the transportation with the exception of
my truck and the camera truck. Those
were hired along with the driver/own-

In Stalin Square, Gori
Black smoke made by tire burning

er and we had to design and build our
own shelves and cabinets and lighting
inside. We spent the first week of production shooting in a small mountain
village, which required we sleep on
a train! It was an old Soviet-era train
heated with coal, so we always worried about asphyxiating. The showers
and bathrooms were outside and it was
a cold run of about 100 yards, which
was made worse the few days it rained.
The remainder of the shoot we stayed
in a very nice hotel in the capital city
of Tbilisi, but the locations remained
tough. The catering was terrible and
craft service virtually non-existent (as
were bathrooms sometimes). Poor interior air quality, which was accentuated by the 85% smoking rate, made
simply breathing a challenge. Exterior
locations were not without air pollution caused by burning of tires for
black smoke, and they had very limited accessibility. Ramps and elevators
simply did not exist, and more often
than not, neither did paved roads. But
I would do it all again in a heartbeat.
This is what I love about making movies, and why I know I will be doing it
for life.
5 Days of August is currently
having the final mix performed at Warner Brothers Sound, under the supervision of Christopher Aud. The expected
release date is spring next year.
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Manfred N. Klemme
Saying Goodbye to a Legend
March 13, 1939 - July 2, 2010

I

n our business, trade shows are a major part of our
lives. So Manfred and I saw each other several
times a year at the numerous industry events. Manfred was older than me… something I often pointed out
to him over the last 30 years. The first 10 years I knew
him, I used to tease him for wearing a suit… and tennis shoes. I would laugh at him every time I saw him
wearing those tennis shoes and he always answered
with, “You’ll see some day.” For the next ten years, I
used to walk up to him in my new tennis shoes, and we
would compare whose were more comfortable. After
about 20 years of trade shows, Manfred would bring a
comfortable chair that was strategically placed in his
booth to talk to customers… without ever having to
stand up. I used to laugh at him about that, until the last
ten years, when Manfred and I would compare notes
about whose chair was more comfortable.
I Googled Manfred to prepare for this eulogy
and I was amazed to see that he had over twenty pages
just on him. To put that in perspective, I don’t even
have half a page on me. They were all about things
Manfred had done that made an indelible imprint on
our industry. These feats were many, but even with
twenty pages, it barely scratched the surface of his esteemed career.
Manfred began his early work at Braun Electric
in Canada in the area of pro industrial audio and video.
Manfred then became really well known in Hollywood
when he began working at Nagra-Kudulski. That job
put him at the ground zero epicenter of sound pioneering. He continued to work closely with Mike Denecke
to introduce many time-code innovations to our industry. Manfred was also the one who put Sonosax on the
map. So in effect, Manfred paved the way for what we
all do today. Manfred was generous and always shared
his knowledge with everyone. Nobody even knew what
pull down and pull up meant until we read the technical papers he wrote on the subject.
Our industry is about much more than just
equipment though. It’s about the people behind the
equipment. No visit to Mike Denecke’s place was com-

plete without dropping in on Manfred when he was located next door. No matter how busy he was, he always
stopped everything to chat with me. I used to think I
was his special friend, but later I realized that he made
everyone feel that way. He had a knack to make you
feel important and would always be ready with wise
advice when you sought it.
Manfred finally went into the manufacturing
business for himself and developed unique microphone
boom poles, suspension mounts and windscreens for
the production audio community. His K-Tek brand of
products was very successful and continues to be one of
the finest in the world. The Academy of Motion Picture
Arts and Sciences recognized that fact by bestowing
a Technical Academy Award to Manfred in 1998. The
Cinema Audio Society recently honored Manfred with
one of its most coveted awards too; The President’s
Award was presented to Manfred in front of his family on February 27th, 2010. Manfred received a very
touching and well deserved standing ovation from the
entire audience.
There was a lot more to Manfred than just his
work. I was more impressed by his character than anything he ever did for our industry… and that was a lot.
Manfred was someone who spent his whole life living by a strong moral code. He was good people. He
was first and foremost a father and a family man. I observed, as he slowly released the reigns of K-Tek over
to his capable and amazing daughter, Brenda. This
gave Brenda a unique opportunity to spend much of
her time with Manfred during his final years. I know
that is something she will cherish forever.
We all knew Manfred was ill for a long time,
but the good part was that it gave us years to say goodbye. We had an opportunity to appreciate him personally and professionally. The man was a delight and the
whole Coffey Sound staff always enjoyed his visits.
Manfred will forever live on as an important icon in
the history books of our industry, but more than important than that, we are all proud to have known him as
our friend. Manfred, keep that chair waiting for me.
-John Coffey, CAS
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Mixing Jackass 3D
On Set with Sound Mixer Cordell Mansfield

T

By Steve Wolstrup

he third installment of Jackass series is presented for
the first time in 3D. Johnny Knoxville, Bam Margera, Ryan Dunn, Steve-O and the rest of their buddies
are at it again with daredevil comic antics and in-yourface technology that’s down right hilarious. We caught
up with sound mixer, Cordell Mansfield, and he was nice
enough to let us in on some behind-the-scenes mixing of
the new Jackass 3D scheduled to hit theaters October 15th.
28
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Where did you grow up and how
did you get involved in audio?
I was born in Calgary, Alberta, Canada and moved to Phoenix Arizona
in 1981. I got involved in this business because of close friends I went
to Chapparral High School with. Dan
Norton and Michael Gatt, both sound
mixers who taught me everything I
needed to know about audio.
What did you do before you got
into sound?
When I was 22, I owned and operated

Ehren McGhehey pins the tail on the donkey

a small cafe; it was a great business
for a couple of years... until Starbucks
opened a store thirty feet away.
How long have you been mixing?
I started mixing in 1998. My first job
was an interview with Queen Latifah
on the set of one of her music videos.
So this is the 3rd Jackass movie for
you. How was it returning to work
with the crew?
It’s amazing in itself that there’s a
3rd movie. The first movie was never
going to see the light of day; it was
supposed to go straight to DVD.
Instead, it tested so high in the test
screenings Paramount had no choice
but to release it in theaters.
I’ve stayed busy with these guys

photography courtesy of Cordell Mansfield

since day one. We shot a nature show
after the 1st movie called Wildboyz
for 4 seasons traveling to 30+ different countries. I had the time of my
life. As well as Nitro Circus also a
number of commercials, music videos
and most recently, a documentary for
ESPN 30 for 30 about Matt Hoffman and the birth of the Mega Ramp.
Matt is an incredible person, his story
is unlike anything else you’ve ever
heard.

A multi-tasking Cordell Mansfield

How did you get involved with

rigs that I mounted Sennheiser 416’s

Jackass?

on. Most often these cameras break

A couple of the MTV producers

off after a stunt or a prank and shoot

I worked with on other projects

in different directions. They record to

thought I would work well and might

a couple of laptops with 100 ft teth-

fit in with these guys. I wasn’t sure if

ers. I used Sound Devices MM1 pre

I was to take that as a compliment or

amps to power the mics. Everything

an insult.

worked perfectly.

Who else was on your sound crew?

In addition to the planned stunts,

Seamus Frawley was the boom opera-

capturing the spur of the moment

tor; he also mixed from time to time.

pranks must have been challenging.

What, if any, special considerations

How did you manage that?

did you have to take to accommo-

At any given time we had 4-6 other

date the movie being in 3D?

2D Sony EX3 Cameras shooting. I

Other than the (A) RED 3D CAM ,

also placed 416’s on all of the Sony

We had a couple of handheld SI 3D

EX3’s as well. The set was loaded
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A Smart Slate was damaged when one of camera-ops used
it in a revenge beating of the director. Other than that, just
a couple of broken lav’s.
What do you regard as your best work on any show?
The hidden camera pranks in all the Jackass movies. They
by far, are the most fun and the most challenging.
What is one unique aspect of your style that you’d like
people to notice?
Keep it simple.
We all have one – what’s your biggest screw-up story?
I can’t say I have had any huge screw ups. After all, the
reason we’re there is to make sure everything is working
properly. I am compulsive about double and triple checking everything. Though on one occasion, Travis Pastrana
talked me into doing a stunt. I crashed trying to jump a car
Staying cheerful on a rainy day set

on a motocross track.
The tricks of trade and any tips you may think is inter-

with 416’s. It’s the only way to cover all the chaos. In

esting?

some cases I wasn’t even aware of what was going to hap-

Zaxcom ZFR 100’s. They are recordable lav’s. Timecode

pen next.

sync’d, 23.98, 24, 25, 29.97 and 30 FPS recording to

Does each actor have their own track or is most of it

miniSD cards. I’ve used them in so many situations with

boomed?

amazing results. I picked them up at Coffey Sound when I

We boomed everything with the exception of the hidden

was working on Nitro Circus a couple of years ago. It was

camera pranks. It all depends on the situation. These guys

a show with eight cast members going in eight different

spend most of time half naked, if not totally naked. When-

directions on motorcycles, racing cars, snowboarding, base

ever possible, I would wire them up and isolate the tracks

jumping and whatever else you can do to kill yourself. The

on the 744T by Sound Devices.

cast was always out of range of any RF signal... it was a

Can being wired be constraining for them when per-

total nightmare and the Zaxcom ZFR 100 made that gig a

forming their stunts?

piece of cake.

Yeah, you have to be extremely careful with transmitter

What advice do you have for sound persons starting

packs during stunts. Never place it anywhere near their

out?

spine or ribs, I found the safest place for the transmitter is

Learn everything you can about cameras, lighting and grip

the front pants pocket.

equipment. It’s amazing how many people have no idea

Give us a general rundown of your sound equipment

how to use a C-stand properly. Also, spend a lot of time

package and be specific about any certain parts of it

listening to conversations on set. That way you don’t have

you want to highlight.

to ask questions about what’s happening next. Be easy to

2 Sound Devices 744T’s, with 442 Mixers, 2 Deneke TSC

work with and don’t stress out producers and directors

smart slates, Deneke Clock it boxes, 10 Lectrosonics 411

with sound issues.

& 211’s with Tram BML-50 Lavs, 8 Sennheiser 416’s, 8

So what’re you working on next?

Zaxcom ZFR 100’s with Countryman B6 lavs.

We go to work on Jackass 3.5 the DVD special next month

Did you have a lot of damaged equipment by the end; if

and then Nitro Circus the movie in 2011.

so tell us about what happened?

S&P

Sound Mixing with Benjamin Patrick
By Daron James
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The Office photography courtesy of NBC Universal, Inc

T

the show. Like when somebody walks
a sleeping bag, a set of headphones
ucked away on an unassuming
behind and closes the door. You could
and an Electro-Voice microphone. His
dead-end street in Van Nuys,
barely hear what’s going on in the next
plan was to stay in his car until he got
California lies one of the most
room, because you really wouldn’t.
a job or until he was forced to drive
energetic sets in Hollywood – The OfNot everyone would have on radio
up north to San Francisco. In just 36
fice. It’s hard for me to believe the cast
mics. And if there is one, Michael
hours, Benjamin landed a no-budget
and crew started its seventh season
Scott’s personality would ensure he
movie with Dana Carvey in it and he’s
this year. The show has already made
would be the one wearing it. There are
been working ever since.
such a Seinfeld-esque cultural impact
not a lot of projects out there where
Benjamin hails from the Mid(at least in this writer’s opinion) with
sound gets to have this kind of flexwest (Iowa City) and has been working
a backdrop that so many Americans sit
ibility or voice,” mentions Patrick.
on The Office since the pilot episode.
in everyday. Tons of one-liners. Cold
While season one had the piHe was cool enough to let me hangout
opens that seem to top each other evlot and five episodes and season two
out with him and his crew for the day
ery week (future faxes from Dwight is
started off with six episodes, Benjamin
while they were shooting episode 8
still my favorite) and characters every
released his crew and started looking
“Viewing Party,” written by Jon Vitti
one of us wants to be friends with. I
for other work. He landed a movie
and directed by Ken Whittingham.
have no idea what’s in store for us as
with Emilio Estevez (Bobby). While
Coming off The West Wing,
it’s Steve Carell’s final season with
sitting in his car just
the cast. But I can’t
outside the Estevez
wait to see it all unmeeting, The Office
fold.
producer at the time
As I walk
called Benjamin letfrom the parkting him know they
ing lot on to set,
got an order for
the iconic Dunder
three more episodes
Mifflin
building
and asked him if he
and Dwight’s 1987
was still game. BenPontiac Trans Am
jamin couldn’t pass
smack my eyes
it up. He got out of
with a smile of exhis car, walked back
citement. It’s weird
in and told Emilio
being a fan of
he couldn’t do the
something and seemovie anymore being it for the first
cause of show. It all
time, you’re not
eventually worked
sure if you want to
out and season two
hug the crap out of
ended with twentyit or annoy it with
two episodes and
lame ass conversathe rest is history.
tion - I chose the
Nick Carbone utility, Brian Wittle boom & Benjamin Patrick mixer
	Back in action and no
free catering truck
longer with his original crew, BenjaThe Office was something all entirely
instead. (Thanks for showing me the
min went through a few members over
different for Benjamin. Before shootways of the juice bar Leslie). But I
the years, including good friend Steing the pilot, he spoke with Mark Found
wasn’t just there to take photos and
phen Tibbo and Preston Connor before
(sound recordist The Office-BBC verwonder if that’s what she said, I was
settling in with Brian Wittle and Nick
sion) for a little guidance and learned
meeting with the greatest Benjamin
Carbone.
they had no budget at all. Found and
Patrick sound mixer there is, BenjaOn the main office stage, Benjamin
Gervais were actually shooting and
min Patrick.
and his crew have a little ten foot
doing the audio miking on their own.
If you haven’t heard of Benjaby ten foot safe haven to work out
Luckily, NBC gave this version a little
min (Ben for short) or his crew (Brian
of. Scattered along one of the outmore money.
Wittle boom, Nick Carbone utility)
side walls are a bunch of the show’s
During the first few seasons
read this carefully. Then read it again
memories – a potpourri of moments
the sound really played (and still
and then save it to read for later when
throughout the years. Pictures of Jack
sometimes does) an acting role in epiyou’re bored. All kidding aside, BenBlack, Kevin Bacon, various magasodes. “Being a mockumentary, where
jamin is a 20+ year veteran in the inzine articles on The Office, ridiculous
the “documentary crew” is just as imdustry and is absolutely a great guy to
ads and funny headshots are all taped
portant as the cast, it makes things so
be around. He came to Hollywood in
or stapled below a sign with a picture
much more interesting for the sound in
‘93 with 300 dollars, a Volvo wagon,

of Steve Carell that says, “We Love
You.”
Inside, Benjamin can mix the
show, store gear and be out of the way
from the camera and other departments. They actually did all the networking for the show and have audio
and video running to all the production offices for live tape viewing. As
for Benjamin’s cart, he has a Deva
16, with a Deva Mix-12 and a Sound
Devices 744T. He absolutely loves
compact flash and says it’s much more
bullet proof now. He also sports a pair
of Sennheiser HD25 headphones as he
believes they’re way less bassy and in
this stage of the game it’s all about ear
fatigue. They use Comtek receivers,
K-Tek boompoles and a combination
of shotguns – a Sennheiser MKH 50
and a Schoeps CMIT-5U, which they
call “Millhouse.”
Benjamin used to work on
one of those “expensive carts” back
in the day, but while working on a
film in New York, a camera got lose
on the truck during a location change
and caused tons of damage. Now, he
runs with a customized set up he made
that doesn’t cost him a heart-attack
and a trip to a specialty welder if it
gets broke. “It’s better this way. The
footprint is smaller and way easier to
breakdown,” says Patrick.
As for playback, they’ll usually hire an operator and utilize a Pro
Tools setup. And for 2nd Unit, they
tried it once and the audio wasn’t quite
the same. So they’ll really only do rudimentary stuff now like a car driving
by or anything that doesn’t involve
any heavy audio mixing with the cast.
When I asked Benjamin why
he works in sound he said, “It looked
like fun. And then, I got sucked up
into the entire problem solving with
sound mixing.” He was so grateful he
did all those small, low-no budget jobs
when he first started out. “With sound,
you don’t necessarily need a reel like
a DP, but you need a resume of information of what you learned. And by
doing those jobs, I am now able to
work with experienced people where
instead of worrying about why they
haven’t moved the generator yet, I can
now concentrate on and influence the
34

Cast members of The Office outside Dunder Mifflin

Ben mixing “The Viewing Party”

...some more cast of The Office
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sound on set,” adds Patrick.
One of the benefits Benjamin
enjoys from working on a Deva or the
744T are the ISO tracks. “ISO tracks
allow me to be a little more risky. If
there’s something I want to try, I’ll try
it… if it works great. But if not, I have
plenty of backups,” explains Patrick.
A lot of times Benjamin is scrambling
just to get everyone’s lines. “When
there are notes or dialogue changed
from one character to another or something gets cut, you kinda have to mix
on the fly and be ready for anything,”
mentions Patrick.
	Boom, Brian Wittle, has a
one of the hardest jobs on set – trying
not to laugh during takes. With such a
funny cast during his five seasons, he
said it’s been difficult for him to hold
back sometimes. Besides the laughter, Brian has to deal with a style of
lighting that is somewhat flat (which
is done purposely). There’s no shaping to the lighting – it’s just one big
source. Since they shoot both sides of
a scene at the same time, there are basically two shadows all the time he has
to worry about. In order to get around
this Brian has to watch the shadow,
the camera and the actor to make sure
his position isn’t affecting the frame.
He’ll even have to sometimes hide
the boom in a corner or behind a plant
just to be in there close enough. And
unlike other shows or movies, where
takes are shorter, Brian is holding up
his boom for about twenty minutes at
a time because of the constant improving and takes – something he didn’t
take long to get used to.
As for the sound crew’s utility, Nick Carbone, he is another great
guy (and a good basketball player)
who helps keep the pieces of the puzzle from falling off the table. From
gathering gear, troubleshooting issues, keeping track of what’s going to
be happening next to jumping on the
boom or replacing gear, Nick says,
“Working on The Office keeps my day
pretty busy.”
A thing Benjamin wanted to
share while learning how to mix is
that the tools you have are very important, but they’re just tools. “You’ll
learn everything else eventually and it

Creed Bratton (Creed Bratton) & Michael Scott (Steve Carell)

Andy (Ed Helms), Stanley (Leslie Baker) & Phyllis (Phyllis Lapin)

becomes second nature. If you have
one channel and one microphone, you
could pretty much get everything you
need. You just have to be inventive
enough and you can make anything
work,” says Patrick.
I got to hangout with Line
Producer and friend, Randy Cordray,
when I was there and asked him about
Carell’s last season on set. He mentions, “Nothing has changed at all.

Steve’s just a remarkable man and
such a great guy to work with and he’s
definitely going to be missed.”
I would like to thank Benjamin, Brian, Nick, Randy and the rest
of the cast and crew for letting me
come by to see how such an amazing
show gets to air. You can catch season
7 of The Office on NBC Thursdays or
online at nbc.com.
S&P

Castle

On set with Joe Foglia
and his crew
By Daron James

J

Beckett & Det. Kevin Ryan (Seamus Dever) at police headquarters

oe Foglia was nice of enough to invite me on set of
ABC’s Castle recently to see how he mixes the show.
Now entering its third season, Castle has evolved into
a blend of beautifully shot gruesome murders with a smart
sense of humor. Nathan Fillion plays Richard Castle, a
charming, mystery author alongside Kate Beckett, a bright
and aggressive New York detective played by Stana Katic.
Together, they use each other’s strengths to solve odd and
off beat cases assigned to Beckett. All the while Castle is
a divorced father raising a teenaged daughter and dealing
with his melodramatic mother.
When I first met Joe, he had a calm, laid back demeanor about him. Kinda like he’s been working in the
industry for over 20 years (he has). But it wasn’t the years
of experience or the Emmy nominations and wins that let
him walk with a nonchalant attitude. It was the people
who were around him that made him so confident. His
boom-op, Kevin Santy has been with him forever. Joe actually worked with Kevin’s wife, Tanya Peel, for six years
before he started booming for Joe. And his utility, a 2nd
generations LA native, Anna Wilborn. Joe completely
trusts his crew to cover for each other and when a decision
is needed to be made, he’s there. As I watched throughout

36

the day, together, the three of them made a very fluid and
remarkable team.
Foglia was pretty much a self-taught sound mixer.
He always had a dream of owning a recoding studio or a
radio station one day. Growing up, he had a friend with a
mixer, a girlfriend who wass a singer and he owned a recorder. It was back in the day when Tascam came out with
their MX10 mixing console that Joe really started fooling
around more with sound and collecting microphones.
He started his sound career out of Florida working on shows like Miami Vice and 21 Jump Street. When
incentive programs came about for cities in 1998 or so a
lot of the work went away to Canada and other US cities.
Foglia ventured his way into commercials but because of
his child, he thought about changing careers. It wasn’t until he got a call out of the blue and was asked to come out
to California to shoot a show called Go Fish that changed
everything. He convinced Kevin and Tanya to come out to
work with him. The show only lasted six episodes, but the
UPM liked Joe and his crew. So he took Joe over to this
old, abandoned hospital in Burbank to ask him to work
on a single-camera comedy pilot – Scrubs. The show was
picked up and they worked on it for 9 seasons. During
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Castle photography courtesy of ABC, Inc

its run, Tanya left, and through a suggestion from John Coffey, Joe hired
Anna as their new utility, and has
been working with her ever since.
Joe prides himself on being
the first of firsts with gear. It’s not
only his job, but sound is his hobby.
He loves it. He enjoys figuring out
new tricks and tweaks to his cart
which was his own creation and only
runs on 12 volts of power. For Castle, Foglia’s gear is no less than top
of the line. He uses a combination of
a Zaxcom Deva 5.8, a Sonosax ST8D
Mixer and a Sound Devices 788T.
Since Joe has the ability to do
post and pre fader on his mixer, he
records his production mix on track
one.
Editorial only wants to deal
with one track and 99% percent of
the time, you’ll hear Joe’s mix on TV.
His second track is pre fader, so it’s
always recording the boom which allows the post mixer to pull anything
they might need. This also gives him
plenty of room for his Lectrosonics
wireless system which he’s never had
to go over six tracks of wireless on
set. His mixer is digital and records
directly into the Deva. The Deva is
then looped to the Sound Devices
788T, which is a direct mirror copy
of the Deva.
Foglia learned all his technical chops for RF during his golf
days. Covering 9 holes, the guys he
worked with really taught him wireless. He learned a lot about dry-pair
and all kind of things, which means
a lot when bringing RF frequency to
the film and TV industry. He built an
antenna farm with a combination of
antennas over the years that is technically correct and has no RF interference. “It’s about understanding RF
and how it works so they don’t cancel
each other out,” says Joe.
Since Castle has a minimum
of 12 hour work days, Joe works on
a “hate me now or hate me now or
hate me later system.” When you
have the time to get it done right, you
can hate me now for asking someone
to put screws in the ground to mini-

Joe Foglia mixer, Anna Wilborn utility & Kevin Santy boom

Richard Castle (Nathan Fillion) on set during a promo shoot

Kate Beckett (Stana Katic) handcuffs a suspect

Castle and Beckett listening for instructions

Joe Foglia on set with his cart

Castle and Beckett at a crime scene
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mize noise or you can hate me later in
post when the producers are wondering why he didn’t put screws in the
ground to cover up the noise. Foglia
prefers the hate me now method, but
on rare occasions, he has to go with
the hate me later.
Every show has their sound
obstacles and Castle is no exception.
When I asked Joe to share one, he
talked about the issues they were having in the interrogation room. “It’s a
very complicated room. It has a hard
floor. A hard ceiling. A glass mirror.
And until this season, the room was
quite small. We couldn’t quite get the
sound we wanted. So I took the table
in the room and applied a dampening tar to help stop the resonating
base. I also had them put a soft, cushioned top to help deaden the table. A
small hole was drilled in the center
for cables to run through to the oncamera Sennheiser microphone. And
oddly enough, having a microphone
on an interrogation table is actually
more accurate to real-life interrogation rooms. We’re really happy with
it now.”
Castle is always rolling two
cameras and is one of the few shows
that still shoots on film, thanks to
their cinemaphotographer, Bill Roe.
“You really need to have a strong person on set,” says Joe. Their department works as a team, but between
the actor and the camera is a boom
operator who needs to be confident in
everything he approaches. He needs
to know politically how to ask for
help. He has to know where the shadows fall. He has to know lens sizes.
“Thankfully, Kevin knows it all,”
says Joe, and is why he believes Kevin is one of the best boom-ops. On
set, Kevin is flawless. Sliding in and
out of a scene as if he wasn’t there.
With the help of Foglia on monitors
during rehearsals, they’re able to get
the shotgun just inches away from the
frame during recording. And if they
need to ask B camera to shut down,
which is rare, the director hasn’t had
a problem with it.
For gear, Kevin came up with
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Other photography courtesy of Joe Foglia

Castle, Gina Griffin (Monet Mazur) & Alexis Castle (Molly Quinn)

a unique system to communicate with the camera department so they know he needs to change out microphones.
For the 4:1 lens, he uses a CMIT-5U, an 11:1 lens, the
Sanken CS-2. His pole is a Loon and uses an array of
Lectrosonics for wireless.
As for Castle’s 2nd Unit, Joe uses a Petrol bag with
a Sound Devices 744T and a 552. A Lectrosonics Quadback holds the receivers that are all on the same block as
the set’s wireless. This way he can leave his cart, grab the
bag, and the actors can keep their wires on. They do their
playback with Pro Tools and a speaker system.
Their utility is the glue that holds the crew together. Joe prefers hiring women for utility as actors and
actresses usually have a more comfortable experience getting wired, especially little kids. “And Anna is absolutely
amazing at what she does,” says Foglia. Anna has set up
a notes system to jot down any kind of issues with gear
or other problems which they can go back look at when
needed. “It just makes things easier this way. By writing it
down, you never mess up,” mentions Anna.
When I asked Joe if he had any ridiculous or interesting stories to share from set, he grinned and said,
“Which one.” Back in the day when Joe worked on Miami
Vice, he tried to figure out how he could make the sound
better. Miami Vice featured a Ferrari Testarossa and required a lot of looping during the editing. So Joe thought,
why not cut down as much looping as we can?
He went out and got one of the first stereo timecode Nagaras which he bought from Manfred and a timecode slate. It was the two-track timecode Nagra IV-STC.
Unfortunately, the slate wasn’t good for anyone at the time,
so they didn’t use it. But he took the Nagra and anchored
it down to the Ferrari’s floor and ran separate lavs mics in

the car’s compartment to maximize the two ISO tracks.
Working with a Limiter and a customized switch, Joe was
able to set his levels and let Don Johnson flip the switch
below during his dialogue with Phillip Thomas. Win. Win,
right? Wrong.
	Before the start of the 4th season, Universal flew
Joe all the way out to California to talk to him about the
show’s sound. They needed him to solve a problem. They
told him he needed to somehow get Phillip’s dialogue into
the tracks. A confused Joe, didn’t know what they were
talking about until they made him listen to one of his recorded tapes. With the whole post sound crew and the
head of Universal Sound Department there, they pulled
out a tape and put it in a mono machine. The only thing
that was heard was Don. (“What’s the deal?”) Joe calmly
replied, “Did you use that mono machine all last season
like that? (“Yes.”) “Well, look the label, it says track 1
Don, track 2 Phllip, said Joe.” Universal’s head of sound
asked post if they we transferring the other track. (“No.”)
They were only transferring the one track the whole third
season. Woops for them. Great for Joe.
Foglia has worked on reality shows, documentaries, TV, film and even recorded albums. But up until recently he wasn’t able to spend much time with his family
– his fix? He got his daughter, an inspiring editor, a job as
a post pa on the show. Since working steadily in California, Joe was able to adopt a seven-month-old who is now
eight-years-old and become an active board member of
CAS, where he would like to see them develop standards
for sound similar to ASC has for their members.
You can catch Castle on ABC Mondays and Joe
Foglia with his crew on the Raliegh Studios Lot workS&P
ing and having a good time.

David Stockton, ASC

Shooting the Nikita pilot
By Daron James

Maggie Q as Nikita

Nikita, played by Maggie Q is a rogue assassin trying to exact vengeance on the former employees who once
controlled her - an organization called Divison. With the
help on the inside from Lyndsy Fonseca’s character, Alex,
Nikita is making it very clear that she will stop at nothing to
expose and destroy their covert operations As the new CW
series illustrates the real charisma and presence of Nikita,
it was up to David Stockton, the pilot episode’s cinemaphotographer to make it happen along with director Danny
Cannon.
It may have been by sheer coincidence that Stockton met Cannon, but working on the last six of seven pilots
(including CSI and Eleventh Hour together) hasn’t. Coming
off The Forgotten, Stockton and Cannon teamed up with an
amazing crew in Toronto for a thirteen day shoot (one LA
day). 1st AD Micheal Viglietta, production designer Doug
Kraner and key grip Mark Manchester, to name a few, put
together a beautifully crafted and powerful debut episode of
40

Nikita.
	Before landing in Los Angeles, Stockton grew up
in Greenwich Village in New York. When he was just six
years old he found himself watching old 16mm prints his
best friend Jonathan’s father would put on. After school, in
a 9th street home, they’d sit down and soak in some classics
like King Kong, Gone with the Wind and Charlie Chaplin
movies. Stockton ate it up like popcorn. Technically, he was
amazed with the idea of movie-making and knew he wanted
to do it. Until about the age of 9 Stockton and his friend
would run around and play at filmmaking with a broken
camera. It was just a box and a lamp, but they didn’t care.
When Stockton got his first Super 8 camera his
fascination of putting together films grew. Early influences
were movies like It’s a Wonderful Life and cinemaphotographer Gregg Toland of Citizen Kane. “In terms of separation
and contrast, Citizen Kane was a real example of how you
can tell a story by what you don’t show in a frame than what
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Unit photography by Ben Mark Holzberg courtesy of The CW Network, LLC.

you do show,” says Stockton. Stockton enjoyed all aspects of filmmaking,
but it wasn’t until working as a child
actor where he really became in tuned
with cinemaphotography. While on set
he’d always find himself hanging out
with the lighting and camera guys asking questions and jumping on camera
in between takes.
While at NYU film school
Stockton put together a short film
about a man that built a tiny airplane
and then shrunk himself to fly it around
in his own apartment. When the man
in the apartment woke up, he wasn’t
sure dreamt his flying fun or not. (Feel
free to contact David for a private
viewing on VHS.) “It was interesting to me that film is the one art form
that incorporates all other art forms.
From the acting, wardrobe, stunts, the
music and directing, anything people
may have done, someone has made a
movie about it,” mentions Stockton.
Gear packed and a few hundred dollars in his pocket, Stockton
moved to Los Angeles where he met
some other creatives and together they
began to build spec reels. In ’92, he
landed his first agent and was given an
opportunity to work alongside Zach
Snyder (Dawn of the Dead, 300). He
began traveling the world up, until around 2003, working on various
commercials, films and music video
projects. He told me it was one of the
greatest experiences ever in his life.
From extreme weather conditions to
the remote locations and language barriers that were overcome, everything
Stockton learned helped him to be the
humble yet knowledgeable cinematographer he is today.
Stockton loves approaching
narrative work and was hungry to
transition into new challenges in his
career. It was because of a film (Underground) he worked on for free that
gave CSI the confidence in Stockton.
“I can’t encourage it enough for people to do as many projects as they can.
You’ll always meet somebody and
if you’re doing it for the love of the
process, you’ll definitely gain more
skills,” says Stockton.
Working on episode after episode with Cannon, Stockton learned

Jaden (Tiffany Hines) & Alex (Lyndsy Fonseca) inside the training facility

Nikita at her home base

Michael (Shane West) outside the training room

all the tricks and skills needed to propel a narrative story forward. From
shooting 8 pages in 12 hours to covering multiple characters or multiple
eye-lines and camera movements that
progress the story without sacrificing
aesthetics. “Sometimes it’s not always
about stringing a bunch of pretty pictures together,” says Stockton.
The Nikita pilot was no different. From the opening poolside
scene in a majestic Malibu mansion,
a ridiculously sexy, diva-esque Nikita
saunters her way toward her first kill.
A series of eloquent but simplistic
shots helped form and set the stage
for our main character – beauty meets
badass. The one day California shoot
was filmed on a Genesis camera with
Panavision lenses.
In fact, the whole pilot was
shot in HD. The Toronto shooting
days were done on the Sony F35.
Angenieux lenses were used with the
12:1 lens being one of their staples.
“During testing, we were very happy
with the results. We used all the same
glass while shooting. “The compact
PL mount zoom lenses it made it a lot
easier to change focal lengths because
we didn’t have to rebalance the focal
lengths,” explains Stockton.
Since Stockton and Cannon
have been working together for such a
long time, when they go out on technical scouts, it become like a set of twins
finishing each other’s sentences. Stockton generally follows behind Cannon
who says a few thoughts and Stockton knows exactly what he is talking
about. They’ll talk about lenses, if it’s
handheld or not, shutter angles, speed
changes. Based on the feeling Cannon wants the story to have, Stockton
will offer techniques to help the scene.
“Cannon is a very visual and technical savvy director. He’s really good at
blocking scenes for photography and
is very specific about the coverage he
needs. This is great because it allows
me to think more about lighting and
focus on compositions and nuances of
a scene,” says Stockton.
	But working together over
multiple shows doesn’t just have the
benefit of shorthand conversation on
set, it allows each other to collabo42

rate and utilize each
other’s strengths to
make a better show.
In a scene near the
end of the episode,
Nikita interjects a Division plan to kill a
high ranking official,
General Swafani. She
ends up saving his life
by kidnapping him out
of the hotel. Disoriented in the backseat
of a limo, Swafani
wants answers to what was going on.
Through the limo’s back window, you
could see a steam source and the red
haze from the brake light. It was this
subtle lighting cue that Cannon came
up with which showed the audience
that even though things were safe now,
Nikita wasn’t in park and ready to get
out of there at a moment’s notice.
“It’s a perfect example about
how a visual director adds a lighting
nuance to propel the story forward.
One of the things is are really fun in
the partnership with the director is to
primarily move the narrative forward.
I’ll help aid and visually move the story forward but at the same time, we are
creating the depth or level of beauty in
an image or emotion based on a story
point. When a director comes up with
something like that, it not only makes
the show look better, but me as well,”
says Stockton.
To show a contrast between
Division and Nikita’s place, they used
fluorescent lighting during the Division scenes to give a stark look compared to warm, inviting tones inside of
Nikita’s home. “We wanted to create
a different texture with the art direction and wardrobe of Division headquarters. The goal was to create a very
dark and underground world and the
production designer helped us achieve
very symmetrical compositions,” says
Stockton. As for Nikita’s lair, they
wanted an abandoned space but make
a romantic one as well. Something eloquent and beautiful to emphasize her
character.
During the flashbacks, we
learn more about Nikita’s character
and why she left Division in the first

Alex & Amanda (Melinda Clark)

place. She fell in love with her “cover”
which is something not to be tolerated. Instead of going with a look we’ve
seen in Saving Private Ryan, Stockton utilized a frame rate change and
in post, Cannon finished it off with a
defocus pass.
In many of the environments
they used practical lighting and tried
not to over accentuate a scene. “Instead of setting up something difficult,
we aimed for things that were unique
and less complicated. You have to
learn to pick and choose your battles,”
says Stockton. And in terms of color,
they looked at the location and if there
were any technical issues, they’d discuss either changing the color temperature of the camera or work with what
was already there.
“When you can surround yourself with people that are going to make
the show better it opens up the room
to contribute other ideas. Nikita was
one of those sets, mentions Stockton.
“The production design and crew were
really at a high end and Canon had a
very clear vision to what he wanted,”
adds Stockton.
When I asked Stockton if he
had any advice for cinemaphotographers out there, he said the best thing
you can do is to move the story forward without getting in the way –
without giving it too much pizzazz.
I want to thank David for taking the time out to talk to us about his
experience working on Nikita You
can catch future episodes on the CW
Thursday nights or online at cwtv.com.
David will soon be working on a film
entitled Home Run Showdown.
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Congratulations to ALL the 2010 Emmy Winners and
Nominees in the SOUND & PICTURE CATEGORIES
BEST CINEMATOGRAPHY FOR A
HALF-HOUR SERIES
Michael Trim, Director of Photography
Gary Baum, Director of Photography
Uta Briesewitz, Director of Photography
Vanja Cernjul, Director of Photography
Steven V. Silver, Director of Photography
Matthew Clark, Director of Photography

Tom Cunningham, Director of Photography;
Sylvestre Campe, Camera;
Petr Cikhart, Camera; Peter Rieveschl,
Camera; Richard Forman, Camera
Gus Dominguez, Director of Photography
Tim Spellman, Director of Photography
Simon Reay, Director of Photography
Douglas Glover, Director of Photography;
Troy Paff, Camera Operator; Carston Bell,
Camera Operator

BEST SOUND MIXING FOR A
MINISERIES OR MOVIE
The Pacific - Part Two HBO
The Pacific - Part Five HBO
The Pacific - Part Eight HBO
The Pacific - Part Nine HBO

BEST SOUND MIXING FOR A
HALF-HOUR COMEDY OR DRAMA
BEST CINEMATOGRAPHY FOR A
SERIES AND ANIMATION
ONE HOUR SERIES
Entourage - One Car, Two Car, Red Car, Blue
BEST SOUND EDITING FOR
Christian Sebaldt, Director of Photography
Car HBO
Christopher Manley, Director of Photography A SERIES
Modern Family - En Garde ABC, Twentieth
24 - 4:00 AM - 5:00 AM FOX
Michael Slovis, Director of Photography
Century Fox Television
Breaking Bad - One Minute AMC
Ousama Rawi, B.S.C., C.S.C., Director of
30 Rock - Argus NBC
True Blood - Beyond Here Lies Nothin’ HBO The Office - Niagara NBC
Photography
Kramer Morgenthau, Director of Photography Lost - The End ABC
Two And A Half Men - Fart Jokes, Pie And
Fringe - White Tulip FOX
Celeste CBS
BEST CINEMATOGRAPHY FOR A
BEST SOUND EDITING FOR A
MINSERIES OR MOVIE
BEST SOUND MIXING FOR A
MINISERIES, MOVIE OR SPECIAL
Ben Smithard, Director of Photography
VARIETY OR MUSIC SERIES OR
Florian Hoffmeister, Director of Photography The Pacific - Part Five HBO
SPECIAL
Temple Grandin HBO
Remi Adefarasin, B.S.C.,
The 25th Anniversary Rock And Roll Hall
Moonshot HISTORY
Director of Photography
Of Fame Concert HBO
Alice - Part 1 Syfy
Stephen F. Windon, A.C.S., Director of
The 52nd Annual Grammy Awards CBS
Photography
Dancing With The Stars - Episode #907 ABC
BEST SOUND EDITING FOR
Eigil Bryld, Director of Photography
82nd Annual Academy Awards ABC
NONFICTION PROGRAMMING
American Idol - Episode #933
America The Story Of Us HISTORY
BEST CINEMATOGRAPHY FOR
Idol Gives Back FOX
Teddy: In His Own Words HBO
NONFICTION PROGRAMMING
American Idol - Episode #943 Finale FOX
The Amazing Race - I Think We’re Fighting
Life - Challenges Of Life
the Germans, Right? CBS
Discovery Channel Cinematography Team
BEST SOUND MIXING FOR
Life - Challenges Of Life Discovery Channel NONFICTION PROGRAMMING
Dirk Nel, Director of Photography
The National Parks: America’s Best Idea Whale Wars - The Stuff Of Nightmares
Deadliest Catch - No Second Chances
The Scripture Of Nature PBS
Animal Planet Cinematography Team
Discovery Channel
Buddy Squires, Cinematographer
Spectacle Elvis Costello With..- Spectacle Elvis
BEST SOUND MIXING FOR A ONEDeadliest Catch - No Second Chances
Costello With Bruce Springsteen - Part 1 & 2
HOUR COMEDY OR DRAMA SERIES Sundance Channel
Cinematography Team
Glee - The Power Of Madonna FOX
The Amazing Race - I Think We’re Fighting
Dexter - Hello, Dexter Morgan Showtime
BEST CINEMATOGRAPHY FOR
the Germans, Right? CBS
House - Epic Fail FOX
REALITY PROGRAMMING
Life - Challenges Of Life Discovery Channel
24 - 3:00 PM - 4:00 PM FOX
Survivor - Slay Everyone, Trust No One
The National Parks: America’s Best Idea Lost - The End ABC
Cinematography Team
The Scripture Of Nature PBS

*winners displayed in red
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THE UTILITY PERSON
By John Coffey, CAS

I spent 5 or 6 years as a third person at the beginning of my career. Admittedly, I wasn’t very good at it because it
required paying too much attention. I surely wasn’t as good as any who later thirded for me, but I know I coiled enough cable
to stretch from Hollywood, California to Hollywood, Florida. Recently, I did some third work for my pension hours and yes,
I was still terrible. The bad back was my excuse for not getting out of that chair, but between us, I had no intentions to do
so anyway. Back in the pre-politically correct era, we were called cable men and it was all about charging and handing out
walkie-talkies and the cables – keeping those many cables clean and creatively running them to hidden mics the boom man
placed all around the set like Easter eggs (before wireless mics could be trusted).
Today, the job is called Utility Sound or 2nd Boom. Personally, I like the term third person because I went through
the 70’s and 80’s when we fought to even have a three person sound crew. Many boom persons today also third or trade off
with them. The job has changed immensely since the advent of reliable wireless mics and multiple cameras. Third persons
are now the glue that binds the sound department. In fact, a great third named Ross Levy once said, “The third person is the
Swiss army knife of the Sound Department.”
It used to be that the utility job was a training ground for boom operators. It still is, but now the job can be as complicated and difficult as a boom operator’s. A good third is worth far more than they are paid and don’t want or need to be
micromanaged. If they are not one step ahead of the mixer, then something is wrong. Every crew is slightly different and
they must meld to the ways the boom operator and mixer like to work. They must easily flow through all the set politics. The
best ones also have an excellent technical knowledge to operate the gear and can step up and boom or mix should something
unforeseen happen. Good thirds stay alert at all times for every audio issue before it arises. They react quickly and know
how to multi-task and create solutions for problems. So with suggestions from Jan McLaughlin, Jeff Wexler and others, I
thought I’d take the time to update the job description of the third person these days.

Top 20 Utility Person Check List
1. Watch rehearsals and assist the boom operator as
needed. Boom any second microphone shots. Quiet
noisy props. Send a boom hard line if needed. Plant
mics if requested and send a hard line or wireless to
them.

5. Hook up A/C and video to cart and charge
items as needed on follow cart or in truck.

2. Handle the wiring duties in ways the boom operator and mixer prefer. In this age of multi-tracking,
it’s a full time job in itself. Getting under an actor’s
clothes is an intimate and delicate trust to be earned
and protected. Wire and remove them from actors in
ways the boom operator and mixer prefer. Make sure
the actors don’t get wrapped or change wardrobe
without getting the wireless back. Keep the batteries
strong before and during scenes.

7. Make sure noisemakers around set are turned
off or muffled. Anticipate and track down the
potential problems from A/C, ballasts, fridges,
fans, etc for each setup and location.

3. Connect the bell & light system and have it ready at
all times. Always keep all wireless and IFB antenna
arrays well within range and pointed in proper direction.
4. Dampen footsteps by keeping carpets close and lay
them down as needed. Remove tape marks before
storing them again. Put foot foam on actors and
extras as needed.
44

6. Be capable of music playback and set-up loop
systems to actors if needed.

8. Stay in touch with the AC’s and jam the slates
and lock-it boxes on the cameras. Send hard
line or wired feeds to cameras or other places
as needed.
9. Set up and break down insert car towing rigs
quickly, in ways that can have quick disconnects should vehicles separate.
10. Handout all Comteks and all IFBs to the usual
suspects (director, script supervisor, producer
and others) and make sure the batteries are
tested beforehand and changed during the day.
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11. Handle walkies if needed (that jurisdiction still
belongs to the sound department)
12. Handle the clerical duties of keeping script pages,
call sheets and filling out any related paperwork
and time cards. If the mixer prefers, fill out a
sound report with date, location, first scene number and set up the media for recording, including
the creating the day’s folder and head slate. Fill
out any remaining media paperwork and hand it in
to proper person at break and wrap.
13. Be familiar with the gear and where it is. Keep
adequate stock of batteries, DVDs and other
expendables.
14. Change mic windscreens as sets change between
interiors and exteriors.

Kim Petty pushes the booms

15. Keep constant notes on paper or your smart phone
as details arise.
16. Keep equipment working properly and handle getting repairs done in timely fashion. Clearly mark
anything bad as N.G. Get pertinent breakage on
the production report, interfacing with dealer or
manufacturer and expedite shipping and returns.
Solder cables if the mixer wishes.
17. Administer all company travel, including preparing equipment on the truck for a load-outs and
move-in by coordinating with teamsters, locations,
camera department and ADs. If location is distant,
prepare carnet and deal with any shipping
containers.
18. Be the cart master. Set up and breakdown the cart
each day. Move and place the mixer’s cart and
follow cart in the best available spot on set, while
taking into consideration the weather and power
needs. Set up tent when applicable. Keep both
carts well organized and put everything back in
their orderly places.

And operates a boom

19. Return any items borrowed from other crafts and
get back sound items loaned to them.
20. Wear an IFB so the mixer or boom operator can
talk to you at all times. During takes, listen for
audio problems and also to understand what the
mixer and boom op are referring to in their
conversations.
If we happened to miss any or if you have suggestions,
feel free to let us know and we can update this article
online.

The Utility phenom mics 2nd boom shots

Video Symphony
How one man turned a small rental house into
an accredited learning institute
By Daron James
I drove to downtown Burbank, California to
meet with Mike Flanagan, the founder of Video Symphony, a TV, film and post-production institute, to see
what goes on at this meticulously placed school. When
I pushed through the double-doors, the space had a relaxed, creative vibe as if I strolled off Magnolia Boulevard right into the heart of Manhattan’s art district in
New York. Bright, modern comfy couches grazed the
floors. An array of saturated hues splashed each wall
as I made my way down a hallway into a vibrantly lit,
infused with red conference room. The school is set up
like a home away from home. While I was talking with
Mike, I could see out of the corner of my eye, people
popping in and out of the kitchen, grabbing drinks and
snacks - laughing. “Having students learn in an environment they want to come to is especially important,”
says Mike.
Video Symphony didn’t start off as what it is
known today though. In the early 1990’s, as a desktop
publisher, Flanagan realized how great video was as
a form of communication and saw the industry could
become more and more digital. He believed video was
going to be the next wave of how things were done and
got into it more as an opportunist and an entrepreneur.
Actually starting off as a rental house, offering editing equipment while at the same time training already in-the-know freelancers, Flanagan’s little
shop blossomed into a full-on Avid Boot Camp. This
six week program of Avid certified courses structured
around editing a project became very popular in just
a few years. But as technology grew, so did eager
people wanting to learn new programs like Pro Tools
and Final Cut Pro. Flanagan realized he was going to
need to organize more courses and bring in additional
teachers. Developing classes based on the needs of students, teachers and how the entertainment industry was
changing, a onetime corporate training center became
a fully accredited college just eight years ago.
As a school, Flanagan says, “The best thing is
seeing students develop their skills and learn not just
the technical part of a specific piece of software or audio mixer, but the esthetics behind why they’re using
46

Students learning in the recording studio
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it or how to edit a certain way.” Seminars and lectures
have become the glue between the hands on classes
at Video Symphony. They offer fully certified courses
in Pro Tools, audio engineering, video editing, TV &
film editing, graphics and effects and even have job
placement and financial aid for students. And yes, even
dorms.
Their school has rooms and rooms of top-ofthe-line workstations for editing, graphics and motion
effects. Although classes tend to have only a dozen students at a time, movable walls step aside to make way
for larger groups. But when class is over, students are
encouraged to work virtually anytime they want in labs
to brush up on skills or work on projects. “It’s important for our students to have an opportunity to take advantage of things while they can,” mentions Flanagan.
	But one of the cool things is right down the
street from the main building. They have their very
own professional multi-studio complex with four studios for students interested in sound recording. Musical acts like Madonna and The Eagles have recorded
albums in the recording studio. Full panel consoles and
mixers are everywhere for students to learn on. “It’s a
great place for students to get their ears, says Flanagan.”
	Being a full time program, students have an
eight hour schedule with a break for lunch with most
of their classes being 50% hands on and 50% lecture
based. The instructors are from their field of work.
Emmy and Oscar nominated teachers with years of industry experience advise students daily. “Outside the
classroom, Video Symphony is heavily involved with
local film festivals,” says Kate Logan, Marketing Director for VS. From Slamdance to the Burbank Film
Festival and Topgana Film Festival, being a sponsor
gives students the chance to be more involved in the
community and learn what it takes to submit their own
work. A school specifically built so close to Hollywood
does have its advantages.
“It all really comes down to what career you
want. If you want to be an audio engineer. Be an audio
engineer. If you want to be an editor. Go and be an
editor. A long-term education is something that’s not
going to get outdated and being able to solve just about
every workflow problem on and Avid isn’t too shabby
either,” says Mike.
I want to thank Mike and Kate and everyone
else at Video Symphony for letting me come and hangout for the day. Feel free to check out their website at
videosymphony.com if you want to find out more.
S&P

Hands on with professional mixers

Working on Macs in design labs

Cutting on the Avid

NEW

The next generation

of evolution wireless

You Know

You Can

��ew 100-ENG G3

Introducing the new evolution wireless G3 ENG kit
Sennheiser hits the streets with you wherever there’s breaking news.
Sennheiser, known for delivering great audio and rugged reliability, kicks
it up several notches with their incredible new evolution G3 series. G3 adds
groundbreaking new features while remaining backwards compatible with
previous generations of evolution wireless.
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www.sennheisersua.com/G3
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Voice Over There
booth on location

Voice Over There
Bringing ADR right to the talent
By Daron James

A few days ago, I found myself on the
NBC Universal lot in front of Stage 42
staring at this little, tucked-away trailer
with the words Voice Over There painted on its side. But don’t let the size fool
you. This self-contained mobile booth
for sound recording packs a powerful
punch of technology inside. With a footprint of only seven by seventeen feet,
Amir Soleimani, the creator of Voice
Over There, invited me in to take a look
around at this pretty ingenious idea.
As soon as I stepped inside, I
said, “I want one!” The workspace speaks
for itself. It’s clean. Impressive. Comfortable. The mobile unit is divided up into
two rooms. One area is a booth for talent to
act out their dialogue. Once closed inside
the talent’s booth, you could tell quickly
how dead the air became. Amir mentioned
he worked especially close with engineers to make sure everything was and
is up to professional industry standards.
“With sound, it has to be absolutely silent
when you’re recording, otherwise you
might as well kiss any idea of success
goodbye,” says Amir. 		
Just below the microphone
stand was an onboard panel that you
could plug just about any mic or accessory in. When I asked if they were planning to install a coffee machine, he jokingly said they’re saving that for their
next model. But one of most “coolest”
things literally, was a powerful, fully
adjustable air conditioning unit that can
be remotely controlled. With one push
of a button, it chilled the room quickly
and was almost time put on a jacket.
49

The other area, separated by a
heavy, soundproof door, is the control room
where the recordist and sound supervisor
sit. A piece of glass is nestled between
the two rooms for easy communication
by hand gestures or through a PA system.
Michael Kalifa, Voice Over
There’s ADR mixer, set up the day’s session for Parenthood on the Pro Tools
workflow station. With a few simple
clicks, tracks were named and duplicated, time code was synced, scripts were
placed in areas of easy access and a loop-

Ryan Young, ADR Mixer,
Lisa Varetakis, Sound Supervisor

ing monitor was available as visual reference cue for the actor, sound supervisor and recordist to view. Tony Schmitz,
Voice Over There’s marketing and sales
director, said, “There are not many actors
out there who enjoy getting up to go do
an ADR session; we make it easier by going to them.”, we make it easier by going
to them.” With a growing list of clients
on the FOX, Paramount lots and filming
locations, you have to wonder why certain shows or anyone would do anything
else.
Feel free to check out Voice Over
There’s website, voiceoverthere.com, for
more more information.

Metro Pictures Corporation
was founded in late 1915 and located
on Cahuenga Blvd. north of Melrose
Avenue in Hollywood. Louis B. Mayer worked for Metro Pictures early on
but left to form his own company in
1918. In 1920, the company was purchased by Marcus Loew as a supplier
of product for his theater chain. Loew
merged it with his recently acquired
Goldwyn Picture Corporation to form
Metro-Goldwyn Studios. Mayer soon
added his name to the studio with
Loew’s blessing to form MGM.
Although the Metro film library and stars were merged into
MGM in 1924, the Los Angeles film
studio continued a life of its own. It
was known simply as Motion Picture
Studios through the 1940s, then Desilu
Studios through the 1950s and 1960s,
and Ren-Mar studios until recently,
when RED camera bought the studio.
Though Loews, Metro was
the dominant partner, the new studio
inherited Goldwyn’s studios in Culver
City, California. The Goldwyn Leo
the Lion mascot replaced Metro’s parrot symbol and the Goldwyn corporate
motto was Ars Gratia Artis (Art for
Art’s Sake).
Also inherited from Goldwyn
was a runaway production, Ben–Hur,
which had been filming in Rome for
months at great cost. So Mayer relocated that production to Culver City.
Though Ben–Hur was the most costly
film made up to its time, it became
MGM’s first great public-relations
image. In 1925, MGM surpassed Universal Studios as the largest studio
in Hollywood, a distinction it would
maintain for over 30 years.
Sources: Wikipedia
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• SHOCK MOUNTS
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MAD MEN

Visual Effects
with LaserPacific
By Daron James

A large, colorful dry erase board overpowers my peripheral vision. When I look over, greens,
reds and blues begin to focus from a hodgepodge of
disarray into an organized rainbow of labeled films
and television shows. Too many, this unassuming
list may seem like nothing important, but to Mike
Pryor, the Visual Effects Producer at Laser Pacific,
it’s the backbone of his work. He sits directly across
from it staring, knowing every tiny piece of information of this board like a waiter at a fine restaurant.
Shows like Big Time Rush, Burn Notice, Fresh Beat
Band, Greek, One Tree Hill, The Good Wife, Burn
Notice, Lone Star and Mad Men are written all over
with to-do’s and reminders. Even movies with secret
code names are in another colored section, with only
Pryor and a few others who hold the cipher. When I
asked Mike if he could share any of the names, he
jokingly shouted for the receptionist to bring a nondisclosure agreement in for me to sign.
Although a fairly new branch at Laser Pacific, the visual effects team didn’t seem to have a
moment to spare. Sitting down with Pryor to ask just
a few questions wasn’t easy. Phone calls poured in
with brief conversations about status and last minute changes to a project. Pryor says, “It’s like this
everyday and I like it. Keeps me on my toes.” As a
producer, Mike’s main goal is to keep every job organized and moving forward. “It can be very easy to
forget something, but you have to know what you’re
doing not to,” explains Pryor. Besides structuring all
the current projects, Mike looks for new clients to
work with too.
Touring the Hollywood facility showed me
some state of the art technology. Two theatre-sized
finishing rooms with all the latest gadgets and file
based workflows were the main attractions. While
several editing bays for offline work and other offices filled up the rest of the building. When we got to
the Visual Effects Department, it was there where I
got to meet Jason Wilson, the visual effects designer
51

Roger Sterling (John Slattery) &
Don Draper (Jon Hamm)

Betty Draper (January Jones)

at Laser Pacific.
He was working on a future Mad Men episode, and it was interesting to hear how intricate
and to what lengths the producers of Mad Men go to
make sure the authenticity, time period and integrity
of the show is correct. Operating Smoke on a Linux
PC and on a Mac OS X Leopard with programs that
include Nuke, Maya, After Effects and Photoshop,
Jason says they haven’t missed a beat. “Each episode of Mad Men has its own details we go through.
We have to make sure we are able to provide any-
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Composer

®

5

“Get comfortable—with Media Composer 5,
you can truly edit the way you like.”
– Terence Curren, founder/president at AlphaDogs, Inc.,
blogger at CreativeCOW.net

“Avid has done it again—in a major overhaul of
Media Composer, version 5 is going to blow your mind.”
– David Michael Maurer, editor (Splinter, Barking Water, The Apprentice),
blogger at FlickGym.com

“All in all, I am very excited about the new Media Composer
software because it gives me a few reasons to tell clients that it
would be more efficient to use Avid instead of FCP.”
– Q. Bryce Randle, lead editor/creative director at Post Fifth Pictures

You spoke—we listened. Get ready to edit faster than ever before with smarter tools, expanded AMA
(Avid® Media Access) tapeless media workflows (including native RED, QuickTime, and Canon 5D/7D editing),
UI enhancements, open, cost-effective monitoring, and more. Meet the new Avid Media Composer® 5—your
wish list is now your reality. With affordable pricing, Media Composer has never offered so much for so little.

Test-drive Media Composer 5 today—www.avid.com/mctrial
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Draper & Sterling meeting for the first time in a flashback scene

thing they need. Working on the level of finish for
the visual effects on Mad Men is quite high, because
nothing can look like a visual effect. It’s almost like
you’re working on a feature film each episode,” explains Wilson.
“Their fans are just as meticulous as the producers are, says Pryor, and it’s our job to make sure
the show is that much more believable for the audience.” Pryor goes on to say that the Art Department
on Mad Men is unbelievable at what they do, which
makes our life a lot easier. Since the show is shot
in downtown Los Angeles, out of the corner of the
frame, sometimes you’ll be able to make out detail
which is not from the 1960’s period that the show
takes place in and has to be removed. But to give you
an example of how meticulous the Mad Men producers are, Pryor explains an exterior scene they worked
on. “The Los Angeles storm gutters have strainers
inside them to keep debris from going into the ocean.
Well, they didn’t have such a thing in back then in
New York storm gutters, so those had to come out.”
Now that’s detailed.
Like most of their clients, Mad Men does everything in house at Laser Pacific, from getting their
dailies, finishing visual effects and finalizing color in
a file-based workflow, it makes it an easier transition
for the client when it’s all in one building. “Thank-

Joan Harris (Christina Hendricks), Peggy Olson
(Elisabeth Moss) and Faye Miller (Cara Buono)

fully, we haven’t been stumped yet, says Pryor, it’s
about isolating the problem and finding out the solution so by the time they walk back to their color correction suite the shot is back in their show.”
Pryor also mentions, they can work in 3D
workflows as they just finished doing a lot of convergence work on Step Up 3D. They even offer help
on set, working with the director, DP, gaffers and
even the wardrobe department to guide the performance for a better visual effect.
S&P

Hollywood visits China
AKA: Don’t forget your Visa!
By John Coffey, CAS

An elite group from the Chinese film industry

For several years my wife, Nina Coffey, has been
promoting American audio products to China through her
business, Grace Distribution. Against my will, every year
she drags me kicking and screaming to go work a Chinese trade show during my vacation time. Some people
go to Hawaii; I get hot and humid Beijing every August. I
thought I’d share my experiences on this last trip because
I just love to provide you with laughs at my expense. On
this occasion, Nina also Shanghaied (pun intended) a well
known production sound mixer with promises of having a
lot of fun. Jim Tanenbaum was targeted because he was one
of the American sound mixers who worked on AVATAR.
In the China film industry this practically gave him rock
star status. He drank her potion and woke up in Beijing.
Nina left a couple weeks early to prepare and we
followed for a whirlwind 9 day trip. To say I had a rocky
start would be an understatement. As we began our final
decent into Beijing I actually took a peek at my passport. I
probably should have checked it before I left, because I noticed a minor detail with my yearly visa stamp. It had expired three days earlier. No big deal I thought, the customs
agent probably wouldn’t notice this small technicality. So
I was rather surprised at their reaction. They got really excited and then refused me entrance into the country. It’s an
odd feeling because I actually was in their country, except
they wouldn’t let me go anywhere. I was beginning to feel
like Tom Hanks in The Terminal. Not to mention that my
bags had the demo gear for the trade show booth in them!
After several hours sitting with nothing to do ex54

cept look at a black screen on my dead iPhone, eventually
I was allowed to buy a ticket to Hong Kong to get a new
visa. Did you ever notice how expensive those last second
international flights are? Someone oughta complain. Now
I won’t bore you with the details of arriving in HK with
no luggage, tired, unkempt, stinking and finding out I had
to wait two days for the consulate to re-open….then after all that, trying to catch another (expensive) last second
flight back to Beijing. Oh well, I guess there are worse
places than Hong Kong to spend my time in exile. Ever see
Hong Kong’s nightly musical laser light show off of all the
skyscrapers surrounding the whole harbor? Sweet. Their
movie industry Walk of Fame with the statue of a soundman was a pleasant surprise too. You don’t see statutes of
sound mixers very often where I live. In the meantime,
back in Beijing, Jim who is not a guy whose looks fly under the radar, was stopped and all of Nina’s gear was held
by customs. To say my wife was unhappy with me would
be an understatement, as she then had to spend the next two
days going through a lot of red tape to finally get it back.
When I regretfully returned to Beijing, I lay real
low and took my wife’s orders without my usual complaining. Luckily, I had used up all the things that could
go wrong and life began to smooth out. At the trade show,
I took my traditional role as the token American sitting in
a chair with my arms crossed (I learned that from Manfred
Klemme) and watched as Nina, Jim, Zafong and Wang Zhi
demonstrated audio products for the next three days. Most
products were well received, but Nina had an uphill battle
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introducing the Denecke slate and
sync boxes. They still hand-sync their
takes, but the cost of labor is increasing,
so I’m sure that will change. For now,
the slate was a novelty item to them.
They just loved hitting the sticks and
watching the red scrolling numbers.
There were two business
highlights of the trip. The first was a
huge seminar at the trade show. The
attendees included the who’s who
of the China film industry. Being a
shameless pitchman, I also used the
opportunity to introduce the services
of our sister companies; Laser Pacific, Hula, Wexler, Orbit & Postworks.
The other highlight was a
second, equally well-attended seminar by China’s equivalent of AES,
CAS and SMPTE combined. They
were having their yearly get together
at a resort which is a two hour flight
west of Beijing, called Wulingyuan
National Park. So Nina combined
business with pleasure by having
another seminar there. The park is a
jaw dropping beautiful place where
James Cameron filmed his ‘Pandora’s Hallelujah Mountains.” Nothing
compares to the sight of hundreds
carved granite peaks ‘floating’ above
a valley of clouds. It’s by far, the
most beautiful place I’ve ever been!
Due to the enormous popularity of Avatar, Jim Tanenbaum was
truly treated like a celebrity the whole
time. He must have had over 1000
pictures taken with him. That week,
Jim was the most popular man in
China since Jackie Chan. Returning
home to normal life must have been
tough for him. Fame is fleeting but
our experience will last us a lifetime.

1st class travel

At the “Floating Mountains”

Hollywood is everywhere

In Tiananmen Square

Sound Mixer statue in Hong Kong
S&P

How I Spent My Summer Vacation
by Jim Tanenbaum, CAS

I could Photoshop one finger
out and color myself blue...
In the summer of 2010, Nina Coffey
approached me with the idea of going
to China as a representative for her
company, Grace Distribution, which
sells sound equipment and supplies
there. She asked me to promote equipment made by Denecke, Zaxcom and
PSC, whose products I had used during
my three-year stint on Avatar. Since I
had traveled to many countries, but
never to China, I readily agreed. Also,
the idea of selling U.S. products to the
Chinese greatly appealed to me.
I traveled with John Coffey,
and our itinerary included seven days
in Beijing for the BIRTV (Beijing International Radio, film and Television)
trade show, and three days in Zhangjiajie (the home of the mountains that
were the inspiration for the floating
ones seen in Cameron’s movie) for a
second presentation. Nina had left a
56

week earlier to begin setting things up
with Zufeng, our Chinese agent and
translator.
John and I departed LAX at
2:00AM on Friday, August 20th, and
arrived in Beijing at 5:30AM Saturday, local time, after a 12½ hour flight.
Clearing immigration and customs is
normally a routine matter, but I’ll let
John tell you about that escapade.
With John in captivity, I met
Nina and Zufeng and told them John’s
tale of woe. There was nothing we
could do then, so we went on to the
hotel. I had planned to go sightseeing
the following day, but it turned out
that there was an all-day tour leaving
in thirty minutes: the Summer Palace;
the Forbidden City; and the Temple of
Heaven. I registered, dumped my luggage in my room, changed some dollars for yuan, and jumped on the tour

bus sans shower, sleep and food. I had
a great time (except for three stops
where we were pressured to buy overpriced junk).
Beijing this time of year is
supposed to be very hot and humid,
but we had fog and/or high clouds that
kept the temperature down until our
very last day in China. John wound up
in Hong Kong to get a new visa, and
couldn’t return to Beijing until Monday night. The equipment was still tied
up in customs, but many people were
working to get it released.
Wang Zhi Bin is a Chinese
production mixer who John brought
to Beijing to help out, as he is both
knowledgeable about production
sound and capable of translating Chinese technical terms into English. He
is also a nice guy with a good sense of
humor. He translated both of my pre-
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sentations, and worked in our BIRTV
booth to explain the equipment to prospective customers. But most important, he brought his personal Zaxcom
equipment to display. (We did have a
Denecke slate and tri-level syncbox,
and some PSC mixers and fishpoles
that had been shipped in earlier.)
Sunday
morning,
Nina,
Zufeng, Wang, and I went to the Convention Center to set up the booth
where a large misspelled banner
proudly announced “Gracr Distribution”, and my exhibitor’s badge was
mislabeled “Jim Tanebaum.” We arranged our display items on the counter and I used a clip-on gooseneck to
make a loop to support the two fishpoles, with a zeppelin on one and a
bare short shotgun mike on the other.
We finished working on the
booth about 5 PM, and I was looking
forward to eating “real” Chinese food.
I wasn’t disappointed. Every dinner
was a banquet – literally. I was always
the guest of honor and had to get used
to having my picture taken with everyone, even some of the waitresses. And
I signed a lot of autographs. I waited
until the revolving center of the table
was fully loaded with platters before
deciding how much of each dish to
take – I didn’t want to fill up before I
had a chance to taste them all. Unfortunately, I hadn’t allowed for the fact
that when a particular dish was emptied, it would be replaced with something entirely different. Even though
I was totally exhausted the first night
(including my all-day tour right off
the plane), I was so stuffed that I had
trouble getting to sleep.
I knew better after that, and
allowed room for the second round
of delicacies. This worked okay until
about the forth banquet, when, threefourths of the way through, the servers
brought out a third batch of platters,
which they placed on top of the dishes
that were already there, setting them
so that they spanned two of the adjacent lower ones. I left stuffed again.
When I travel, the most interesting thing is the people. Then
comes the food. (Museums, palaces,
and other touristy things are a distant
third.) I grew up eating parts of chick-

A misspelling I haven’t had for any of my screen credits - yet

Enjoying my 15 minutes of fame

John and me in front of BIRTV

ens and cows that you don’t even want
to know the name of. This stood me in
good stead in China. When our hosts
saw this crazy American eating duck
feet (they taste like chicken feet) and
black eggs, they were suitably impressed. However, I did stick to hot
tea and bottled water, so my digestive
system survived the trip intact.
John finally got back in time to
man the BIRTV booth Tuesday morning. He and Zufeng or Wang would
then make the rounds of the other exhibits to meet as many industry people
as possible. During the course of the
show, there were two English-speak-

ing mixers, and several more Chinesespeaking ones who came to the booth
when Wang or Zufeng was present, so
I got to talk to them. I got the impression that production sound in China is
currently at a very basic stage, but they
quickly picked up on the techniques I
explained to them, such as using wool
felt to windscreen lavaliers, or taping
a strain-relief loop in the lav’s cable.
They also understood the reasons for
muting footsteps with shoe foam and
small crutch tips for women’s high
heels. I had brought along a selection
of materials like 3M Micropore medical tape, TopStick, MoleFoam, etc.,

and did what I could to teach them
some tricks.
A Chinese producer who
came to our booth offered me a job
on his next production. I didn’t know
how serious he was, but I replied that
while I certainly would love to come
back to China and work on his show,
I had to refuse the position because I
don’t speak the language and couldn’t
mix the dialog properly, even with a
phonetic script. The producer was not
happy, but said he understood. I gave
him my card and told him to call me
if he ever does an English-language
film. This produced a broad smile, so I
guess all’s well that ends well.
John and I were both worried
when the time came for our presentation: half an hour before the starting
time, the seats were all empty, but it
soon was standing room only. One
of our Chinese hosts went on at great
length, although I had no idea what
he was talking about. Nina introduced herself, and Grace Distribution,
and then had John speak (in English)
which she translated. Then it was my
turn. Finally, Wang took over, and
gave an excellent description of the
Zaxcom gear.
After the presentation, we
were taken to a recording school,
where I spoke to the students about
working on Avatar and answered their
questions. One of the female students
presented me with a “Lucky Boy”
doll, the mascot of the 2008 Olympics.
Then we all left for another banquet,
this time in a restaurant that was a converted hotel with the rooms turned into
private dining areas. The meal was
followed by a visit to a tea shop run
by our host’s girlfriend. But this was
the real thing, not like the bogus “tea
ceremony” sales pitch on my first-day
tour.
The next day, we flew to
Zhangjiajie for another live audience
presentation. We were classified as
V.I.P.s, our economy fares notwithstanding. This allowed us to use a private airport waiting “room” that was
more of a palatial estate than a room,
and normally reserved for presidents,
kings, and multi-millionaires. Our luggage was taken away to be put on the
58

A night on the town - Dinner with too many courses

Is Inner Mongolia farther than Outer Mongolia?

plane, and we were personally escorted to the gate at the appointed hour.
The first thing I saw in the
Zhangjiajie airport was a large poster
tying the area to the Avatar movie, because the Wutai (Five Fingers) Mountains were used as models for Pandora’s floating ones. Even though it was
late (10PM) by the time we drove to
town and checked into the hotel, our
local host insisted on taking us out to
dinner. John begged off, being totally
exhausted (from all his extra travel!),
but I went along, and wound up at a
small barbeque joint. It’s just as well

that John didn’t come – he wouldn’t
have eaten most of what they ordered
as his favorite Chinese foods are McDonalds, KFC and Pizza Hut. But I
found it delicious, black eggs and all.
My hotel room faced the
main street, and on the second night,
a marching band went by at 5AM, setting off very loud firecrackers along
the way. Nina’s product exhibition
was held on the top floor of our hotel,
and when I entered, I was greeted by
another large misspelled red banner
with “James Tanen Baum” printed in
gold letters. Wang again took on the
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majority of the equipment presentation while I smiled and posed for pictures. The expected banquet followed.
The next morning we packed our bags
and were taken off to see the “floating
mountains of Pandora.”
The Hunan Zhangjiajie National Forest Park is very impressive.
There is a cable car to the top of one
of the mountains, which we rode, and
a footpath winding among their bases,
which we walked. At least most of us.
The path is paved, and appears to have
been recently widened. Its surface is
uneven, and periodically interrupted
by flights of uneven stairs. Handguard
rails are noticeably absent for most of
its length. John, always considerate
of my advanced age, offered to assist
me in negotiating this perilous and
arduous trail.
It is possible to hire a sedan
chair (a rattan chair lashed to two bamboo poles) that is carried by two men.
The poles have unpadded crossbars at
their ends, and these are rested on one
shoulder of each of the porters. John’s
wife traveled this way and John suggested that this might be far better than
my attempting to negotiate the 5.7 kilometer path on foot. I replied that I’m
a senior citizen – not an invalid, and
set off at a brisk pace. So John rode in
the chair instead. Since John weighs in
at about 300 pounds, we thought that
four men would “shoulder” the load,
but no, only two took on the task.
After a short distance, John felt sorry
for the poor guys, got out and gave it
up to a lighter group member.
Throughout the trek, John
kept suggesting that it would be best if
I rode in the chair, but I steadfastly refused. (It wasn’t a difficult hike at all,
at least for me.) He was relentless, and
never let up trying to get me to sit in
the chair. Suddenly, I realized his true
motive. He already had pictures of me
being fawned over by attractive young
Chinese women that he planned to
use in some blackmail scheme, not to
mention a video of me walking handin-hand with a Chinese man. A picture
of “poor old frail Tanenbaum” having
to be carried in a chair would be the
icing on the cake for him!
A large part of the heavily-

forested area is infested with monkeys.
They are completely accustomed to
the humans, and aggressively go after
anything believed to be edible. Not
only is it extremely unwise to eat in
front of them, merely putting one’s
hand in one’s pocket or opening a
plastic bag will elicit begging at least,
and more often, outright grabbing.
Nina had to kick away a particularly
persistent one. While on the trail, we
witnessed an incident right out of a
Disney nature film: a mother wood
rat was moving her babies out of their
nest because a snake was threatening
them. She alternated rescuing a baby
with attacking the viper. Fortunately, her reflexes were faster than the
snake’s. And interestingly, she placed
the babies at the edge of the path. Did
she know that they were safest there
because the snake would not go near
the people, and the people would not
harm her babies?
There were numerous buildings in the park, and we went through
several of them. An ancient multistoried temple involved climbing up narrow, low-ceilinged (for John) stairways to look at the exhibits on each
floor. The view from the top was worth
the climb. A still-functioning Buddhist
temple was located near the exit, and I
took some pictures there before one of
the monks told me not to.
Like the Zhangjiajie Airport,
the park was festooned with Avatar
tie-in billboards and souvenirs, including lenticular 3D pictures from
the film. The 3,500’ tall “Southern Sky
Column” was even officially renamed
the Avatar Hallelujah Mountain. After
the park tour, we had yet another banquet.
Returning to Beijing for our
final night, we stayed at a just-completed luxury hotel. The suites were
indeed luxurious: the bathroom was
larger than my living room, and separated from the master bedroom by a
glass wall with electrically-operated
blinds. The bathtub was equipped with
multiple jacuzzi jets of different temperatures, and the shower had an assortment of nozzles at various heights.
There was an audio system that I was
too tired to try and figure out, and

ranks of switches by the bed that controlled almost every light in the room.
Our last day included a visit
to Tiananmen Square, across from
the Forbidden City that I had toured
on my first day – a fitting bookend. A
huge portrait of Chairman Mao dominated the square from the front of the
Forbidden City while a squad of youthful soldiers marched around. Our host
insisted on taking more pictures with
me and John, framing them to include
Mao’s unsmiling face. This attracted
some Chinese people who thought
that I must be some kind of celebrity,
and asked for a picture, too. Of course
I obliged them, to stretch my fifteen
minutes of fame to the full ten days.
Naturally, we were scheduled
for yet another dinner banquet before we left. But before that, we had
a party with Nina’s parents, who live
in China. John picked the venue himself: a Pizza Hut. But in China, Pizza
Hut isn’t just a fast food place – it’s an
upscale restaurant offering steaks and
other Western dishes as well as pizza.
I limited myself to a drink: Kiwi juice
floating on top of mango puree. John
had a pizza. A Chinese pizza and he
ate the whole thing. When we arrived
at the dinner banquet later, John found
that it consisted of one of the few
Chinese dishes he actually liked, and
was sorry he had eaten so much pizza.
The meal was based on “hotpot” cooking: each diner had an individual continuous boiling hotpot, and added ingredients from the communal supply.
John inspected each item he added to
his pot, to make sure it was a recognizable cut of beef rather than a tentacle
studded with suckers or a shrimp head
complete with eyes.
There also was a liberal
supply of some rare and expensive
Chinese liquor, liberally consumed
during the course of the dinner in
toast after toast. I’m not a drinker, so
I merely raised the glass to my lips,
but even the fumes were intoxicating.
It must have been at least 180 proof.
John drank numerous glasses and soon
his face was a brilliant Chinese red.
P.S. I hope Nina brings me back next
year.
S&P
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Sennheiser G3 Wireless System
A Step-by-Step Setup Guide
By Robert Kennedy

G

etting the best performance out of your Sennheiser G3 Wireless
System involves settings a good frequency and matching your output levels to your recording
device or camera. These wireless systems use a banks/channels arrangement which offers basic
frequency coordination for a whopping 12 channels in their entry-level system.
SETTING A CLEAR FREQUENCY
THE RECEIVER
1: Open the battery compartment and press the On/Off button to power on the receiver.
Note: The matching transmitter stays powered down to
prevent it from creating RF interference.

13: Press Set to confirm the transmitter’s new frequency
then press the On/Off button to return to the home screen.
The green LED labeled RF on the RECEIVER should illuminate.

2: Look at the RF meter level on the left of the display. If
you see no RF activity, skip to The Matching Transmitter

ADDING ADDITIONAL WIRELESS SYSTEMS
Set them to a different channel in the SAME bank.
Channels that are in the same bank will not interfere with
one another.

3: Press the Set button to enter the menu. Then press the
Up arrow once until the display shows Easy Setup. And
press Set

Perform steps 6 through 13.

4: Press the Up arrow once the reach Scan New List then
press Set to initiate scanning of its entire RF range.
5: When finished (a minute or so) the receiver will automatically select a good bank of channels and show you
how many of that bank’s 12 channels are free.
Note: If all 12 channels were not free when scanned, note
these bad channels and avoid setting them on other wireless systems.
6: Press Set to enter the bank and select an unused channel.
Press Set and the unit will display Stored and revert back
to the Current List menu.
Note: It’s a good idea to note what bank/channel to which
the unit is tuned for later reference.
7: Press the On/Off button to exit to the home screen.
8: Confirm there is little or no RF activity on the channel
you have chosen.
THE MATCHING TRANSMITTER
10: Open the battery compartment and press the On/Off
button to power on the transmitter.
11: Press Set to enter the menu and press the Up arrow
once to reach the Frequency Preset menu.
12: Press Set to enter the Tune menu and use the Up or
Down arrows to match the transmitter bank and channel to
which the RECEIVER is set.
60

14: Press Set to enter the menu. Press Up until you reach
Frequency Preset.

SETTING AUDIO LEVELS
15: Connect a microphone (or other audio signal) to the
transmitter and press the Set button to enter the menu.
16: Press Down until you reach Sensitivity then press Set.
17: Hold the mic near your chest and speak loudly while
adjusting the sensitivity with Up and Down. Set it to the
highest level possible that does not cause the AF PEAK
light to illuminate while simulating the signal you intend
to mic.
18: Press Set to lock in that level then press On/Off to
return to the home screen.
19: Confirm the AF Level Meter (labeled AF) on the
transmitter responds appropriately to your simulated audio
signal.
Note: If the meters do not respond, be sure the Mute
switch on the transmitter is disengaged.On the Receiver
MATCHING OUTPUT LEVELS OF THE
RECEIVER TO THE INPUT OF YOUR CAMERA/
RECORDER
Note: For DSLR camera’s, refer The Coffey Files,
Inception Issue entitled DSLR Audio Solutions.
20: Affix the receiver to your camera, audio mixer or
recorder (referred to hereforth as “camera”)
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21: Set the camera or mixer’s input to mic level and adjust
the gain knob on the camera to approximately 12 o’clock
(deal setting vary by manufacturer). Make sure your external input is enabled and selected.
22: On the receiver, press Set to enter the menu then Down
until you see AF OUT. Press Set then press the Up arrow
to turn the output out to +12dB for the moment.
23: Simulate your loudest signal into the transmitter’s
microphone and observe the level meters on the camera.
Adjust the AF Out level so that the camera’s meters do not
indicate overload (usually by several red bars) while making sure the camera meters respond to the test signal.
24: If you cannot reach a satisfactory level while adjusting
the AF Out, you may adjust the input level of your recording device. (Your manual should help - the ideal setting on
the device varies greatly by manufacturer.)
25: Turn the headphone volume on the camera down and
plug headphones into the camera. Turn up the headphone
volume to a comfortable level while speaking into the
microphone.

(and thus the only necessary ones) will be the
SENSITIVITY setting on the TRANSMITTER.
Standard settings are:
-30 dB = Loud scenes or booming voice (note that you can
still overload if yelling or singing)
-20 dB = Standard conservative setting
-10 dB = Standard aggressive setting (for quiet person)
00dB = Special setting for very quiet settings

Sennheiser
EW100 ENG Wireless System
Sennheiser’s EW100 kit offers great flexibility for portable
recording indoors and outdoor. It comes with many extras
in the box including; batteries, a XLR cable, jack cable and
an omnidirectional ME 2 microphone.

Note: Check your camera’s manual for headphone mix
instructions.
26: If it sounds good and the meters are responding, press
Set on the receiver and it will display STORED. Press the
On/Off button to return to the home screen.
27: Listen carefully while speaking at a normal and high
level. While doing this, listen for a clear, distortion-free
signal at different vocal intensities.
Note: Many cameras’ headphone amps introduce distortion and the only way to hear it clean is by transferring the
footage and playing back from a computer.

ME 2 Mic

28: Write down the camera and receiver’s settings and
place tape over the camera’s audio setting to prevent disruption of settings.
29: Open the battery compartment of the transmitter and
press Set to enter the menu. Press Down 3 times to reach
the Sensit menu and press Set to enter that menu.
30: Place the microphone on talent and keep the transmitter in your hands. Ask talent to simulate speaking as loud
as they will get during a take and press the Up or Down
arrow to adjust the level so that the yellow AF LED on the
transmitter illuminates rarely if at all.

SK 100 G3
Bodypack Transmitter

EK 100 G3 Diversity Receiver

31: Always monitor the recording device to ensure a clean
and robust sound.
32: Play back your recording via a trusted computer/DAW
to ensure a quality recording.
FINAL WORDS
From this point forward there should be no need for further
adjustment to audio levels on the receiver or camera. The
only adjustment that will improve the signal-to-noise ratio

SKP 100 G3 Plug-on Transmitter
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The Duke & Me
How a Sound Mixer
Won the West
By Bruce Bisenz

I hope you’ll believe me when I say this story’s so good
I didn’t have to embellish-even a little bit. Subscribed and sworn to this day...
I wasn’t a film student and growing up, I took no notice to film credits
and such. After seven freelance years with the usual suspects I became
an overflow regular for my friends at Wolper Productions and first
call with a special coterie of film makers at Group One Productions.
Heady times working with the
latest, portable equipment. With the self
blimped Eclair 16mm NPR, George
Quellet’s Stellavox Sp-7 (Sync/Stereo
before the Nagra 4S existed) and the
VHF Vega, two or three men could do
the work of a whole film crew! Group
One was so adept with 16mm reversal
the network accepted
16mm for 35mm. Their
protocol was eschew Inter
Positives, and instead,
A&B roll prime elements
(16mm interviews, 35mm
film clips and always,
35mm sound) to hi-band
videotape. So for this
show and especially the
musicals, I was on the hook
to establish sync for cue
tracks that would become
full music scores (through
many
generations)
uniquely joined just before
broadcast. Group One’s
DP, Bob Collins and their editor won
Emmys for Peggy Fleming at Sun
Valley.
David Vowell, a writer I had
worked with, wanted professional
gear to interview a bedridden, old man
(cassette tape and tiny lavs hadn’t been
invented yet). I was all for mixing this
background interview, but he was very
nervous and didn’t want anyone else
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near his famous invalid. For those of
you as ignorant now as I was then, if
you had to make anybody’s list of the
all time five greatest film directors,
John Ford would be on the list with a
record four Oscars for film direction.
Hard drinking and tough as nails, he
sustained serious injuries making

WWII combat documentaries. Just
before his death in 1973, John Ford
was promoted to Admiral (4 stars)
and awarded the Presidential Medal of
Freedom by Richard Nixon.
The idea was to film this
amazing wreck of a man (still nobody’s
fool-scant months from his passing)
introducing footage from his legendary
Westerns. This would become a

network TV special sponsored by one
of primetime’s biggest advertisers,
Timex. The American West of John
Ford (Amazon $9.99) was to be his
last project. Group One would film
interviews of several hallowed actors
who so treasured their memories of
Ford. They became instantly available
for our tiny crew.
So, 30 years later,
I was startled to review
an air check tape of Henry
Fonda, Jimmy Stewart
and John Wayne. I heard
myself calling (a 1971, offstage) “speed” for three
tough guys, atypically
maudlin, recalling their
“Pappy.” I remember Ford
recounting his own “faceto-face” interview with the
legendary gunfighter Wyatt
Earp. Ford literally got
the story of the OK Corral
gunplay from the horse’s
mouth for his classic My Darling
Clementine.
As a new kid to LA in 1951, I
didn’t associate memories of She Wore
a Yellow Ribbon and other famous
Westerns to Ford. Of course, I wasn’t
much in awe of anyone in 1971. I had
been working with a lot of famous
people and was so very “green.” A
very sick John Ford was to appear in
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front of now world famous Monument
Valley. Set at the abutment of three
states “Three Corners” is deep inside

photogrpahy courtesy of Bruce Bisenz

Director John Ford

an Indian (Native American now)
Reservation. There was only one lodge
for miles-booked a year in advance.
No problem to clear everyone out for
“Pappy’s” last visit.
Our first shot found Bob
and his camera assistant, the editor/
director Dennis Sanders, me and “The
Duke” (I called him Mr. Wayne).
Wayne didn’t seem to take a shine to
me (after all I was a “Long Hair”) but
then the hyphenate-director wasn’t
exactly Howard Hawks or John Ford
either. So there we were utter, desolate,
beauty everywhere you looked. Flatfooted under a blazing sun. Wayne
stared into the desert Ford first used
to make him a Star immersed in his
own thoughts. Wayne’s own health
was failing. He had a cancerous lung
removed by then.
Of course, Wayne had set
his big hat to shade his eyes so soon
the heat was off this long hair. When
Dennis said, “Duke could you tip your
hat back a bit for the camera?” I, and a
whole lot of wildlife, clearly heard Mr.
Wayne rumble, “The hat stays right
where it is!”
I knew that after a hard day
(we had no lights for exteriors) there
wouldn’t be any fun in town. Hours
deep into the vast Navajo Nation
so I brought a deck of cards... Right
after the day’s work I, sashayed (the

Old West after all) into the Lodge’s
dayroom, pulled out my deck and
attracted a few bored players.
After a
while a 240lb,
6’4” icon, moved
by his unique
gait, stood over
our table and
said, to nobody
in particular, “Is
this a private
game or can
anybody play?”
...a hush came
over the room.
As a Western fan,
I knew the punch line to this straight
line. I took a moment to catch his
eye way up from my chair, shot him
a thin smile and said, “Your money’s
as good as anyone’s.” And the Duke
sat down!
Now for some reason, everyone
in the room wanted to play poker at
“my” table. So we drew cards for
suckers to play the “B” table. But I
only worried for a bit that I wouldn’t
make the cut since the cards were mine
and the moon was full. Soon I found
myself with five cronies in Duke’s
“home game” while girlfriends and
crew wives peeked thru the windows
(women didn’t play poker then).
“Gosh, look, Bruce is playing poker
with John Wayne!”
“What’ul we play Duke?”
“Oh, Dealer’s choice” (5/7 card Stud
and 5 card NOTHING wild). “What
about the stakes Duke?” “Um, table
stakes?” “Sure, sure Duke.” Ok for
moi (whatever table stakes meant?)
I was (double)”green” with a wad of
100’s in my jeans ($3000-was a lot
of money then). Cutthroat, No Limit
Poker with John Wayne and three
millionaires (a million was a lot then)!
His cronies kept on “oh goshing” the
Duke as he pulled on the neck of the
bottle at his right hand. “Awe I can’t
drink the way I used to” (on one lung).
But I noticed the liquor level go steady
down past half.

I started out lucky. I grinned,
bet and won-lots. Some pots were
running $500-$700, which was three
or four days pay back then. Finally,
I had the best “up cards” for 7 card
stud. But, for once, my first-to-bet upcards weren’t getting any better. I was
surely behind, but I kept up my silly
grin and the betting as one by one,
they dropped out. Heads up with John
Wayne! I put him on two solid pair. I
was drawing to a two-outer and dead to
trips. The last down card was a “brick”
so I made a “value bet” of $50 (and
the dumb grin too). His cronies kept
calling out, “He’s bluffing, Call’em
Duke, call’em, You got’ah. Call’em.”
That’s w hen I realized, if they caught
me bluffing they wouldn’t kill me, but
I sure would wish I was dead! Well,
Wayne thought for quite some time
before he said, “Nah, he’s been getting
some good cards lately,” and threw in
his hand. Desperately grateful this was
the kind of a game no one would think
to upend my down cards, I said to
myself “remember this one (dummy)
you just bought one from The Duke!”
That wasn’t the end of the
game, but it’s the end of this storyJohn Coffee has some equipment

The Duke on set

to sell you now. After almost four
decades of mixing, I don’t have an
Emmy or Academy Award (or even a
nomination) while I know many who
do. But then, I don’t know anyone
else that has a frame clipped from
StageCoach with John Ford’s personal
endorsement.
Maybe “Pappy” heard about
that poker game?
S&P

Marketplace

Monitor Yoke Mounts

2/25/08

3:55 PM

Page 1

CREATIVE WAYS OF IMAGING
Probe Lenses
for HD, DV, 16/35mm Cine

CAMERA TRACKING & SUPPORT

PROBE LENSES • SHUTTLE SYSTEMS

IN_2inch_ASC:Layout 1

To advertise in our
Marketplace
please contact
daron@coffeysound.com

310-453-4866 www.InnovisionOptics.com

64

Fall 2010												

Sound & Picture

Coffey Sound Consignment
50’ 1/4””M TO 1/4””M CABLE
AMBIENT ACD-101 CLOCK-IT MASTER
SLATE
ANVIL CASES BLUE (LARGE)
APHEX COMPELLOR 320A
AUDIO TECHNICA AT101 UHF WIRELESS
BACKSTAGE BUCKET
BACKSTAGE SHELF 13”” X 16””
BACKSTAGE SHELVES 36/18/1.5””
FOR MAGLINER W/ CARPET
BAG OF CABLES
BNC 100’ CABLE
CABLE DSUB25-AES FOR TASCAMYAMAHA
CHAUVET DMX-1.5 XLR CABLE
CHAUVET DMX-10 33’ XLR CABLE
CLIPBOARD FOR SOUND REPORTS
COMTEK “”H”” ANTENNA
COMTEK CRYSTALS
COMTEK NTC-102 NECKLOOP
COMTEK PR72B E RECEIVERS W/
HEADPHONES
COOPER 208 MIXER
COOPER CS104 VU METERS
DUPLEX CABLE
FOSTEX PD-4
FOSTEX PD-6
FOSTEX PD-6 W/ CASE/CORDS/MANUAL
GLYPH 4.7GB PORTABLE DEVAMATE
DVD-RAM BURNER
GOOSENECK 18””
HHB PDR1000 TC
HOSA 23’ CABLE D-SUB - 1/4”” CSS807
HOSA 5’ XLR CABLE
HOSA 8 CHANNEL 9’ D-SUB-1/4””
CABLE - CSS803
IDX I400 4-BAY NICKEL METAL CHARGER
JK AUDIO BROADCAST HOST
JOSEPHSON PODIUM/GOOSENECKMIC
W/ HYPERCARDIOD CAPSULE
KK AUDIO KD-6 6U RACK
KTEK 18’ BOOMPOLE
LECTROSONICS 2 SM/ 2 VRT BLOCK 23
LECTROSONICS IFB R1 RECEIVERS
BLOCK 29
LECTROSONICS IFB T2 TRANSMITTERS
BLOCK 29
LECTROSONICS M-119
LECTROSONICS M-150 WIRED FOR
MM400A
LECTROSONICS M-152 LAV
MICROPHONE
LECTROSONICS MC40 CABLE
LECTROSONICS RACK WITH 2 200 SERIES
SYSTEMS BLK 27/28
LECTROSONICS SM BLOCK 28
LECTROSONICS UM250C TRANSMITTER
BLOCK 21
LECTROSONICS UMC200D BLOCKS 21/22
MULTICOUPLER
LECTROSONICS UT200 BLOCK 21

LITTLELITE GOOSENECK 12’ LED W/ BNC
MACKIE 1402 VLZ PRO MIXER
MOTOROLA CDM1250 MOBILE UHF
STATION
MOTU TRAVELER
MTO PONCHO
NAGRA 4.2 W/ LEATHER CASE/ MANUAL
NAGRA 468 1/4”” 7”” REEL
NEUMANN KM150
NEUMANN KMR82 W/ CASE
OPTIMUS NON-POWERED SPEAKERS
(SET OF 2)
PEAVY 25’ XLR CABLE
PSC DVPROMIX 1
PSC M6 RETRO MIXER W/ MODS AND
CABLES
PSC MC40 CABLE
PSC MILLIMIC TA5F OLD LECTRO WIRING
PSC POWERSTATION
REMOTE AUDIO CAAVCIV AVIATION
INTERCOM ADAPTER
RYCOTE SMALL WINDJAMMER
RYCOTE STEREO “”AG”” WINDJAMMER
OLD STEREO R16
SCHOEPS CMC4 W/ MK41 T-POWER
SCHOEPS CMC5 W/ MK41 AND BOX
SCHOEPS CMC6 WITH MK41 CAPSULE
SENNHEISER 415T
SENNHEISER 815T RED DOT
SENNHEISER 816T
SENNHEISER ME-104 W/ CABLES
SENNHEISER MKE-2 LAVALIER MICROPHONE W/ LEMO CONNECTOR
SENNHEISER MKE-2 TO 4 PIN LEMO
SENNHEISER QP3041 QUADPACK
SENNHEISER SK50 TRANSMITTER
SENNHEISER WIRELESS SYSTEM
(EK3041, SK50)
SONOSAX SX-8 8IN/2OUT
SONY DIGITAL 4-CHANNEL MIXER
DMX-PO1
SONY POWER - WIRED FOR OLD
LECTRO TA5
SONY WR WIRELESS SYSTEM
SOUND DEVICES 442
TASCAM LINE INPUT MIXER
TELEX HEADSETS WIRED TO 4 PIN XLR
TIMECODE SWITCHBOX
TRAM TR-79 AUDIO LIMITED MICRON
POWER SUPPLY
VDB LARGE BOOMPOLE W/ STRAIGHT
CABLE
WHITE F CONNECTOR CABLE
ZAXCOM DEVA 2, 1 40G, 2 80G, WITH PS
AND CABLES
ZAXCOM DEVA II
ZAXCOM DEVA V (DEVA 5) W/ CABLES
ZAXCOM IFB100

Coffey Sound
Used Rental Gear
BEACHTECH DXA-4 or 4S
COOPER CS-104 Includes:
(1) PORTABRACE CASE, POUCH & STRAP
DENECKE PS-T
FOSTEX PD-606 Includes:
(1) IDX BATTERY SLED
FOSTEX DV-40 Includes:
(1) OSHA POWER CABLE
LECTROSONICS SM (BLK 21) Includes:
(1) BELT CLIP
LECTROSONICS UCR411 (BLK 21) Includes
(2) ANTENNA
LECTROSONICS UM400 (BLK 21) Includes:
(1) ANTENNA, (1) BELT CLIP
LECTROSONICS UM400 (BLK 22) Includes:
(1) ANTENNA, (1) BELT CLIP
LECTROSONICS UM400 (BLK 24) Includes:
(1) ANTENNA, (1) BELT CLIP
LECTROSONICS UM400 (BLK 25) Includes:
(1) ANTENNA, (1) BELT CLIP
LECTROSONICS UM400 (BLK 26) Includes:
(1) ANTENNA, (1) BELT CLIP
LECTROSONICS R1 (BLK 22) Includes:
(1) BELT CLIP
LECTROSONICS R1 (BLK 24) Includes:
(1) BELT CLIP
SCHOEPS CMC-4 PRE-AMP
SOUND DEVICES 442 Includes:
(1) PORTABRACE CASE, POUCH & STRAP
TASCAM DA-98 Includes:
(1) OSHA POWER CABLE
WENDT X5 Includes:
(1) PORTABRACE CASE, POUCH & STRAP

All Coffey Sound gear is
tested and ready for
production.
If you have any questions
about our gear,
call 323-876-7525 or visit
www.coffeysoound.com

GEEK GEAR

GEEK GEAR

Arri Alexa Camera

The ALEXA EV Digital Cinema camera by ARRI is a stunning HD
camera that records directly to ProRes 422 (HQ) and ProsRes 4444
Apple ProRes codecs used in Final Cut Pro. ALEXA shoots 1-60fps
with a base sensitivity of 800 ISO and offers recording of ProRes
compressed HD images onto high performance SxS cards and provides instant access, viewing and editing of images. No ingestion or
transcoding step is required.
Those looking for the absolute highest quality recording,
consider attaching a Codex and going uncompressed. Using the
new ALEV III Super-35 sized CMOS Bayer-pattern sensor, the
ALEXA is capable of 1920 x 1080 HD outputs as well as 3.5K
Uncompressed RAW. The new CMOS sensor creates an ergonomic,
lightweight and portable camera ideally suited to both high fidelity
studio and location productions.

K-Tek Norbert

The K-Tek Norbert is a versatile mounting system that complements
SLR, video-capable DSLR and compact HD video cameras. It allows
you to attach an array of production tools to a DSLR camera without
compromising the camera’s integral shoe mount. Norbert attaches to the
camera via a handy quick-release mechanism and has numerous threaded
holes along the rugged yet lightweight frame. The latest addition is a rail
system on the bottom so you can mount matte boxes and other accessories to your rig.
K-Tek offers a full array of clamps, mounts, brackets and other
camera accessories to complete the Norbert system as well as their industry favorite, K-Tek boom poles.

DPA 5100 Mobile Surround Microphone
This exquisite sounding microphone brings DPA’s excellent reputation to the realm
of Surround Recording. The 5100’s three front microphones are time coincident
to eliminate comb filtering and ensure paramount frequency consistency when
downmixing to stereo or mono. In contrast, the rear microphones, which feature
standard omnidirectional patterns, are optimally spaced from both each other and
the front array to simulate the most natural time arrival differences.
The compact size and ease of use is ideal for bringing truly engaging
surround ambience to sport events, documentaries and other ambience applications for especially HDTV production. No external signal processing is required.
The versatile 5100 can be mounted on a camera or microphone stand, suspended, or simply handheld via a hand grip. It’s compact size and lightweight design
makes it worth considering for adding something special to even the highest-end
productions. There is a 5-pin XLR-female on the lower right front of the camera
offering analog or digital Audio I/O which is not yet active. A firmware update
providing timecode I/O and Audio I/O is expected in November 2010.
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Enter Into a State of

Wireless Enlightenment

Zaxcom’s TRX900 transceiver is everything you need in one small package.
A single TRX900 will transmit crystal clear sound, receive an IFB audio signal,
record a back-up with timecode reference, and receive remote control commands.
Now in use by 100s of broadcasters and television / film productions, the
TRX900 dramatically improves wireless audio quality and transmission reliability.

www.zaxcom.com

Sound & Picture
c/o Coffey Sound
3325 Cahuenga Blvd. West
Hollywood, CA 90068
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