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Editor’s Note

John Coffey, CAS 
Editor in Chief

Welcome to another issue of S&P. In our cover 
story, we interview sound designer and 

editor Erik Aadahl, MPSE who take us behind the 
scenes of Argo, and shows us the intricacies that 
made up the film’s final 5.1 mix. 

 We also catch up with a few veteran production 
sound mixers who are currently working on 

television shows. Shawn Holden, CAS tells us what it’s like to mix on 20th 
Century Fox’s Ben and Kate while Stacy Hill, CAS wraps cans around his 
head for an NBC comedy titled Animal Practice that’s centered on a New York 
veterinarian played by Justin Kirk.  

 In our feature film world, we sat down with production mixer Ed Novick 
to interview him about The Dark Knight Rises and the challenges he faced 
going overseas and working with director Christopher Nolan. Taken 2 was 
tracked by Stéphane Bucher, a France based sound mixer who traveled from 
Istanbul to Los Angeles to capture one of Liam Neeson’s most battle tested 
characters Bryan Mills.   

 This month in cinematography, DP Nelson Cragg outlines his workflow 
on Homeland and talks about how lens’ing docu-style brings the show to life. 
We also stop by the set of Revolution, where David Moxness, CSC lights a cast 
who is on the run back dropped in North Carolina. 

  Charlie Wilborn is back as he shares set stories with his Wilborn’s War 
Stories. Besides our latest in tech products, we take a look back at some of the 
Emmy winners that took place this season. Sound & Picture would like to 
thank all of you who stopped by our camera on the red carpet this year. 

 A very special thanks goes out to everyone who is taking the time out to 
share their experience with our readers. We greatly appreciate it. Any feedback, 
suggestions or if you’d like to contribute to the magazine or have an article 
idea, please pass them along. Email us at editor@soundandpictureonline.
com. For daily news and updates you won’t find in our published version, visit 
our website, soundandpictureonline.com, for all the latest.
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Ben & Kate
A Shawn Holden, CAS mix.
by Daron James

Fox’s Ben and Kate offers viewers something different to laugh about. 
The comedy focuses on a sister and brother relationship whose characters, 
Kate (Dakota Johnson) and Ben (Nat Faxon), are hilarious to watch hang out 
and bounce off each other.  The pilot, penned by Dana Fox, drew inspiration 
from her own life to create the sometimes crass, sometimes heartwarming 
half-hour show. 

 Kate, a single mother, is raising 
her five-year-old daughter, Maddie 
(Maggie Elizabeth Jones), who are both 
living in a pretty stable environment 
until her brother decides to step back 
into the picture. Now moved in to help 
nanny Maddie as Kate starts tip-toeing 
her way back into dating, the exuber-
ant, mistake-making Ben is determined 
to bring as much chaos into their home 
as he can.  
 The production sound mixer 

brought on to record the audio for the 
show is Shawn Holden, along with 
boom operator Kurt Peterson and 
utility/2nd boom Tula Snoeck. Shawn 
has been putting on cans as a career 
for a long time now. Graduating with a 
Radio, Television, Film degree from the 
University of Oklahoma, she was hired 
on during an internship at a local TV 
station. After learning the ropes for a 
year and a half there, she moved to Dal-
las in the mid 80’s where she worked 

in news, running audio over the next 
12 years. “It was a wealth of experience 
for me,” says Holden. “I had a front row 
seat to most of the major news events 
during that time. I did everything from 
all the major news magazine shows, 60 
Minutes, 48 Hours, 20/20 to the evening 
and morning news programs. Most 
of the news stories you document on 
an international level are not always 
happy stories, but I did get to cover the 
release of Nelson Mandela in 1990. 48 
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Mixer Shawn Holden, CAS on the set of Ben and Kate

Hours on Paul McCartney. I was even at 
the 1994 Winter Olympics in Norway 
wearing skis doing ENG work. For that 
I won an Emmy. It was a great time, but 
I was ready for a change. I felt like I had 
reached the peak of what I could do in 
that field and the news was becoming 
more sensationalized.” 
 Around 1995, Shawn left Dallas 
looking for greener pastures in Los 
Angeles. Re-connecting with locals, 
like Robert Wald she met while in Dal-
las, Shawn learned how to adapt her 
pallet of audio skills for more of the 
film and television genre. “All the doc-
news stuff, it’s completely different,” 
says Holden. “I had to educate myself 
technically around the gear a little, 
but working in news, it taught me to 
get it quickly. Journalist Mike Wal-
lace doesn’t do second takes.” Working 
mostly in film on projects like Gods And 
Monsters, Death At A Funeral, Think Like 
A Man and Takers and 2nd unit work 
on Dreamgirls, The Aviator and Cowboys 
& Aliens, this past year Shawn landed 
the pilot for The Mindy Project and then 
took full reign of her first television se-
ries, Ben and Kate. 
 Shot on 20th Century Fox lot’s stage 
15, I found Shawn postured in front of 
her neatly patched cart tucked away 
near the middle of the stage. The crew 
was filming episode six directed by Jay 
Chandrasekhar, and the scene I stepped 
in tracked Ben from the front door into 
the dining room area where he needed 
to deliver a piece of dialogue. Two wire-
less K-Tek booms with Schoeps CMIT-
5U microphones are stick’d by Kurt and 
Tula to record both the on and off cam-
era dialogue.  “A lot of our scenes, the 
actors will tend to overlap so we make 
sure to track both,” says Holden. “This 
way a director isn’t locked into a deci-
sion and we’re giving post a few more 
options to pull from.”  
 The crew will shoot between 5-6 
pages a day, wrapping up an episode 
in five days working twelve or thirteen 
hours. This season, they had twelve to 
track originally, but have since been 
picked up for their back end giving 
them an extra 6 episodes. Through the 
first six episodes of their season, it’s not 
just sound, but the entire set - from the 
top down - that seems to have excellent 
chemistry. “The crew is great, really 
professional,” adds Holden. “The envi-
ronment has been really nice to work in 
and we’re cracking each other up a lot 
of the time.”  Kurt Peterson & Tula Snoeck booming from outside the kitchen 
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 When the bell chirps off for 18B 
take 2, each department makes their 
subtle adjustments moving forward the 
day’s schedule closer to finish. DP Ken 
Glassing, works with two Arri Alexas 
and Panavision 11:1 Primo Zoom (24-
275mm) glass for the bulk of the shoot-
ing. He also has a 5:1 (19.5-90mm) 
and a couple wide angle Prime lenses 
(14mm, 17mm) in his arsenal. “The way 
we shoot this show is a very traditional, 
filmic approach,” says Glassing. “Jake 
Kasdan, the director of the pilot, want-
ed to stay away from the “shaky cam” 
you see in a lot of comedies and shoot 
in a very conventional way. I love it. We 
haven’t had one handheld or steadicam 
sequence yet. We keep things in a re-
alistic world which allows me to push 
the envelope and make scenes a little 
moodier and create some nice, beauti-
ful shots. It’s been really great.”  One 
of the more challenging aspects for 
Ken (as well as sound) is his limited 
role in tech scouts and prep with an 
incoming director. “I’ll have very little 
time to get ahead as I’m the only DP 
on the show,” says Glassing. “It’s not 
a bad thing. My best boy electric Cory 

Echo Kellum waits while Tula wires Nat Faxon who plays Ben Fox

DP Ken Glassing racks his brain while looking on during a rehearsal



  soundandpictureonline.com    11

Bibb or best boy grip Rodney Veto will 
send me photos of locations and share 
possible scenarios, but how that mani-
fests itself is: I’ll be on set or at location 
watching the blocking and rehearsals, 
and it’s the first time, I’ll see what the 
director sees. So I have to think quickly 
and light efficiently enough so the di-
rector and the actors have their time 
on set. It’s a process I’ve been enjoying 
as it keeps me thinking creatively and 
critically.”
 Though Ken picked up the series 
after the pilot, he has slowly introduced 
new lighting to sets. “The bar and the 
house used to have very warm tones. 
Lots of wood, reds and oranges,” says 
Glassing. “Unfortunately, what can 
happen with that single pallet of color 
is that it can get a little dull once the 
frame is filled with the same color. I 
have been trying to put in place oppos-
ing colors like blues and greens to the 
sets. For our night exteriors, I’ll use a 
wash of blue outside the windows or 
add more hot streaky lights to the back-
ground of day scenes at the house. This 
way it adds a little punch to each scene 
or it will help offset the soft wrap light-
ing on our actor’s faces.” 
 Sitting down in front of her Coo-
per 208D with a set of color-coded 
sides tacked above, Shawn private lines 
Kurt frame adjustments and checks 
for any last minute dialogue changes  
that have come in. She records the 24 
bit 48Khz 23.97ND frame mix onto 
a Sound Devices 788T with an Aaton 
Cantar-X for backup. “I was told I was 
the first woman in the world to own 
a Cantar,” says Holden. “The Cantar is 
great. I’ve always loved that machine. 
It’s rock solid. It sounds great and the 
mic pre’s are unbelievable. It makes it 
so easy to hop in a car or a bag and to 
navigate. The only thing I don’t like 
about it is that it doesn’t natively re-
cord mix tracks one and two. You have 
to process it that way. That’s a big deal 
to me. If and when the next machine 
comes, and it does that, I’ll think about 
going back. Sound Devices, on the other 
hand, takes a lot of the great ideas out 
there and improves on them. I think it’s 
brilliant what they do, and the 788T is 
working very well for me.” Along with 
the 788T, Shawn paired the Sound De-
vices CL-Wifi and application software 
to the machine. “This thing is the best,” 
says Holden. “It’s made all the differ-
ence in the world. You can name scenes 
and takes. It makes it very fast and easy 

Kurt booming inside a restaurant

 Maddie (Maggie Elizabeth Jones) makes friends with the Schoeps CMIT-5U
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to go back in and change things if you 
miss slate something or if you want to 
name your tracks assignments. I mean 
who has time to name track assign-
ments? Normally, I don’t but, this gives 
me the time.” 
 After five takes, the crew hears a 
‘moving on’ from the AD. Shawn takes 
off her Sony 7506 headphones with 
talkback and heads over to watch re-
hearsal for the next setup. “I’ll usually 
take a look at the first marking rehears-
al so I know what’s going on, but it may 
not end up being that way when I get 
back to the cart. If it does change dur-
ing shooting, Kurt’s there to help me 
out,” says Holden. “Kurt does a fine job 
controlling the set and I’ll only step in 
when I need to.” 
 “We have a relatively small cast 
which allows us to be a little more con-
tained” says Holden. “We don’t have 
these giant sets, and the shooting style 
is much more conventional so we’re not 
battling moving, handheld or steadi-
cams.” The team will wire only when 
necessary and Tula handles those du-
ties eighty percent of the time. For their 
wireless booming, Kurt looks to Lec-
trosonics SMQ transmitters. “Booming 
on this show can be challenging,” says 

Kurt mics Tommy (Echo Kellum) and guest star on a practical tennis court

Pigeons normally hang out on wires not a wireless boompole
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would have been a doctor had I been 
better at math. This has been a great ca-
reer and profession for me. Some days, I 
do wonder what the hell was I thinking 
because it can be so stressful. I think 
some days we all feel that way, but 
most of the time I’m really very happy 
and thankful I ended up doing this for 
a living. The key is finding a good crew 
that can support you through the tough 
times and have fun with you through 
the good! I think I’ve done that on this 
show.” S&P

Peterson. “We’ll have three, four or five 
different alternate lines thrown in we’ll 
have to contend with on the fly or they’ll 
set up a shot that goes from the living 
room through the foyer into the dining 
room and on into the kitchen. Unfortu-
nately, we don’t have five or so different 
boom guys to pick up all the syllables, 
so that’s when we rely on the wires to 
help us out. Kurt looks at booming as 
he’s always trying to do right by the ac-
tor and do whatever he can to capture 
dialogue the best way possible while at 
the same time protecting the interest 
of the editor.”   
 The crew does get out from the 
stage for various exterior and car work. 
“We’ll go upwards to two days per epi-
sode,” says Peterson. “Sometimes it’s 
just a page and a half in the morning, 
other times it could be a full day. We’ve 
been to restaurants, a bar, tennis courts 
and most recently a golf course which 
had its own sound challenges. Produc-
tion warned us we were close to the 5 
Freeway and we wouldn’t have control 
of the golf course, so we had to contend 
with some harsh surroundings.” For 
some of the wider shots, the team will 
use a Neumann KMR 81 or KMR 82 
shotgun microphone. “We had a scene 
on the golf course where Nat was deep 
in a water hazard and if I had waders or 
just a longer pole, I would have been 
able to get a better track. Working with 
Shawn, it’s great, because she’s always 
pushing to find the best way to record 
the sound. She takes it almost person-
ally when we can’t get a good track,” 
says Peterson. 
 Like other sound teams, Kurt and 
Tula will lay noise cancelling carpet 
when they have to and work around 
lighting when necessary, but their kitch-
en set, some of the headers of doorway, 
and the bar set, can give sound some 
problems. “Thankfully, our producer, 
Randy Cordray, was wise enough to add 
green beds for us so we can boom from 
above when we need to,” says Holden. 
“Other than the occasional back light 
that doesn’t work so well for the boom, 
the challenges on this show are not so 
bad. If we do run into an issue, we’ll 
usually wait until the end of the take 
and mention it over Comteks or I’ll run 
in to discuss the problem. But hopeful-
ly, we’re stealthy enough and they don’t 
even know the difference.”
 When it comes to post, Shawn 
sees them every day since audio works 
entirely on CF cards. “We have a post 

assistant come down to set to rotate 
the cards, and if they have any ques-
tions or I need to detail any concerns, 
we take care of it then or we’ll shoot 
emails back and forth,” says Holden. 
“Like the night before last, post reached 
out to me because they couldn’t find a 
few ISO’s on the card so I burned it off 
the recorder and handed it off. Working 
with producer John Postlewait and the 
post guys has been really great.” 
 I asked Shawn what she would do 
if she wasn’t mixing, she laughed, “I 

Tula running 2nd boom 

Microphone check one-two, one-two
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Created by Brian Gatewood and Alessandro 
Tanaka, Animal Practice follows Dr. George 
Coleman (Justin Kirk), a blunt veterinarian who 

has an unarguable love for animals, but isn’t always 
the same when it comes to people. George practices 
at the Crane Animal Hospital where his ex-girlfriend, 
Dorothy Rutledge (JoAnna Garcia Swisher), has in-
herited the family business and is now the new boss. 
As she tries to resolve the chaos of the crowded hospi-
tal, George and the supporting cast of animal-friendly 
administration collide to provide viewers a storyline 
that mixes seamlessly timed hilarity with moments 
of sincerity worth watching.       
 Alongside George is Dr. Doug Jackson (Tyler La-
bine), Dr. Yamamoto (Bobby Lee), Juanita (Kym Whit-
ley), Nurse Angela (Betsy Sodaro), and the resident 
capuchin monkey who is also George’s closest com-
panion, Dr. Rizzo (Crystal). Tapped to record produc-

Animal Practice
Stacy Hill, CAS mixes production audio
for pet friendly sitcom.  
by Daron James

tion audio for this half-hour NBC comedy is Stacy 
Hill, CAS. 
 After the show’s pilot pickup, which Sterling 
Moore tracked, Stacy came aboard starting with the 
second episode, Little Miss Can’t Be Wrong. Stemming 
from the documentary/reality world of production au-
dio, Stacy is easily groomed for Animal Practice’s more 
rigorous, faster paced production set. “This was the 
first job where I was interviewed by the producers in 
post,” says Hill. “It was interesting. I went in, talked 
with producer Jake Aust and re-recording mixer Mark 
Biner, and we stepped in the same direction pretty 
quickly. They are both great guys to work with. Mark 
even suggested using the Schoeps CMIT-5U as our 
staple shotgun microphone – we’re now using two on 
set.”
 Originally shot in practical locations, the show 
moved into Paramount’s stage 23 and 24 post-pilot. 
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This is when production designer Jen-
nifer Deheghan took advantage of every 
inch she was given to create the show’s 
signature sets. Tip-toeing stage edge, 
construction lined the studios wall to 
wall with operating tables, offices, wait-
ing rooms and various nurse stations, 
which gives directors the ability to 
create shots that move from one room 
into another without stopping. Though 
doorways were built higher than nor-
mal and walls can fly up to accommo-
date the onslaught of production equip-
ment, glass is a heavily used accessory 
to many of the sets on Animal Practice. 
“Our main thing is constantly looking 
for reflections,” says Hill. “The glass in 
our sets are gimbaled to help us out a 
little, but we’re still battling reflections 
all the time on this show.” Boom opera-
tor Rob Scott, who’s worked on ER, Curb 
Your Enthusiasm and The Newsroom, is 
one of the skillful stickmen Stacy looks 
to for microphone work. Completing 
the three man production audio team is 
Nathan Pata on utility and 2nd boom.
 When I first spotted Stacy, he was 
standing a few feet away from video 
village wearing production’s custom-
ary shirt color – black. He had a pair 
of Sony 7506 headphones strapped 
on, looking down at his Blackmagic 
SmartView Duo monitors, mixing off 
his Sound Devices setup. Stacked one 
on top of the other, Stacy utilizes two 
788Ts and CL-8s for his 24 bit 48Khz 
23.97ND frame mix. One being the 
main, the other being backup. Stacy 
is one of the few cart based recordists 
I still see standing these days, which 
doesn’t make complete sense when 
you’re rolling 13 hours or more a day, 
but Stacy prefers it. 
 The crew is shooting day two of 
episode six with director Jeff Melman 
at the helm. Around the corner from 
Stacy, they’re recording a short dia-
logue scene between Dorothy and Dr. 
Jill Leiter (June Diane Raphael) who 
are walking from inside an office out 
into the hallway. The team keeps roll-
ing as Jeff bellows a few notes to the 
actresses. “We roll a ton on this show,” 
says Hill. “Thankfully, we’re all digital 
on this ship. I don’t have to worry about 
burning DVDs, it’s all CF cards.” After a 
cut, DP Anghel Decca jumps from his 
chair to adjust the lighting with gaffer 
Mike Withers. Stacy flips on his private 
line to let Rob know he has a little more 
head room with B camera. 
 Animal Practice shoots with three 

Canon EOS C300s that are completely 
handheld. There’s never any steadicam 
work and everything is off the shoulder. 
“I haven’t seen sticks used on this show 
yet,” adds Hill. “They like to keep that 
phonetic energy going which is good for 
us ‘cause we‘re always moving.” Stacy 
also sends an audio feed to the cameras. 
“This is why I’m so close to video vil-
lage,” says Hill. “I’m normally tucked 
away in the corner somewhere, but post 
didn’t want to worry about RF hits dur-
ing production so I’m hard lined into 
camera’s DI team. Corey Gibbons is our 
digital utility. He coordinates the audio 
hard line and timecode that distributes 
out from video village that has both the 
director and DP viewing stations which 

then go out to each camera. They’ll use 
the camera audio up until post and if 
need be they’ll go into the ISOs to pull 
anything else.” Within a few moments, 
it’s back to first mark as the bell sounds 
and audio gets three more takes to cap-
ture the scene’s dialogue before the AD 
yells ‘moving on.’ 
 Nathan and Rob quickly wrap the 
boom cables and start packing up. The 
production team rarely leaves the stag-
es, and if they do, it would be to film 
on Paramount’s back lot for New York 
exterior scenes. Stacy parks his cart in 
an operating room just behind video 
village as Jeff calls for rehearsal inside 
a neighboring office. The team gathers 
to watch and comes to an agreement. 

Stacy Hill, CAS mixing on the set of Animal Practice
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After that, it’s a two boom sequence. 
“We’re competing with three cameras 
shooting wide and tight quite often,” 
says Hill. “With such tight spaces and 
all the bodies in the room, we run two 
booms 90% of the time.” The scene also 
calls for Dr. Rizzo to be chased outside 
the office doorway by Nurse Angela 
(Betsy Sodaro) who delivers a piece of 
dialogue to tag the scene with laugh-
ter. Though cameras will reset to pick 
up the action, Stacy wires the entire 
cast. “The actors know to come in and 
get wired up in the morning,” says Hill. 
“Nathan will handle most of the wiring, 
but if we get a bunch of people lining 
up, I’ll step in and help out.” 
 The team uses a combination of 
Lectrosonics SMa and SMV transmit-
ters paired with UCR411 receivers. 
Their lavalier of choice is the Sanken 
COS-11D microphone. In order to ac-
commodate all the wires, Stacy has 
set up a separate bag filled with the 
UCR411’s powered by an IDX NP-LS7 
battery, which is placed nearby during 
shooting. Another reason why Stacy 
chooses to wire continuously is most 
of the cast are comedic improv actors. 
“While we’re rolling, the director or 
writers will ask Bobby Lee or Betsy to 

Rob Scott and Nathan Pata boom inside one of the waiting rooms

Nathan wires Betsy Sodaro who plays Angela



  soundandpictureonline.com    17

put their own spin on a line, so we have 
to be ready for that without slowing 
anything down,” says Hill. 
 Frequency coordination is impor-
tant when working with wireless, es-
pecially on a lot. Luckily, Paramount 
has someone specifically for this task. 
“I was block 21 heavy coming in to 
this show,” says Hill. “When the freq 
guy came by, he said Dr. Phil around 
the corner uses Block 21, but I should 
be ok. When I did a scan, I only had 2 
frequencies available out of 256. And 
when we were on New York Street, 
block 26 was completely useless. It’s 
not the best situation, but it has worked 
out for us thus far.” 
 Tucked away in the corner of 
the office, Rob and Nathan have their 
booms extended about twelve feet to 
accommodate the moving cameras and 
dialogue. “We’re usually cramped in-
side somewhere in a scene,” says boom 
Rob Scott. “Thankfully, we all work as 
a team as it doesn’t happen by itself. 
I’ve been working with Stacy for about 
seventeen years so we have a great re-
lationship on set and both know where 
each other is coming from. It can be 
very frustrating as a boom operator 
if a mixer has no idea what boom can 
and can’t do on set. With Stacy and I, 
we’re talking the same language and 
are moving towards the same goal.” 
 Besides tight quarters, animal 
noises play an interesting role to Sta-
cy’s tracks. “When Rizzo is in a scene 
she’s always chattering,” says Hill. 
“Tom Gunderson, Rizzo’s trainer, is un-
believably great with her. Most trainers 
I’ve worked with talk pretty loud on set 
at the animals to get them to perform. 
With Tom, he’ll just stand back, do a 
little thing like smile at her and she’ll 
perform. It’s amazing. We had this one 
scene where she went running inside a 
room, shut the door, pulled down the 
blinds and then jumped from the couch 
onto a desk. Tom had it all worked out 
perfectly and we did it in just a few 
passes.” 
 Though Rizzo can be a little more 
camera friendly than working with 
kids, sound has to deal with a zoo of an-
imals. “We get the script a week ahead 
and we’ll do a quick pass to see what 
we’re up against,” says Hill. “One week 
we’ll have an owl with a six foot wing 
span, last week we had a bear. We had 
a raven. There are always dogs, but the 
worst offenders are cats. We’ll be in the 
middle of a scene and all of a sudden 

Dr. Jill Leiter (June Diane Raphael), Dorothy Rutledge (JoAnna Garcia Swisher) & Dr. George Coleman (Justin Kirk)

The Petrol bag setup used by the audio team for their wireless

you’ll hear a moaning cat in the back-
ground. So after, we’ll go over to record 
wild lines for post.” The crew will also 
go out of their way to record other wild 
lines for reference. “One time we had 
a duck that was supposed to quack on 
cue and surprisingly it did. We went 
ahead and recorded it. This way post 
can decide to keep it or not.” If there are 
other pickups, like effects shots of Riz-
zo throwing a dart at a board, Rob will 
leave a microphone out there for point 
of reference too. Sound records Rizzo 
specific audio as well for post. “We have 
a padded room just around the corner 
we’ll track wild lines in,” says Hill. “If 
we need her screaming or making other 
noises, Tom is there to help us out with 
that anytime we may need it.”

 Back on the office set, the crew ad-
justs camera angles, killing one camera 
down to two to pick up coverage of the 
running Rizzo and Angela bit. This gives 
sound a bit of a break while Anghel and 
Mike work on the new lighting scheme. 
“This is my first episode working with 
the Canon C300’s,” says Withers. “I’d 
say as far as me personally, they’re 
comparable to other digital cameras 
out there like the Alexa or RED. It has 
a nice high ISO which allows our set to 
be cooler for the most part. We’ll still 
warm up areas that need to be, but we 
work with a lot less light.” Anghel and 
Mike have worked together before and 
chose a variety of lights including Kino 
Flo Barfly 400s to help them keep pace 
with the five day shooting schedule. 



effort from sound, but from everyone 
that makes working on this show a lot 
of fun. “When you have episodes where 
there are kids and animals, it can make 
for a long day, but we lucked out as 
there isn’t one bad seed in this crew.” 
 When Stacy isn’t on set you can find 
him on the hockey rink playing goalie 
during stick time or spending moments 
at home with his wife, Rachel. 

For use with the industry standard PR-216 Personal Receiver in the 
companded mode and other receivers in the non-compnaded mode.

The new BST 75-216 mini base station is
simply the best performer for the price!

Made in USA

This innovative, mini base station transmitter 
offers all the essential features and performance 
of our BST-25/216. With a more compact and 
rugged package, it’s perfect for sound carts!

The 216 MHz band has proven itself through the 
years to be a very desirable spectrum for low 
power, non-licensed applications. With smaller, 

characteristics of VHF propagation, the 216 MHz 
band remains the most popular choice.    

Advancing The Essentials

www.comtek . com
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Gaffer Mike Withers checks his light meter during rehearsal setup

“Our sets are built with practical ceil-
ings which give us fluorescent lighting 
for our base exposure,” says Withers. 
“With no green beds where everything 
is pre-hung, it changes how we have to 
light our sets. We have to light more 
for practical sets than stage sets. We’ll 
try to find the edge of the frame with 
our lighting. It’s tricky. Sometimes we 
shoot 270 degrees. One camera’s key 
light might be another camera’s edge 
light, so we’re always hiding lights 
where we can.” The newer LED benefit 
Rob and Nathan’s boom as well. “It’s 
great they’re coming down in price and 
more productions are using them. They 
are so much easier to work with then 
the hard lights that can cast a big boom 
shadow,” says Scott. 
 As much as Stacy and Rob are fans 
of Schoeps CMIT-5U for the majority of 
their boom work, at times, they’ll use 
the Senneheiser MKH 816 shotgun to 
play to the super wide shots. “I was 
a big fan of the Schoeps CMC4,” says 
Scott. “It was a great natural sound-
ing mic and I think they carried that 
characteristic over with the CMIT. I can 
play up to the wide shots that also have 
a tighter shot and Stacy is so good at 
blending the boom’s perspective with 
the wires, it makes for a mix we’re 

proud of.” 
 Stacy hasn’t gone over 8 tracks and 
post has done very little ADR. “When 
you hear ADR, you’re like what hap-
pened? What’s going on over there?,” 
says Hill. “Most of the time it’s for an 
animal jumping on an actor’s line or if a 
trainer can be heard in the background, 
so it’s nothing major, thankfully.” He 
goes on to tell me that it’s not just the 





The Dark Knight Rises
Bats, cats & Bane. Production sound mixer Ed Novick
captures superhero style audio tracks. 
by Daron James
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 The series that has been so distinc-
tively reimagined and reinvigorated has 
added another layer of movie watching 
with new Bat-tech, one of the sexiest 
cat suits since Michelle Pfeiffer wore 
it in Burton’s 1992 version, and lens’d 
IMAX induced action sequences that’ll 
smack your eyes with amazement. But 
it’s not all explosions and tight leather; 
as Nolan takes us through a deeper 
journey of Bruce’s troubled soul, he 
intertwines previous storylines to give 
viewers a climax worth rooting for and 
self-satisfying closure to Batman’s epic 
journey – well almost. You’ll just have 
to see the movie to understand what 
I’m talking about. Tapped to record the 
production audio was sound mixer Ed 
Novick.
 Over the past several years, Ed has 

The final chapter in Christopher Nolan’s Batman trilogy, The Dark Knight Rises, 
picks up the story eight years after Batman (Christian Bale) took the rap for the death of 
DA Harvey Dent. Now living like a hermit in luxury, Bruce Wayne’s hellish life has all his 
bat toys banished. With a new era of criminal activity being crushed under the weight of 
the anti-crime Dent Act, Gotham City is safe – for now. Everything changes when a cat bur-
glar by the name of Selina Kyle (Anne Hathaway) sets off a sequence of events that lures 
Bruce from hiding and reemerges him as Batman to fend off Bane (Tom Hardy), a ruthless 
masked terrorist who plans to punish Gotham into exile.

been working closely with Christopher 
Nolan to help capture the audio for both 
The Dark Knight and The Dark Knight Ris-
es. If you’ve never met Novick, his en-
thusiasm for production sound matches 
his love for baseball. Passionate. He has 
a quiet, intelligent way about him that 
only heightens when you start talking 
shop with him. Though the closed set 
didn’t allow us to speak with Ed while 
filming, we sat down over lunch as 
he painted the team’s challenges and 
workflows in a way that made me feel 
like I was cart-side.
 The New York native caught wind 
of filmmaking and sound at an early 
age, even making friends with Mark 
Weingarten while attending high 
school at Horace Mann School. After 
a stint in New York University’s film 

program, Novick landed himself in Los 
Angeles and has been mixing sound 
since the 1980’s. Ed’s first project with 
Chris was The Prestige in 2006. Since, 
he’s teamed up with Nolan to work on 
Inception, which won him an Academy 
Award, as well as the two latest Batman 
pictures. “The last six years have been 
great,” says Novick. “When Chris calls 
you up and says he wants you on his 
next project, it’s cool.” 
 For The Dark Knight Rises, screen 
tests began back in January and Ed was 
able to get a hold of the script in Febru-
ary 2011. “It’s always an adventure to 
read the script,” says Novick. “Warner 
Bros. and the Nolans are very protec-
tive of their material. You have to go in, 
sign it out. Read it. Then sign it back in 
when you’re done. And since it’s such a 

Boom Jamie Gambell lays on the floor to reach Commissioner Gordon (Gary Oldman) - Out of frame is boom Ben Greaves who’s micing Blake (Joseph Gordon-Levitt)  
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dense script, one reading doesn’t do it. 
You have to go back in and read it again 
and again to make all the proper sound 
notes.”
 When the calendar rolled into 
March, Ed was invited along with the 
other department heads for the film’s 
location tech scouting. “I’ve been going 
on scouts with Chris since The Prestige,” 
says Novick. “Sound isn’t there to kill 
a location because the location has al-

ready been decided. Rather, I’m there to 
make it more suitable for field record-
ing. Chris wants to capture live sound. 
He doesn’t want to loop or ADR. The 
scouts afford me to have my say early 
on. With a slight alteration moving 
an object, building a wall or creating 
a baffle to a noisy environment, we’re 
able to make the location more fitting 
for sound. If I were to bring up these 
points during production, it would be 

too late. No one wants to hear it and 
that’s the type of conversation I don’t 
want to have during production.” 
 Chicago normally serves as the 
backdrop for Gotham City, but Nolan 
took this film to Pittsburgh, New York, 
Los Angeles and even the UK to shape 
the landscapes of Gotham. “Soundwise, 
the urban environments we were in all 
worked the same for me. I needed to 
make sure I kept the unwanted ambi-
ent noise to a minimum,” says Novick. 
Ed looked to boom operator Brian Rob-
inson and utility Ben Greaves to round 
out his production team. The crew man-
aged to be alongside Nolan for every 
scene in the movie except for the open-
ing aerial stunt work, which was truly 
remarkable from a filming standpoint 
as it wasn’t CGI. Chris has a unique way 
of directing as he doesn’t utilize a tra-
ditional video village but rather works 
close to the shooting camera. This puts 
Brian in a unique position regarding 
any sound concerns as it allows for im-
mediate interaction. “We will all watch 
rehearsals, but Brian runs the set,” says 
Novick. “Most scenes are shot with one 
camera. There is seldom any second 
unit work and no reshoots. Chris has 

On set with Christopher Nolan as he preps a shot with an IMAX camera 

A Sanken CS-3 mounted to the top of the action vehicle, with an IMAX mounted to a crane - a DEVA was 
wedged inside the car with a remote start/stop switch accessible from the outside of the vehicle
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easy rapport with Brian regarding any 
audio issues, and is there to work with 
Chris, DP Wally Pfister, and our first 
AD, Nilo Otero. Brian’s there to speak 
for our department and Chris will go 
to him first for everything and it works 
out very well.” 
 The crew shot for three months in 
the UK working mostly in practical lo-
cations. Wayne Manor was rebuilt for 
The Dark Knight Rises. Sitting just out-
side Nottingham city, the Tudor styled 
mansion of Wollaton Hall served as the 
exteriors while one of the location in-
teriors was shot in west London at the 
Osterley Park House. Though the sets 
lavished luxury on a grand scale with 
large cavernous spaces, Ed didn’t shy 
away from the location’s echoes. “These 
are the kind of places Chris likes shoot-
ing in,” says Novick. “If something 
sounds like what it looks like, I don’t 
object to it at all.” 
 Nolan also returned to the airship 
hangars of Cardington to construct the 
more intricate sets in The Dark Knight 
Rises. The turboprop plane interiors, 
the underground prison where Bane 
and Bruce were both held captive and 
Bane’s lair were some of the sets that 
took shape inside the Bedfordshire, 
England landmark. “It’s an enormous 
building that’s not well insulated,” says 
Novick. “It’s a challenge working there. 
It’s large enough to accommodate both 
construction and photography under 
one roof. While we are shooting at one 
end, they might be tearing down and 

Mixer Ed Novick doing sound effects recording outside the Cardington Airsheds in Bedfordshire, UK

More than the audio level was hot after this windcover went through an explosion

Ed Novick, script supervisor Steve Gehrke, Ben Greaves & Brian Robinson enjoying the lovely English summer
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designing another set on the other end 
which can interfere with recordings. I 
don’t even think the bell and light sys-
tem reaches sonically to every corner 
of the room.”  
 One of the bigger obstacles facing 
sound was Bane’s lair. “The art depart-
ment did an amazing job with the de-
sign. It was quite an achievement, but 
it was a wet set,” says Novick. “They 
had these giant pumps pushing in wa-
ter we had to contend with. As flexible 
as we were it was difficult to record de-
cent production tracks.” The fight scene 
between Batman and Bane underneath 
the waterfall created a similar note for 
production sound. “All that came out 
were wet mics and wet actors for that 
sequence,” says Novick. “If we thought 
we were in trouble, we put in place a 

system to record wild tracks on set for 
post before moving forward.” 
 Besides location troubleshooting, 
costumes, especially in superhero mov-
ies, need extra attention. Working on 
The Dark Knight, Ed, with the help of the 
costume department was able to find 
a permanent home for a wired micro-
phone inside the bat suit. “We figured 
out the one place that didn’t have any 
creaking or rubber on rubber sounds 
as he moved,” says Novick. “The thing 
that also helps us out tremendously is 
that Batman usually speaks when he’s 
standing still. When he moves, he is 
very busy with little to say which cuts 
down on costume clutter. We’ll place an 
overhead microphone on him as much 
as possible and sound editorial can use 
the wired microphone as they see fit.” 

As for the cat suit, Ed sums it by saying, 
“If you’ve seen the movie, you know it’s 
unwireable.” 
 One of the more intriguing sound 
triumphs to the film was Bane’s mask. 
For this, Ed placed three different micro-
phones on Bane during preproduction 
voice tests. After, Nolan, Tom Hardy 
and Ed sat down to compare the differ-
ent tracks. Nolan picked his preferred 
microphone which was located inside 
the mask. “Whenever Bane spoke, we 
had that microphone in position,” says 
Novick. “When combined with an over-
head mic and processing in post by re-
recording mixer Gary Rizzo, the voice 
of Bane was created.” 
 During production there were sev-
eral versions of the mask for Bane’s 
character. “Ben Greaves designed the 
physical workings of Bane’s internal 
microphone,” mentions Novick. “He 
grabbed that battle from beginning and 
really did an amazing job with it in ad-
dition to his job as second boom. Ben 
created a modular system for Bane’s 
mic, so that as actor Tom Hardy got 
dressed, the corresponding portion of 
his mic was dressed with him. Similar-
ly, if he wanted to remove just a piece 
or section of his mask, then only that 
section of microphone would come off, 
as well. This design was a great time 
saver, and a great help to Tom Hardy, 
who got very hot inside the coat and 
mask. Makeup and other departments 
helped play a role in fine tuning the 
mask as well. The makeup team was 
very diligent in helping to hide the 
wire, costume fx were always there to 
help, and the visual effects team was 
given a heads up for a possible wire re-
moval if Bane turned his head. It was a 
collaborative effort to make it work.” 
 Most of the action scenes were shot 
with little green screen work, but the 
IMAX camera was brought in for sever-
al sequences. “They’re noisy cameras,” 
says Novick. “We learned a bit on The 
Dark Knight and even more on The Dark 
Knight Rises. Basic recording still holds 
true. If you can minimize the proximity 
of your microphone to the camera, us-
ing mics that are not so sensitive or a 
lav instead of an overhead or a dynamic 
mic instead of a condenser mic, it can 
help eliminate some of the noise.” To 
provide more options for post, the team 
would do a take for picture, and then 
run a wild track on set. “It’s not the 
same sound from what was pictured, 
but it’s still production dialogue and 

Brian booming inside Bane’s water drenched lair 

Boom Brian Robinson micing a scene between Bruce Wayne (Christian Bale) & Selina (Anne Hathaway)
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editorial can make it work,” mentions 
Novick.  
 The team shot in Los Angeles for 
two months utilizing the Sony lot for 
three days for the Bat Cave sequences. 
The makeshift court house that pro-
vided the return for Cillian Murphy’s 
character, Dr. Jonathan Crane, was con-
vened at Union Station downtown. Oth-
er practical locations included an old 
bank that served as the meeting place 
for Blake (Joseph Gordon-Levitt) and 
Fox (Morgan Freeman) where we learn 
the truth about the atomic device. Vari-
ous streets throughout downtown Los 
Angeles also helped piece together the 
films final climactic act which was also 
paired with locations in Pittsburgh, 
Pennsylvania. 
 When filming did land in Pitts-
burgh, the crew was tasked with re-
cording one of the movie’s more dy-
namic scenes inside Heinz Field, the 
football stadium. The sequence starts 
off with Bane and his henchmen walk-
ing through the tunnels down below 
the stadium. Above, fans look on qui-
etly as a little boy sings the Star-Span-
gled Banner. As the crowd roars during 
the opening kickoff, Bane implodes the 
field from below, leaving cheering fans 
in horror. Bane then grabs the refer-
ee’s microphone and announces to the 
crowd his horrific intentions for Gotham 
City. “Any movie I do, I feel that every 
mic in a scene should be a working 
microphone, and that sound editorial 
should have that option,” says Novick. 
In order to coordinate the recording of 
Bane’s stadium speech, Ed had the help 
of the people at Heinz Field as well as 
the prop and paint department. “It was 
a joint effort,” says Novick. “I worked 
with the prop department to make sure 
they were happy how the referee mic 
looked. Then they sent it over to the 
paint department to get it painted, and 
after, it came back to me to get it wired 
correctly. I then went to Tom Hardy and 
gave him some options in regards to 
triggering the microphone when he ad-
dressed the crowd of 10,000 extras. The 
two day shoot worked out great, and if 
you’re into sound, you could probably 
figure out which microphone we used 
for the scene.” 
 Other locations, like the St. Swith-
in’s orphanage where Blake evacuates 
the kids, and Bane reads Commissioner 
Gordon’s stolen speech outside Gotham 
City hall, were also staged in Pitts-
burgh. The sound team mixed for one 

month in Pennsylvania as they closed 
off large sections of downtown for 
various sequences, including the final 
battle between Bane & Batman, before 
finishing up the show in New York. 
 Nolan provides a lot of direction 
for Ed on set and he appreciates it. “It’s 
good he’s watching what I’m doing and 
listening” says Novick. “If Chris notices 
that our micing scheme isn’t what he 
thinks it should be, we’ll open a dia-

logue. He’s an extraordinary director 
and an amazing person to work with. 
My goal everyday is to make it sound 
what it looks like, and my team is there 
with me every step of the way. My ap-
proach is very nuts and bolts. We’re not 
designing anything or creating a style. 
We’re trying to make the best record-
ing we know how to do for a particular 
image. If I achieve that, I’m a happy 
sound man.” S&P

Bane (Tom Hardy) addresses the spectators at Heinz Field

Cat Woman & Batman team up for a final stand against Bane
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To all the nominees and winners in their
respected crafts this year. Here are a few 
winners from some of our favorite 
categories. Thanks for visiting us on the
red carpet. Till next year...   

Congratulations

Sound Mixing
For Nonfiction Programming
Paul Simon’s Graceland Journey: Under 
African Skies
Tom Paul, Sound Mixer
 
A Comedy Or Drama Series  
(One Hour)
Game Of Thrones - Blackwater
Matthew Waters, Re-Recording Mixer, 
Onnalee Blank, CAS, Re-Recording,
Ronan Hill, CAS, Production, 
Mervyn Moore, Production 
 
For A Miniseries Or A Movie
Hatfields & Mccoys - Part 1 
Stanomir Dragos, Production,
Christian Cooke, Re-Recording, 
Brad Zoern, Re-Recording 
 
For A Comedy Or Drama Series 
(Half-Hour) & Animation
Modern Family - Dude Ranch
Stephen A. Tibbo, Production, 
Dean Okrand, Re-Recording, 
Brian R. Harman, Re-Recording 
 
For A Variety Series Or Special
84th Annual Academy Awards
Paul Sandweiss, Audio Director
Tommy Vicari, Orchestra Mixer
Pablo Munguia, Protools
Kristian Pedregon, Show Post Audio
Bob Lamasney, Sweetner,
Brian Riordan, Re-Recording Mixer,
Thomas Pesa, Monitor Mixer,
Michael Parker, Monitor Mixer,
Josh Morton, Package Mixer,
Patrick Baltzell, Front Of House Mixer,
Larry Reed, Sound Mixer,
John Perez, Sound Mixer

Sound Editing
For A Miniseries, Movie or Special
Hemingway & Gellhorn
Douglas Murray, Super. Sound Editor, 
Peter Horner, Sound Designer,
Kim Foscato, Dialogue Editor, 
Steve Boeddeker, FX Sound Editor, 
Casey Langfelder, FX Sound Editor, 
Andrea Gard, FX Sound Editor,
Pat Jackson, FX Sound Editor,
Daniel Laurie, ADR Editor,
Goro Koyama, Foley Artist, 
Andy Malcolm, Foley Artist, 
Joanie Diener, Music Editor
 
For Nonfiction Programming 
Frozen Planet – Ends Of The Earth
Kate Hopkins, Dubbing Editor, 
Tim Owens, Sound Editor,
Paul Fisher, Sound Editor

For A Series
Game Of Thrones – Blackwater
Peter Brown, Super. Sound Editor/ 
Design, Kira Roessler, Dialogue/ADR 
Super, Sound Editor, Tim Hands, ADR 
Editor/Co-Super.ADR,Paul Aulicino, 
M.P.S.E., Foley Editor/Super. Foley Edi-
tor, Stephen P. Robinson, Sound Effects  
Editor,Vanessa Lapato, Dialogue Editor,
Brett Voss, Foley Editor,James Moriana, 
Foley Artist, Jeffrey Wilhoit, Foley Art-
ist, David Klotz, Music Editor

Picture Editing
For A Drama Series
Homeland - Pilot
Jordan Goldman, 
David Latham, Editors
 
For A Multi-Camera Comedy Series
How I Met Your Mother - Trilogy Time
Sue Federman, Editor
 
For Short-Form Segments, Variety
2012 Rock And Roll Hall Of Fame Induc-
tion Ceremony 
Bill Deronde, Chris Lovett,  
Mark Stepp, Pi Ware, 
John Zimmer, Ben Folts, Editors
 
For Reality Programming
Deadliest Catch - I Don’t Wanna Die
 Josh Earl, A.C.E., Supervising Editor 
Alex Durham, Editor
 
For A Single-Camera Comedy 
Series
Curb Your Enthusiasm - 
Palestinian Chicken
Steven A. Rasch, A.C.E., Editor
 
For A Miniseries Or A Movie
Hatfields & Mccoys 
Part 2 (History) 
Don Cassidy, Editor

For Nonfiction Programming
Frozen Planet - Ends Of The Earth
Andy Netley, Sharon Gillooly, Editors

Cinematography
For A Multi-Camera Series
Two and A Half Men 
Sips, Sonnets, and Sodomy 
Steven V. Silver, ASC, DP
 
For A Single-Camera Series
Boardwalk Empire - 21
Jonathan Freeman, DP
 
For Reality Programming
Deadliest Catch - I Don’t Wanna Die
Cinematography Team
 
For Nonfiction Programming
Frozen Planet - Ends of the Earth 
Cinematography Team

Special Visual Effects
For A Series
Game Of Thrones – Valar Morghulis  
Rainer Gombos, Lead Visual Effects 
Supervisor; Juri Stanossek, Visual Ef-
fects Supervisor; Sven Martin, Anima-
tion Lead; Steve Kullback, Lead Visual 
Effects Producer; Jan Fiedler, Visual 
Effects Producer; Chris Stenner, Lead 
Animator; Tobias Mannewitz, Visual 
Effects Concept Artist; Thilo Ewers, En-
vironment Lead; Adam Chazen, Visual 
Effects Coordinator
 
In A Supporting Role
Boardwalk Empire – Georgia Peaches  
Dave Taritero, Vfx Supervisor; Robert 
Stromberg, Vfx Designer; Richard 
Friedlander, Vfx Producer; Eran Dinur, 
Vfx Supervisor; David W. Reynolds, 
Compositing Supervisor; Matthew 
Conner, Digital Matte Painter; Austin 
Meyers, Digital Compositor; Jonathan 
Dorfman, 3d Artist; Steve Kirshoff, 
Special Effects Supervisor *Photos courtesy of PictureGroup
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Matthew Waters, Onnalee Blank, Ronan Hill, Mervyn Moore - Outstanding Sound Mixing 
Game of Thrones

Jordan Goldman - Outstanding Picture Editing 
Homeland

Steve Silver - Outstanding Cinematography 
Two And A Half Men

The team - Outstanding Special Visual Effects 
Game of Thrones

Steven A. Rasch - Outstanding Picture Editing 
Curb Your Enthusiasm

Tom Paul - Outstanding Sound Mixing 
Paul Simon’s Graceland Journey:  

Under African Skies

The team - Outstanding Sound Editing 
Hemingway & Gellhorn

At the after party with Peter Nusbaum, Noah Timan, Dan Lipe, Stephen Tibbo (winner of Half-hour Sound Mixing), 
Larry Long, Darryl L. Frank & Steve Morantz  

The Cinematography team - Outstanding Cinematography
Deadliest Catch



Taken 2
Production sound mixer Stéphane Bucher 
tracks Olivier Megaton ass-kicking sequel. 
by Daron James
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 After Bryan takes a job in Istan-
bul, the family flies out to surprise him 
with a reunion. As the story unfolds, 
our villain, Murad (Rade Serbedzija), a 
father who is avenging the death of his 
son, is on a mission to extract justice 
from Bryan. During their stay in Tur-
key, Murad manages to kidnap Bryan 
and Lenore, leaving it up to Kim to help 
them break free. Tasked to capture the 
production audio for the action-thriller 
was French sound mixer Stéphane Bu-
cher. 
 When I reached Stéphane by phone, 
I found out Stéphane developed a lik-
ing for sound at a very young age. He 
didn’t know why for certain, but the mi-
crophone was something he responded 
to as a kid. “Growing up, I didn’t know 
much about sound or have a special in-
terest in an area of sound. I just knew as 
long I was doing something with sound 
I was happy,” says Bucher. “When I was 

eighteen, I went to a discipline train-
ing school in Paris for sound. After I 
completed the program, I worked in 
documentary television and news, and 
transitioned into boom operating for 
TV dramas and TV movies for the next 
seven years before moving up to mix.” 
 Stéphane received his first sound 
mixing break when producer Antoine 
Perset approached him about mixing 
on a TV movie called Les fauves. “I re-
member Antoine coming up to me and 
saying, ‘Stéphane, I’m sure you will 
be a great sound mixer. I would like to 
give you a chance to mix this movie.’ I 
was like uh, that’s great, but I was so 
very stressed,” recalls Bucher. “I started 
mixing TV movies and dramas fulltime 
and eventually got a job in Canada on 
a TV series.” While working on the sit-
com, Stéphane received a call from ex-
ecutive producer Franck Lebreton (who 
would be a producer on Taken 2 and 

was working on a Luc Besson project.) 
He asked him to come back to France 
to be the sound mixer. Stéphane wasn’t 
sure what to do. “I thought really hard 
about it and called them back the next 
day. I told Franck I was really sorry, but 
I can’t go on the movie. I have to finish 
what I started here. He was in shock. 
‘But it’s Luc Besson?’ I remember him 
saying. I said perhaps in a few years, 
I will have another chance. He said, ‘I 
don’t know, perhaps.’” About three years 
later, Europacorp called Stéphane back 
to work on a French comedy feature by 
Luc Besson. This time he didn’t say no 
and has worked on several Besson proj-
ects, including Columbiana and Lockout 
,before landing his role on Taken 2. 
 When Stéphane says yes to a proj-
ect, he’ll use about two or three months 
of preproduction to prepare. “It’s an 
important process to me,” says Bucher. 
“I’ll usually read the script three times. 

Back with more fight than ever, Liam Neeson returns as Bryan Mills, the 
retired CIA agent with a “particular set of skills” in Taken 2. Directed by Olivier 
Megaton, the story picks up two years after the events of Taken. Bryan’s relation-
ship with his daughter Kim, played by Maggie Grace, has grown stronger and he 
hopes to reunite with his ex-wife Lenore (Famke Janssen). “Even before he encoun-
ters the new threat to his family, Bryan is on a mission to get closer to Kim and 
Lenore,” says Megaton. 

Mixer Stéphane Bucher, utility Thomas Tymen & boom Utku Insel on location in France
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My first pass is just usually me turn-
ing the page saying “Oh shit…, Oh my 
god,…..Oh shit…”. The second, I’ll write 
down the number of characters in each 
scene and note costumes. My third time 
through, I will be more technical with 
each scene.” Stéphane also uses the 
time to reach out to other departments 
like props, wardrobe or stunts to get a 
better idea of what type of costumes or 
vehicles they may have in mind for cer-
tain scenes. “It makes for a lot of work, 
but when you’re on set, all you do is 
shoot, shoot, shoot so this way you are 
more calm and there aren’t as many 
surprises on set,” says Bucher. 
 One last stop before production, 
Stéphane is sure to reach out to the 
post sound supervisor, who was Fred-
eric Dubois on Taken 2. “I’ve known 
Frederic for a couple years now. We’ll 
talk about what kind of sound ambi-
ance or additional sounds he would 
like to have us record in the field. We 
try to get most of his request, but with 
scheduling, it’s hard to get it all,” says 
Bucher. 
 During the 68 days of shooting, 
Stéphane and his crew found them-
selves traveling from Los Angeles to 
Istanbul, even stopping in Paris, France. 
Boom operator Utku Insel was tapped to 
work alongside Stéphane. “At the very 
beginning, they asked me if I would 
like to take on Utku for my boom,” says 
Bucher. “I haven’t worked with him 
before, but I knew of him. The produc-

Stéphane on set of Taken 2 recording with his Aaton Cantar X-2 and Cantarem mixer

Stéphane goes mobile as he discusses a scene with boom Utku Insel
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ers thought it was a good idea to have 
someone who could speak French and 
Turkish. I said why not, and thankfully, 
I did, especially when we were record-
ing additional sounds in Istanbul. Utku 
was able to translate what we needed 
to the groups or if we needed everyone 
to quiet down or explain simple things 
like turning off a fan. He was so valu-
able to have on set.”
 Olivier and DP Romain Lacourbas 
move quickly, shooting 2, 3 or 4 cam-
eras at a time with wide and tights. “It 
was not easy for us all the time, but we 
were able to make it work,” say Bucher. 
Working mostly from a cart, the Aaton 
Cantar X-2 with a Cantarem was used as 
the primary recorder and a Sound De-
vices 788T for backup. Stéphane looked 
to the Schoeps CMIT-5U microphone 
for most of his exterior sequences and 
the Sennheiser MKH 50 for dialogue. 
“On every movie there’s usually one 
character who is the center of the film, 
in this case, it was Liam,” says Bucher. 
“I wanted to have the sound calibrated 
to maximize the amount of space on 
the low frequency of his voice, and 
when we tried the Sennheiser, I found 
the sound I wanted.” 
 The first days of shooting were the 
hotel sequences. It was there, Stéphane 
met Liam. “I remember going up to 
Liam and saying, Mr. Neeson, my name 
is Stéphane, I am the sound mixer, and 
I have to put a wireless lav on you. He 
said, ‘Please call me Liam.’ There was 
a problem though. Liam is a very tall 
guy, and he wanted the wireless pack 
just above his knees. The chord for my 
Sanken COS-11D was too short. I told 
him for today, I will have to put it in 
your pocket, but I will have a solu-
tion for you tomorrow,” says Bucher. “I 
went back to my gear and said oh, crap. 
Is it possible to find a Sanken with a 
very long cable in Istanbul? Of course 
not, I’m in Istanbul! At the end of the 
day, I got back to the hotel and built it 
myself. I spent like two hours to make 
sure all the soldering was perfect. The 
day after, I found Liam and it worked 
perfectly for the entire run of the 
show.” The hotel sequences proved to 
be a bit of a challenge for sound. “I had 
ten people all around the place saying 
please be quiet,” says Bucher. “At the 
start of the shoot, I had this hum com-
ing through my headphones. I couldn’t 
figure out what it was. I had them turn 
off the entire electricity of the hotel to 
find it. It took me over an hour, but it 

Stéphane working with Liam Neeson inside the hotel 

Kim (Maggie Grace) attempts to make her escape outside the window in Istanbul

was these big fans in another area of 
the hotel that were causing the prob-
lem.”
 Stéphane always wires while work-
ing with Olivier. “It’s not possible to 
work any other way mainly because of 
his style of shooting and the fact that 
he used a very noisy camera during the 
scenes in Istanbul” says Bucher. “Ol-
ivier didn’t use this noisy camera all 
the time and switched to a more sound-
friendly camera for the dialogue scenes 
in Los Angeles or Paris. When he did, 
I incorporated a wild track system to 
record a separate track for audio which 
Liam and the rest of the cast was okay 
with it.” 

 For rehearsals, Stéphane looks to 
Utku to be in charge while he works on 
the script, looking for the next location 
or preparing the wireless. “Utku will 
normally watch and then he’ll tell me if 
it’s possible to put a mic somewhere or 
plant a mic,” says Bucher. “It’s rare I go 
on set. I only come in if there’s a prob-
lem or if there are ambient sounds in 
the background that need to be turned 
off.”
 One of those rare set appearances 
happened during the car chase through 
the streets of Istanbul, with Kim terri-
fied behind the wheel and Bryan in the 
passenger seat. “The camera was set 
to film 360 degrees,” says Bucher. “I 
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didn’t have any place to record. I was 
using the wireless, but it doesn’t have 
a range of the 1 kilometer (3,280 ft) 
we were traveling. I would have much 
rather stayed in the hotel to record, but 
it wasn’t possible. I went to the stunt 
coordinator to see if I could possibly 
go in the trunk. They told me no way, 
but I said I have nowhere to go. They 
suggested I go into one of the villain’s 
trucks. It would be a 4x4 and a bit safer. 
I remember feeling sick a little. I was 
like if I die, thank you my wife. Thank 
you to my father. But after three or four 
times, I was ok.” The other obstacle to 
overcome was hiding an antenna on the 
car Kim was driving. In order to do so, 
the taxi cab’s original car antenna was 
used. “It’s not exactly an HF antenna, 
but I figured it would be ok for the dis-
tance we were shooting. I managed to 
hide the wire and it worked great. I had 
a good signal the entire time during 
the car chases,” says Bucher. 
 Cars were used a lot to propel the 
storyline in Taken 2. “I would spend like 
one or two days with stunts in the car 
to find placement for the microphones 
before we started shooting,” says Bu-
cher. “I don’t want production waiting 
for me if the angle of the shot changes 
and there’s a mic in frame. I’ll usually 
place a piece of fabric of the same color 
over the microphone or use other tricks 
to make sure when they start shooting, 
they can keep going.” 
 When Stéphane spoke with Fred-
eric about ambiance during prepro-
duction, car sounds were on the top of 
his list. “We brought in another mixer, 
Francios Sempe, to record a lot of ambi-
ent sound effects,” says Bucher. “There 
were a lot of doors cracking and scratch-
ing. Wheel burning. Francios spent four 
or five days with a stunt guy driving on 
a special car circuit where he recorded 
all types of sounds for picture.” 
 Throughout the shooting in Is-
tanbul, Erkal Taksin stepped in as 2nd 
boom/sound assistant, who was espe-
cially needed for the action sequence 
involving Kim running atop the roof 
tops of the Grand Bazaar. “It was diffi-
cult for our booms,” says Bucher. “I re-
member them running all day as they 
shot all the close ups for those scenes. 
And after, Maggie was marvelous as 
she let us record wild sounds of breath-
ing heavily, walking fast and running. 
She was great to us.” 
 Paris had its obstacles, but wasn’t 
nearly as challenging for sound since 

Director Olivier Megaton confers with Liam Neeson on set

The camera rigs for the cab car chase scene

Bryan (Liam Neeson) searches for the kidnapped Lenore (Famke Janssen)
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most of the work was studio. For those 
shooting days, Thomas Tymen was 
brought in for 2nd boom/sound assis-
tant. When Stéphane landed in Los An-
geles for the six days of filming, it was 
a different story. “It was my first time 
there, and I was very excited about 
it,” says Bucher. “I was given a great 
crew – mixer D.J. Ritchie, boom Dennis 
Fuller, and Jay Golden was 2nd boom/
utility, but I ran into a small problem 
with my Audio limited 2040 wireless 
the first day.” The crew looked to film 
Lenore’s house exteriors and scenes 
where Liam teaches Kim how to be-
come a better driver. “When I took my 
gear out and turned on all my wire-
less, I put one of them on Jay to test it. 
When he got about three meters away, 
it stopped working,” says Bucher. “I 
tried my second wire. The same thing. 
I went through all six wires, and they 
all stopped working after three meters.” 
Stéphane figured out that it was a mil-
liwatt issue. “In France, the power is 
limited at 50mw for our wireless, but 
in the U.S., you get three times the 
amount up to 150mw. There was an-
other production down the street (NCIS 
with sound mixer Steve Bowermen), so 
there was no way my little 50mw wire-
less was going to be enough. We were 
supposed to begin shooting in about 
an hour, which left me no time to rent 
new wires. The only thing I could think 
of doing to stay less than three meters 
away was to go back in the trunk of the 
car. I did just that. I’m sure the LA guys 
thought, ‘What is this crazy French guy 
doing?,” but it was the only solution I 
had – which ended up perfectly work-
ing.” 
 “My entire time in Los Angeles 
was great. The crew was amazing, and I 
wouldn’t mind coming back to shoot an 
entire film here someday,” says Bucher. 
Seeing the finished product, Stéphane 
was blown away with the work post 
did. “Re-recording mixer Dean Hum-
phrey, dialogue editor Anne Gibourd 
and everyone else did such an amazing 
job with the movie’s final mix,” says 
Bucher. “The entire project from begin-
ning to end was great to work on and 
the people I had around me made it an 
experience to remember.”
 Stéphane is currently shooting in 
Morocco on a French feature film and will 
be working on 3 Days to Kill in December 
with Kevin Costner and directed by McG. 
You can catch up with all his current work 
by visiting, www.Stéphanebucher.com. 

CELEBRATING 15 YEARS

  

...and 
short of it.

The long...

Tel. 760.727.0593
info@ktekbooms.com

MADE IN THE USA   

www.ktekbooms.com

K-Tek_boom1.2CoffeeSound_Layout 1  7/5/11  4:19 PM  Page 1

S&P



34    Sound & Picture                 

 Now “houseguests” under the Canadian flag, 
it’s only a matter of time before they are found out 
and captured. The CIA’s top exfiltration expert, Tony 
Mendez (Ben Affleck), puts together a plan to help the 
Americans escape Iran. The idea: Team up with Hol-
lywood to create a fake sci-fi movie and pose the six 
as a Canadian filmmaking team scouting for exotic lo-
cations. Then, simply fly them out to freedom – hope-
fully.  
 Also starring Bryan Cranston, Alan Arkin and 
John Goodman, the reality of this diplomatic disaster 
takes you on an intense ride where the stakes couldn’t 
be higher and the layers of drama go beyond just ac-
tion and suspense. Penned by Chris Terrio, the covert 

Sound supervisor and designer Erik Aadahl, MPSE 
chronicles the sound of this life-or-death thriller.  

Argo
by Daron James

Directed by Ben Affleck, Argo takes audiences to a real place in history, 
with a real story.  Based on actual events that occurred in 1979, we’re pushed to 
the front lines to watch Iranian revolutionaries take over the U.S. Embassy in Teh-
ran. During the chaos, 52 Americans are taken hostage, but six others manage to 
slip out the back and find refuge in the home of Canadian Ambassador Ken Taylor 
(Victor Garber). 

mission looked to sound supervisor and designer Erik 
Aadahl to balance the intensity of this incredible sto-
ry. 
 I met Erik, along with supervising sound editor 
Ethan Van der Ryn, on one of the dub stages nestled 
near the Cary Grant Theater on the Sony lot. Within 
a few minutes of talking with Erik, you can tell his 
adoration for sound design and storytelling is hon-
est. That it stems from an obsessive passion from 
someone who really loves what they do for a living. 
For Argo, his approach was no different. “I’m always 
looking for projects that will challenge us and be in-
teresting,” says Aadahl. “The way we work is to to-
tally invest ourselves, so it doesn’t make sense for 
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us to take a job we won’t be passionate 
about. When I read Argo, I couldn’t put 
it down, so I knew it would be a great 
project to work on.” 
 Erik and Ethan have been partner-
ing up on films under the company E 
Squared, working on films like Mega-
mind, Tree of Life, & Transformers: Dark 
of the Moon. “What we like about our re-
lationship is that we both complement 
each other creatively,” says Van Der 
Ryn. “We have this ability to bounce off 
each other and take our ideas to a next 
level. Working in sound design is in-
spirational and a challenging process, 
but becomes really rewarding for both 
of us when we are not complacent or 
not afraid to change a sound element 
or something that’s already been estab-
lished.” 
 Erik took the lead on this particu-
lar project, and was tapped early on 
to start the sound design of Argo. “We 
started collecting our pallet of sounds 
about two months before the film be-
gan shooting. This way we could hit the 
ground running when picture came in,” 
says Aadahl. Film editor Bill Golden-
berg, who Erik worked with previously 
and recommended him to the produc-
ers for this job, showed him some of 
the early footage. “It was powerful,” 
says Aadahl. “It was just a rough cut of 
the opening where the U.S. Embassy is 

being taken over, but it was incredibly 
exciting for us. Even on a script level 
before Ben went shooting, we honed 
in on this opening sequence since we 
knew the first twenty minutes would be 
without score.” This was a key scene for 
sound.  “You’re cutting from the middle 
of the protest in the streets of Tehran 
to inside the embassy, behind closed 
windows, where the workers are look-

ing out realizing that today is a little 
more serious than the days before.  
There was this intensity and magic to 
the scene. We wanted the audience to 
feel the reality of the protesters chant-
ing from all the different geographical 
places. These types of scenes are what 
we live to do.” 
 Erik’s philosophy on every project 
is to dive in on a roots level, to create 

 The six Americans (front, then left to right) Mark Lijek (Christopher Denham), Kathy Stafford (Kerry Bishé), Joe Stafford (Scoot McNairy), 
Bob Anders (Tate Donovan), Lee Schatz (Rory Cochrane) & Cora Lijek (Clea DuVall)

Sound designers Erik Aadahl, MPSE & Ethan Van der Ryn 
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the whole world from scratch. “From 
the beginning, Ben stressed realism. 
To make the sound design real and 
gritty, not super shiny or polished, but 
to drive home actuality,” says Aadahl. 
“For this project, the material you need 
doesn’t exist. We had some documen-
tary resources to look at which gave 
us a conceptual base of the energy and 
feeling of the protests, but the record-
ings were unusable. By redoing them, 
I think we did the opening scene jus-
tice.”
 In order to capture the protest, 
they organized big recording sessions 
on the back streets of the Warner Bros. 
lot. With a group of a hundred or so 
native Farsi speaking extras, the team 
constructed five different rigs with-
sixteen total channels to record the 
crowd. “The production sound record-
ings done by Jose Antonio Garcia and 
his crew were amazing on film. But 
oftentimes, it’s very close and a lot of 
the angles you’ll hear only the front 
five or ten people who are understand-
able. We really wanted to convey the 
size and the energy of the people going 
through this revolution. We needed it 
to sound like thousands of people out-
side the U.S. Embassy, so it was impor-
tant for us to supplement the produc-
tion audio. We recorded from rooftops, 
inside the middle of the crowd and 
other places to help bring this moment 
together,” says Aadahl. The dialect of 

The post sound team of Argo 

The team recording riot chants on the backlot of Warner Bros.

Music editor Richard Ford
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the time was very specific so a number 
of experts came in to coach the exact 
chants in the streets. “We had a whole 
list of different answer and repeats we 
recorded, and being able to capture 
them in streets instead of dealing with 
the reflections of stage worked out tre-
mendously. It was also a pretty surreal 
moment for many of the extras since 
they lived through the revolution and 
saw it all go down - there was a lot of 
hugging and crying. To talk about it 
and re-approach it so many decades 
later was a unique experience I didn’t 
expect.” 
 What really helped the post audio 
team was Ben’s strong sense of style, 
and they wanted to stay true to that. By 
doing so, Erik would send as much as 
he could down to Bill in picture so they 
could be cutting against their sound 
before hitting the final mix. “Sound and 
picture should not be evolving inde-
pendently, but together,” says Aadahl. 
“The sound effects emotions, tempo, 
tone and the mood. It’s going to affect 
how the movie is cut. For example, the 
opening sequence, if they were cut-
ting without sound, would be hard to 
know what was working. Why leave it 
until the dub stage? With the technol-
ogy that’s in place today, it allows us to 
make better films.”  
 Goldenberg became a great asset 
to the sound team. “Bill is such a good 
picture editor. He can imagine what 

Tony Mendez (Ben Affleck) visits his Hollywood connections John Chambers (John Goodman) & Lester Siegel (Alan Arkin) to plan out the mission 

Picture editor Bill Goldenberg 

Dave Bach, ADR supervisor
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we might bring to him and cuts for the 
experience,” says Aadahl. “There was 
such confidence between Ben and Bill 
at the helm, we were able to have a real 
creative, inspiring experience during 
Argo.” 
 Throughout this movie, one of the 
challenges was blending the humoris-
tic tones peppered into scenes between 
Tony Mendez, Lester Siegel (Alan Ar-
kin) and John Chambers (John Good-
man) in Los Angeles with the intensity 
of the revolution in Tehran. “We found 
that the simpler you can get the sound 
you’re playing, the more of the essence 
of the sound comes out. You can hear 
it and experience it more potentially,” 
says Aadahl. “We tried to strip it down 
as much as possible to make it pure and 
provocative. You kinda look at it like a 
painting. If you have too many colors, 
it will turn brown. So we tried to make 
sure things were clean.” 
 To help balance these tones even 
further, music composer Alexandre 
Desplat and Affleck worked together 
to look for areas to connect the story’s 
three separate worlds. “We needed to 
find a theme that we would use through-
out – obviously different instrumenta-
tion and temp, but still the same piece 
of music. Alexandre was amazing at 
crafting an atypical score incorporating 
uncommon instruments, many Middle 
Eastern in origin. It doesn’t feel too lit-
eral or cliché, but he created a sound 
that instantly puts you in that place,” 
says Affleck. Silence is also a tool the 
designers liked to implement in their 
story. “A sound track should be like a 
symphony where you have your peaks 
and your valleys,” says Van Der Ryn. 
“Silence is such a powerful tool that’s 
used far too infrequently, and in this 
film it was important to have those mo-
ments play with all the chaos that was 
happening around everyone.” 
 Production shot segments in Los 
Angeles, Washington, DC,  - where Lan-
gley, VA opened up their doors for some 
of the CIA headquarters sequences, 
and Istanbul - that stood in for Tehran. 
Matching sounds to locations was one 
thing Erik and his team had to pay at-
tention to, as the technology within the 
set designs was entirely different than 
it is today. “There weren’t computers 
on everyone’s desk or iPhones in their 
back pockets. This was pre-cell phone 
age and we ended up recording a lot of 
different sounds,” says Aadahl. “There 
were old typewriters, telexes and vari-

Director Ben Affleck on location 

Inside the CIA office with Jack O’Donnell (Bryan Cranston) and his staff 

Alan Arkin receives a few notes while getting his wire fixed 
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ous other flavors that needed to be 
tracked down. We even found some old 
bell phones to record, but we couldn’t 
plug them in at our office because ev-
erything is digital. We ended up find-
ing a way at home to plug them in for 
capturing.”
 Since the team couldn’t go to Teh-
ran, they had to record the tapestry from 
scratch. “Tehran is a very noisy and 
congested city,” says Aadahl. “There’s 
just a mass of life there, and we needed 
to make sure we were accurate with all 
the vintage car sounds you hear in the 
film. We put together some research, 
and the sirens in Iran are not your tradi-
tional sirens you hear in America, they 
have a European style sound to them. 
So we tracked down a bunch of Italian 
made eight and ten inch horns and we 
built this rig attached to a vehicle and 
drove it around the back lot to record 
them. We ended up recording twenty or 
so different cars from the 70’s - differ-
ent car horns and traffic jams at various 
distances to build Tehran’s track.”  
 One of the film’s more unsettling 
scenes is when the six leave the Cana-
dian ambassador’s home to scout a ba-
zaar in Tehran. Traveling by a van, the 
six, along with Tony, try to push their 
way through a crowded street of pro-
testors who begin banging and rocking 

the side of the van. “We recorded ad-
ditional audio for that scene at Warner 
Bros. by getting into the van ourselves 
while the crowd outside began to shake 
us,” says Aadahl. “We knew we were in 
a safe environment, but it got scary. It 
felt like the van was about to tip over, 
like the group was hoping we’d never 
forget what was happening.”
 Now inside the bazaar, the six are 
confronted by Iranian locals which 

proves to be another challenge for 
sound. “Production shot inside the 
Grand Bazaar in Istanbul, so we had to 
pull out all the Turkish elements within 
the market and reconstruct them with 
sounds you would hear in Tehran,” says 
Aadahl. “What helped us a lot was hav-
ing a PA with government propaganda 
going off in the background.” Adds Van 
Der Ryn, “People lives are on the line 
and you feel that. We made it one of our 

The six along with Tony (Ben Affleck) scout the bazaar

The 70’s horn rig was mounted on a car and recorded on the backlot
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goals.” 
 Another obstacle that confronted 
post was the DC-10 airliners used dur-
ing Tony Mendez’s travel. “McDon-
nell Douglas stopped making DC-10s 
in 1989, so they were a little tricky to 
find,” says Aadahl. “We did find some, 
though. Fed Ex still had some in their 
fleet at LAX in Los Angeles so we went 
on a little guerilla recording session 
from outside the tarmac. At one point, I 
was getting this perfect mesh of plane 
engine and police siren loop, but when 
I looked up, I realized it was airport po-
lice, and they were coming for us.” 
 During the entire process, Erik 
wanted the sound to mesh with the pic-
ture. He didn’t want it to feel attached 
after, but rather have it feel like it came 
out of the blood and bones of it. “Re-
cording in real environments and work-
ing with real sounds made working on 
the project great. I also have to give 
props to Dan O’Connell and the rest 
of the foley artists and team. They did 
such a great job which allowed our final 
mix to go so well.”
 The team was given fifteen days 
for their final 5.1 mix. Sound re-record-
ing mixers John Reitz and Greg Rudloff 
helped lead the way during the process. 
“When our mix came together, our vir-
tual Pro Tools temps were ready early 
with all our material for our first pass 
with the studio,” says Aadahl. “We had 
a few days to do it, and we were already 
in a good place. Not only did John 
and Greg do all the temp mixing, they 
mixed the final, which is invaluable. 
That allowed us to take all the work and 
just keep refining it. Tony Pilkington at 
Warner Bros. was brilliant at conform-
ing all the board automation on the fi-
nal desk end of things. Basically, we had 
this final mix that started with our first 
temp which continued to refine all the 
way down the process. Thankfully, our 
picture changes were slight enough to 
allow us to do a constant improvement 
every time we hit the stage.” 
 When the crew reached their final 
reel, Erik remembers looking around 
and realizing he’d never had such a 
smooth ride on a film before. “It was so 
gracious to work on a project with so 
many creative professionals. It was re-
ally a rare experience where you don’t 
have to stress about how to ‘save’ the 
picture, but rather focus on doing work 
that supports the director’s great vision 
which Ben had from the start. I think he 
may have a future in it.” 

Boom operator Greg Cosh stretches out his mic inside the bazaar

Erik Aadahl adjusting some audio tracks

The six tyring to make it back home through the Tehran airportS&P
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Homeland
Cinematographer Nelson Cragg sheds light
on terrorist activity. 
by Daron James
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 The plot shifts, finding Carrie removed 
from the CIA, teaching English as a second 
language while Sergeant Brody is now Con-
gressman Brody. It isn’t until the common 
ground that links them, Abu Nazir (Navid 
Negahban), resurfaces that our paranoid ex-
CIA agent is asked to help out on one last 
mission – or is it? 
 The pilot, which was penned by Alex 
Gansa and Howard Gordon, is based on the 
Israeli series Hatufim created by Gideon Raff. 
Directed by Michael Cuesta, cinematogra-
pher Christopher Manley, ASC was brought 
in for the first episode, but after some recast-
ing, producers needed to reshoot several of 
the scenes. This is when cinematographer 
Nelson Cragg stepped in and continued the 
series. “The pilot was a unique situation,” 
says Cragg. “Chris did an amazing job. He 
kept a natural and simple tone. When I came, 
I reimagined some things and matched oth-
ers. I ended up shooting about thirty percent 
of the pilot over due to the casting change.”
 For Homeland, Nelson sets his visual 
focus on the characters of the story in the 
simplest way possible. “It’s not about creat-
ing flash or insane shots or putting cameras 
inside of things,” says Cragg. “We try to stay 
away from those types of things and look 
for a realistic approach. So stylistically, it’s 
done in as much natural light as possible. I 
want the show visually to have a resonance, 
but at the same time feel like it could hap-
pen in real life.” The characters play a sig-
nificant role to Nelson’s approach as well. 
“Claire, Damian, there’s a reason why they 
both won the Emmy this year for acting – 
they’re so strong. The entire cast on this 
show is strong,” says Cragg. “They’ll usu-
ally find themselves in these heightened 
circumstances of international events or 
terrorist attacks which can feel a little gran-

Now in its second season, Showtime’s Homeland continues to evolve 
their psychological thriller storyline about a prisoner of war, U.S. Marine 
Sgt. Nicholas Brody (Damian Lewis), who returns home after spending eight 

years in captivity by Al Qaeda. Opposite Nicholas is CIA officer Carrie Mathison played 
by the wonderful Claire Danes. During season one, she collects intelligence to suggest 
Brody has been “turned” by the terrorists and will go to great lengths to prove it. The 
first twelve episodes layered audiences with Mathison’s private struggle with bipolar 
disorder and a soldier returning home to a torn family who wants to start putting the 
pieces back together. 

diose, so we try to keep the show grounded 
visually. This way you can believe the char-
acters are in these situations. If we had this 
super-stylized show in futuristic looking en-
vironments, I don’t believe the story would 
work.”
 Nelson tells me they like to approach 
Homeland with a little more documentary 
feel and try not to attract too much atten-
tion to itself, but rather interpret the emo-
tion of what’s happening with the image. 
“My gaffer, Tommy Sullivan, is great in 
helping create these looks very quickly,” 
says Cragg. “Everyone does amazing work 
on this show.” Production usually has one or 
two Arri Alexa cameras running and favors 
Zeiss Ultra Prime lenses and a set of light-
weight Angenieux Optimo zooms. “Season 
one I did all the handheld work, but Nick 

Davidoff stepped in this year to do the work-
load and is a very talented operator,” says 
Cragg. “I may have only picked up the cam-
era twice this year to do something specific 
which allows me to concentrate on other 
areas. Our other operator, Bob Newcomb, 
is very capable as well and has been doing 
DP work on our double up days and second 
unit stuff.”  Speaking with Bob, he’s been 
very grateful Cragg has given him such an 
opportunity on Homeland. “The look Nelson 
has created for the show is simply amaz-
ing,” mentions Newcomb. “When I’m doing 
overlap days or what not, I try to take the 
core values of what’s already there, and with 
Nelson’s encouragement, I take it further at 
times with an edgier or more extreme light-
ing.”
 As the storyline evolves, the visual 

Carrie Mathison (Claire Danes) & Nick Brody (Damian Lewis) meet at a bar for drinks
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style of the show has arced as well. “We 
used to do a lot of long lens, 70’s inspired 
spy stuff in season one,” says Cragg. “The 
shift has moved us into more handheld situ-
ations. I think the first two episodes of sea-
son two are entirely handheld. I love work-
ing on this show, it changes every episode. 
The one rule Michael Cuesta said was there 
are no rules. We don’t have a look book or a 
style guide, we interpret as we go. It’s not 
about storytelling with locked in lenses, our 
goal is to tell the story through the eyes of 
the talent as much as we can.” 
 The crew is given about eight days to 
shoot an episode which at times rolls over to 
nine. Like last season, this year the team has 
another twelve to slate - shooting mainly in 
practical locations in North Carolina, Wash-
ington, DC, and even traveling abroad to Is-
rael. In one of the earlier episodes of season 
two, Carrie is asked to help the CIA gather 
intel on possible whereabouts of Abu Nazir. 
Traveling to Beirut, Carrie must speak with 
one of the contacts she’s groomed while 
dealing with the emotional turmoil of being 
in a situation she’s trying to move on from. 
At one point, Carrie breaks down and has a 
panic attack after she reaches the safe house 
where longtime friend and CIA Agent, Saul 
Berenson (Mandy Patinkin), is staying. “Car-
rie is a whirlwind of energy, intelligence 
and mental illness wrapped into one,” says 
Cragg. “There’s something interesting about 
being close to her face that really takes off 
on screen. With an actress as good as Claire, 
you just want to let her do the work. What 
we ended up doing for that scene is going 

On the set with Carrie Mathison (Claire Danes)

Carrie tries to elude her follower

Director Michael Cuesta gives Mandy Patinkin, who plays Saul, a few notes
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handheld and putting the camera right in 
her face. It’s not the most flattering way to 
shoot somebody, but I’ve talked with Claire. 
She doesn’t really care much about look-
ing glamorous on camera. She cares about 
a great performance and story. Claire got 
herself so worked up for that scene, she ac-
tually gave herself a panic attack. We only 
got two or three takes at it, but we had this 
great Israeli camera operator, Avner Shahaf, 
who was able to capture the emotional se-
quence.”   
 For many of the Carrie scenes, bring-
ing the audience closer is intentional. “A lot 
of the times Cuesta will just say, ‘Put on a 
24mm or a 28mm and let her loose. Let’s 
go handheld and let her do her thing,’” says 
Cragg. “We try to be really close to her with 
a wide lens and feel what’s she’s feeling. It’s 
a crucial part to the story because it’s filtered 
through her eyes.”
  While shooting the same episode, Nel-
son was reminded how alive the politics still 
are out there. “We were filming the huge 
riot sequence outside the U.S. Embassy 
with the protest. There were about five or 
six cameras running and this huge mob of 
people were screaming and knocking things 
over. I looked at my screen and one of the 
camera operators was framed to the ground. 
It turned out they were tackling this guy, 
an ex-Israeli soldier, who was yelling at the 
protesters ‘not here, not now’. Once we told 
him we were filming, he couldn’t believe it, 
turned red and took off,” recalls Cragg. 
 One of the bigger balancing acts for 
Nelson is the Brody family. “Everyone on 
this show is wounded deeply and is trying 
to fight for something,” says Cragg. “With 
Nick, we had to ask ourselves what will 
make viewers want to watch this guy. It’s 
mind blowing what he’s done, but yet you 
sympathize with him.” In order to help 
mold this visually, one of the few warm sets 
is the Brody household. “It’s his family that 
has kept Nick alive thus far and it was criti-
cal for us along with production designer 
John Kretschner to create an inviting place 
for him to go home to,” says Cragg. “We use 
a lot of orange, wood tones and lighting that 
warms up faces to make it more pleasing. 
It’s meant to feel like a place Nick can live 
for. If you don’t buy that, you won’t care 
about him.”  
 The faster paced schedule of Homeland 
gives Nelson little time for preparation, but 
says he’s learned to embrace the chaos. “For 
me, I’m usually always on set so I don’t get 
to go to many tech scouts unless it’s a more 
complicated setup,” says Cragg. “It’s good 
and bad, but I’ve enjoyed it. You walk into 
every situation a little blind which makes 

Boom Matt Fann mics David Estes (David Harewood) inside the CIA set

Camera operator Chaim Assias on the Israeli set of Homeland

CIA”s most wanted terrorist - Abu Nazir (Navid Negahban)
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I’m the one shooting it, but I think the look 
of Homeland is really beautiful. I love how 
raw it is. Shows like Boss and others are do-
ing it incredibly well. At this point in my 
life, I’m pretty much anti-style. I think style 
is created from the content - from the mate-
rial and your interpretation in the moment 
in watching the scene and the blocking. If 
you want to try and say ok, I like this movie 
so I want to make it look like this, I think 
you’re working backwards. With Homeland, 
it gives me room to be creative, and I’ve 
been more than happy working with the 
crew. It’s been a fantastic experience every 
step of the way.” 

you have to think really quickly. We don’t 
use cranes on the show or have huge light-
ing setups regularly. I try to shoot the show 
without doing too much. I have a great sup-
port team when the location requires it, but 
because you don’t have tons of time to rig a 
whole bunch of stuff, it forces you to watch 
a scene, light and shoot it simply.” Nelson 
also likes using this approach cause it cre-
ates an environment that’s extremely free 
for the actors and the director to work in. 
“Some shows tend to be overworked and 
over lit,” says Cragg. “I try and do as little 
as possible and stay out of these incredible 
actors’ way.” 
 Camera operator Nick Davidoff echoed 
the same stylistic nature for his operating 
technique. “My approach is a little different 
on this show than other ones I’ve worked 
on,” says Davidoff. “There is a certain level 
of choreography we need to do as a crew, 
but it works to our advantage if we work off 
the cuff and little is preplanned. After I see a 
rehearsal, I’ll even attempt to erase it from 
my mind so I’m operating more on a spon-
taneous level. ” Accomplishing this type of 
workflow on set requires a team effort. “As 
an operator, I look at what we need to do as 
a unified goal,” says Davidoff. “If production 
mixer Larry Long or his boom Matt Fann 
needs a frame line or if another department 
needs help, we try to collaborate together as 
a group for the best outcome.”
 When I asked Nick if Claire’s pregnan-
cy has changed the show’s style of shooting, 
he said it was very minimal. “Claire really 
didn’t start showing until episode five and 
that’s when we started doing a belly pass. If 
we’re shooting a wider shot, we’ll do a scene 
with Claire, then we will have a double come 
in and I’ll do another take of the same exact 
scene. After the second take, I’ll do a plate 
pass with no one in the scene with the same 
movements, and visual effects will come on 
and composite all of it together and remove 
any belly problems. Other than that, we 
haven’t had issues.”
 Looking for more ways to improve 
the show’s realism, Nelson asked produc-
tion for something many cinematographers 
would try to fight. “I wanted our CIA sets 
to be painted white,” says Cragg. “When we 
were in David Estes’ (David Harewood) of-
fice last season, all the walls had this darker 
green color. I said, let’s make it look real. 
When you go into the actual offices of the 
CIA everything is white. White walls. White 
hallways. Kretschner knew where I was 
coming from, and we changed the design 
to match the esthetics.” Since there’s no DIT 
on set, Nelson looks to his color timers for 
the show’s grade. “We treat the Alexa as if S&P

we were using film stock. We shoot pretty 
raw and use real filters like NDs and polar-
izers, and then I’ll send the dailies over to 
post and they will time the footage from my 
notes. Then they’ll send me seven or eight 
stills from the footage via email that I use 
to make any additional notes before it goes 
down the pipeline to final coloring with 
Keith Shaw. It’s a pretty efficient system 
that’s really simple,” says Cragg. 
 “I think we are really pushing the 
boundaries of TV,” mentions Cragg. “We are 
getting better and better as we go and un-
derstand what works and what doesn’t for 
this show. The look, in my opinion, of course 

Carrie (Claire Danes) & Peter Quinn (Rupert Friend) listen in on Nick Brody’s every move

Carrie confronts Nick (Damian Lewis) about being a turned terrorist





Revolution
Cinematographer David Moxness, CSC lenses 
a new American landscape.
By Daron James
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The epic adventure that is Revolution asks a simple question: What would 
happen if every single piece of technology had mysteriously blacked out 
forever? The NBC drama, imagined by Eric Kripke and produced by J.J. Abrams of 

Bad Robot, paints a very new landscape in America. There are no computers, planes, cars, 
phones, or lights – well almost. 

A camera operator Matt Doll (left) &  DP David Moxness discuss a possible shooting angle 

Miles (Billy Burke) fights off militia - Jacob (C. Thomas Howell)

 The story picks up fifteen years 
after the unforeseen blackout and 
centers on Charlie Matheson (Tracy 
Spiridakos), a fiery girl whose brother 
Danny (Graham Rogers) is kidnapped 
by a new regime of militia leaders. In 
order to rescue him from captivity, 
she teams up with her difficult uncle, 
Miles (Billy Burke), who is a former 
U.S. Marine living a secluded life away 
from danger. With a handful of other 
survivors who’ve banded with Charlie, 
they look to overthrow the militia 
and ultimately re-establish the United 
States of America.
 To help lens this new, unknown 
world of intrigue, producers looked 
to a pair of cinematographers, David 
Moxness, CSC and David Stockton, 
ASC. During his week of prep, we were 
able to speak with Moxness about 
intricacies of the show. “Production 
offered the premise of two working 
cinematographers right from the top,” 

says Moxness. “They realized it was a 
big, extremely busy show, and having 
alternating DPs would maximize 
its potential.” The rotating weeks is 
something Moxness has really got 

behind. “I totally agree with it for 
Revolution,” says Moxness. “It certainly 
allows us time with the script. Time 
with the director. Time for scouts. And 
instead of doing napkin drawings on 
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the fly, I can flag possible situations 
that could be problematic ahead of 
time.”
 The location intense backdrops 
for the show’s thirteen episode order 
are mainly shot in Wilmington, North 
Carolina using Arri Alexa cameras. 
“We typically shoot with two or three 
cameras with our third rigged for 
steadicam or crane work,” explains 
Moxness. When David first gets his 
hand on a script he’ll get flashes of 
images in his mind during his read. 
“As we sift through locations, I’ll look 
for ones that steer towards the image 
I had,” says Moxness. “It’s kind of my 
approach initially. Sometimes the 
location doesn’t end up that way for 
whatever reason. It’s not to declare it’s 
wrong or that my first thought I had 
was right either. There are times when 
the premise I had in my head doesn’t 
pan out, it works out better. It brings 
new ideas to the table like making 
something out of a window or keeping 
them silhouette-y in a doorway.”
 The driving force behind the overall 
look for Revolution is a straightforward, 
naturalistic approach. “We try to tell 
the story through the eyes of our 
primary characters,” says Moxness. 
“When the power went out, Charlie and 
Danny were young. Now some time has 
passed and they’re living in a different 
environment. Most shows that have a 
post apocalyptical world, you usually 

Nora (Daniella Alonso), Nate (JD Pardo), Maggie (Anna Lise Phillips), Charlie (Tracy Spiridakos), Miles (Billy Burke) & Aaron (Zak Orth) run for cover  

Nora (Daniella Alonso) prepares a bomb in order to blow up a stream train
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see them as gritty and desaturated. On 
Revolution, we use the present day for 
our warmer tones and our flashbacks 
to the world we use to know are darker 
and grainier. I will play those scenes a 
lot cooler with lighting more garish to 
give them a scarier feeling.” To create 
the show’s warmer tones, David will 
turn to China balls. “I’m also exploring 
small LED instruments and if the scene 
calls for it, I will go with a harder, 
chaffier kind of light for the flashbacks,” 
says Moxness. 
 The story puts the characters on 
the run, trekking through sandy soil and 
moving through heavily wooded areas 
- environments Moxness and the crew 
contend with daily. One of the bigger 
obstacles on the show is working in a 
world with little light sources at night. 
“A lot of the time we’re without any 
artificial light like a torch or a campfire 
and just moving under moonlight,” says 
Moxness. “We’ll have scenes when our 
characters need to hide in the woods 
and it presents a challenge for us. We 
try to find that balance so we don’t have 
that flat desaturated look working with 
moonlight can give you.”
 To help keep the lighting naturally 
grounded, bounce boards (12x12, 20x20) 
play a role along with using candles, 
campfire, oil lamps or fireplaces to draw 
upon for key lighting. “The show allows 
us to have great contrast with our 
images which makes it a very creative 

A flashback scene from the mind of Captain Tom Neville (Giancarlo Esposito) with his wife Julia (Kim Raver)

Miles (Billy Burke) & Charlie (Tracy Spiridakos) lead their group through the night

The characters seek refuge and shelter in an abandoned restaurant 
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process for me,” says Moxness. “When 
you wish somebody just had a torch or 
a candle, but they don’t, those scenes 
can really stretch your imagination 
as a DP. On Revolution, you begin to 
realize all the stuff we take for granted. 
Without power, we go back to this very 
primitive time of living.”
 Though the extra time to plan and 
location scouts benefit David when he 
reaches the set, not all things can go 
as planned. “Sometimes we’ll survey 
an area for a scene and it’s perfect, 
but when we get there at night, way 
off in the distance through the block 
of trees there might be a big source 
of light we couldn’t imagine seeing 
while scouting,” says Moxness. “You 
think going in you covered everything, 
but then you quickly understand how 
much you have to contend with modern 
society. This happens a lot when we’re 
on roof tops. If we can’t get around 
something, we’ll look to visual effects 
for help.”
 Production will finish shooting 
the main unit of an episode in eight 
days and an overlapping ninth day 
with a second unit that David will also 
shoot. To keep pace with the schedule, 
Angenieux Optimo Zoom lenses (24-
290mm, 17-80mm), lightweights (28-
76mm, 15-40mm), and a set of Prime 
lenses (14mm, 20mm, 24mm, 28mm, 
40mm, 50mm, 65mm, 85mm, 100mm 
135mm) allow them to work in low light 
situations or handheld work. “Typically, 
I’ll put the 28-76mm on the steadicam 
for ease and flexibility, but other than 
that, we try not to box ourselves in with 
our glass,” says Moxness. “Working in 
television, yes, you’re looking to get it 
all done on time, but we try to work as 
efficiently as possible to avoid a locked 
style of shooting.” In terms of lensing 
and composition, David will try to find 
ways to compliment the story. “I’ll 
approach a director saying, I know you 
were thinking this, but how about this,” 
says Moxness. “The directors on the 
show have been excellent and will allow 
you that opportunity to look for things 
to enhance the great performances 
from our actors.”
 To keep the show fresh, both 
Moxness and Stockton have a slightly 
different thumb print. “Often in the 
fight sequences, I’ll set the camera at 
1/44 shutter speed to give it a little 
sharper image,” says Moxness. “For our 
day exteriors, I will take it down to 160 
ASA and for our dark interiors, I’ll work 

in 800 ASA. This way, it allows me more 
room for diffusion or that sort of thing 
during the bright exteriors.” Revolution 
does utilize a DIT and will use CDL as 
a reference for the colorists and editors 
out in Los Angeles. “The nice thing 
about having a DIT generating looks 
is that it creates a starting point in the 
conversation,” says Moxness. “We’re 
out here in North Carolina and our post 
team, who is headed by Geoff Garret, 
is back in Los Angeles. With the DIT, 
both sides can see something from 
the start. We’ll end up sending notes 
back and forth and tweak what needs 
to be tweaked and then for all the final 
coloring, they will go back to Log C 
using the CDLs and notes generated 
during shooting as reference. Geoff is a 

great guy to work with and he is really 
good about carrying out our vision 
through the end, and that’s something 
invaluable when you’re this far away 
from the finished product.”
 Looking back, David has come 
a long way from his younger days 
shooting 8mm films with his 
neighborhood friends. “I grew up in 
Canada going to school and working 
in editing rooms before a terrific grip 
and gaffing team in Toronto took me 
under their wing. Since becoming a DP, 
I always look for a challenge, and with 
Revolution, it’s created a lot of new ones, 
and it’s been great. We have a group of 
talented actors and a fantastic crew to 
work with. I couldn’t ask for anything 
more.”

David plans a shot sequence on location using the Arri Alexa

The son of Captain Tom Neville, Nate (JD Pardo), fights with Miles (Billy Burke)  
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Clear-Com ships Optocore/BroaMan DiViNe V3R-FX-ICOM-SDI
The BroaMan DiViNe V3R-FX-ICOMSDI is ideal for any setup that re-
quires multiple feeds of high-quality audio, video, data and intercom.

The DiViNe V3R-FX-ICOM-SDI provides scalable, protocol-independent 
routing, repeating, transport and distribution of multiple signals over 
optical fiber and is equipped with (four) four-wire RJ45 matrix ports and 
(four) four-wire RJ45 panel ports. This ensures that either matrices or 
intercom panels can be connected to the unit using standard CAT cables. 
Users can send audio and control data from Clear-Com key panels or 
matrices transparently through the optical network. The unit is capable 
of housing up to six SD/HD/3G-SDI coaxial video inputs, or outputs that 
are converted to and from single-mode DiViNe optical fiber links. 
 

Geek Gear

Available: Now
More info: www.clearcom.com, www.optocore.com 

Schneider Optics Announces True-Cut IR Tuner Kit
True-Cut IR filters are designed to prevent light in the infrared spectrum, 
invisible to the human eye, from contaminating the image captured on 
CMOS or CCD sensors. 

Schneider’s team has engineered a solution by designing a handy reflec-
tive filter kit that the cameraperson can have at the ready to prevent IR 
contamination for a variety of cameras and situations. With it a shooter 
can use their existing standard ND or other dense filters (85, 81EF, col-
ors) and select just the right amount of IR cut for the situation. The im-
ages are protected whether or not the shot calls for ND filtering.

The new three-piece True-Cut IR filters are set to the various nanometer 
cut requirements of popular sensors on the market today. Once the True-
Cut IR filter is in place, all filters behind are protected from visible light 
contaminating the image.

Available: Now
More info: www.schneideroptics.com

Ambient to Release Tiny Lockit
The Tiny Lockit is a minature take on Ambient’s famous lockit boxes. The Tiny Lockit 
is equipped with Clockit Time Code generator except for the sync signal output. This 
comprises the full functionality of its big brother, including ACN (Ambient Clockit Net-
work) support, metadata transfer and logging. 

The network capabilities also allow the Tiny Lockit to be a fully functional Timecode 
Transceiver. Therefor it is combining the stability of an Ambient Clockit Generator with 
the flexibility of a wireless TC system but without the fear of dropouts.
In addition it also has most features of the ALL601, such as variable time code output 
level for recording TC on audio track and time code conversion between LTC / MTC / 
LANC-TC.

The user interface is easy to use and due to its smaller form factor, it’s especially suit-
able for applications on small cameras. It’s also perfect on cameras or in setups where 
a sync signal is not required. 

Available: January 2013
More info: www.ambient.de

Submit your product
Email editor@soundandpictureonline.com

Please Include product info and images. Photos 
should be 300dpi in Tiff or JPEG format. 
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Sound Devices Introduces 664 Production Mixer
The 664 contains six ultra-low noise, high-dynamic range and transformer-less 
preamps, which accept mic- or line-level signals and include analog peak limiters, 
high-pass filters, input trim control and direct outputs on every channel. Featuring 
full analog audio paths for high-performance audio and superb power efficiency, 
the 664 also has numerous digital capabilities. Inputs 1 and 6 can be selected as 
AES3 or AES42 inputs for digital microphones, each with its own SRC for simplic-
ity in system clocking.

The analog output compliment includes four output buses. The L and R buses are 
on balanced XLR, 10-Pin and TA-3M connectors; unbalanced on TA-3M or 3.5mm 
connectors. Secondary output buses X1 and X2 are available on balanced TA-3M 
connectors. Inputs and buses can be routed to four AES3 connections for eight 
digital outputs on the XLR and 10-pin connectors.

The 664 can record up to 10 tracks of 16- or 24-bit broadcast WAV files to SD 
and/or CompactFlash cards. All inputs and outputs are individually selectable for 
recording, enabling the mixer to record all 10 channels of audio. With its dual card 
slots, content can be recorded to either or both cards simultaneously, with the 
added ability to assign different tracks to each memory card.

Price: $3,995
Available: Now
More info: www.sounddevices.com

Porta Brace Announces Rain Slickers for DSLR cameras
Now you can protect your DSLR camera from rain, dust and sea spray. Our new DSLR 
Rain Slickers use the same triple-layer nylon material with waterproof coating that 
our compact HD Rains Slickers do. 

The All-New DSLR Rain Slicker has sleeves with elastic openings on either side of 
the case provide full access to camera controls while keeping your camera and hands 
dry. There’s a double-layer Velcro-sealed access panel along the top of the case for 
attaching flashes and lights and clear vinyl windows provide easy viewing of display 
screens and lens points.

Price: $$179.00-239.00
Available: Now
More info: www.portabrace.com

Available: Now
More info: www.imt-broadcast.com

The RF Central Direct VU HD
The RF Central Direct VU HD is a COFDM (DVB-T-compliant) diversity handheld receiver/
monitor. It offers exceptional RF performance and durability, combined with true ease of 
operation and superb MPEG-4 decoding. The unit displays COFDM video transmissions 
using a built-in internal nine-inch 16:9-format screen using a bright, high-resolution 
LCD screen. The display also features an easy to use, menu-driven interface.

Much more than a COFDM handheld receiver, the Direct VU HD can send video over 
Ethernet to remote software or hardware decoders. This allows multiple remote view-
ers to monitor the same video simultaneously. An SDI output enables the user to view 
the incoming video on an external monitor if needed.
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W
Wilborn’s War Stories, continued...
by Charlie Wilborn

The Untouchables, drinking Jim Beam and Jeremiah Johnson.

 When I was twenty one years old, 
I had the fortune to meet a gentleman 
named Don Rush. He took the time to 
sit down with me as I explained my 
reasons, along with my desire, on why 
I was trying to become a member of 
the sound union. Mr. Rush was a friend 
of Tom Carmen, the Union’s business 
agent. He put a word in for me with 
Mr. Carmen, and the union was busy 
enough at the time to hire sound people 
on permit. This lead to a one day call 
on the Groucho Marx TV show You Bet 
Your Life. That call lead to other work 
for Glen Glenn on pilots for Desilu Pro-
ductions where I had the luck to work 
with a boomman nicknamed Big Jim, 
an Irishman in every sense of the word. 
He took a liking to me and when he was 
offered to boom on the new TV show 

Robert Redford & Charlie - Jeremiah Johnson

The Untouchables, he said he would only 
accept the assignment if I was allowed 
to work on the show with him. To my 
delight, the producers agreed and on 
the following Monday at 7 o’clock in 
the morning, I reported to 40 Acres in 
Culver City where they had constructed 
a Chicago street exterior. That same 
backlot was once part of the Selznick 
Studios and I was amazed to see some 
of the sets from Gone with the Wind still 
intact. The main set being the Atlanta 
train station where the hundreds of 
wounded and dead soldiers were lined 
out across the station grounds with 
the city of Atlanta burning in the back-
ground.
 After observing the sets for a few 
more minutes, I hurried over to the 
Glen Glenn sound truck with a bounce 

in my step and a smile on my face. I had 
achieved my dream. I was a member 
of the Union and was beginning work 
on my own TV show. Life was great. I 
began unloading the boom and other 
pieces of equipment we would be using 
for the shoot. The majority of the sound 
apparatus stayed in the truck with the 
mixer and the recordist. 
 The mixer sat in the front right 
hand seat of the truck where a stand 
had been constructed to hold the mix-
ing panel, earphones and whatever else 
the mixer might need including his 
coffee cup of course. The recordist was 
situated in the back of the truck where 
he not only manned the huge recorder, 
but also kept the sound logs and con-
trolled the rheostat that kept the cam-
era and the sound recorder locked in 
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at 24 frames. Then the recorder would 
buzz the mixer who would voice slate 
the scene and the boomman would call 
out speed. The camera and sound cables 
were hung on hooks on the front of the 
sound vehicle where I would run them 
out once the truck got situated, which 
was usually a few yards behind the 
camera. The mixer looked down at the 
shooting from the cat bird’s seat and 
was the envy of the crew, especially in 
inclement weather. When I went mix-
ing a few years later, I still got to enjoy 
my elevated position in the sound truck 
but it didn’t last long when soon after 
the sync motor for the camera came to 
pass along with the crystal sync for the 
recorders. I was then out of the truck 
and a landlocked mortal with the rest 
of the crew.
 To get back to my first day on The 
Untouchables, it had a very curious 
start. As I was unloading equipment, 
Big Jim called me over to look into a 
microphone box he had just opened. 
The box had four compartments that 
held the various mics for the day’s 
operation. Jim reached into one of the 

compartments and pulled out a pint 
bottle of Jim Beam Bourbon. He held 
up the bottle and pointed to about half 
way down on the label. “When the con-
tents get down to this level, there will 
be money in the box and you will take 
that money and go across the street to 
the liquor store on Culver and buy an-
other bottle of Jim Beam and only Jim 
Beam. Understand?” “Yes sir,” I replied. 
With that said, he unscrewed the cap to 
the bottle, took a big gulp of the booze 
and handed what remained in the bot-
tle to me. “To a successful partnership,” 
he said. Now what? Well, I acted like it 
was the most natural thing in the world 
to do. I took the bottle, leaned my head 
back and drained the contents. “Good 
lad,” he said. “Now get your ass to the 
liquor store and get a refill!” That was 
my first day on The Untouchables and 
the events of that morning were not a 
recurring event. It seemed back then 
that just about everybody drank on a 
movie crew and just about everybody 
looked the other way. 
 My daughter was born during my 
first couple of months on the show and 

Bob Stack presented me with a 100 
dollar bond for my baby girl Lisa. Bob 
Stack was a wonderful gentleman and 
you couldn’t have worked with a more 
friendly and cooperative actor. Later, 
when the Christmas season came along 
and we shut down for the holiday, I lost 
my job to a group one sound member. 
Seniority was strictly enforced back 
then. It took 5 years to get a group 2 
card and ten years to become a group 
one member.
 I stayed working at Glen Glenn 
when things got busy again for about 
two years. I worked on such shows as 
The Real McCoys, My Three Sons and the 
three camera shows including I Love 
Lucy, The Danny Thomas Show and The 
Dick Van Dyke Show. 
 After that, the lucky opportunity af-
forded me was an interview with Frank 
Milton, the head of the MGM Sound 
Department. He hired me on the spot 
and I stayed employed at the great stu-
dio for the next seven years without a 
day off. Besides production, I worked in 
dubbing, the Foley stages, the looping 
room and the music stage. One of my 

Agents William Youngfellow (Abel Fernandez) Eliot Ness (Robert Stack) & Enrico Rossi (Nicholas Georgiade) - The Untouchables 
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to go back up to his house. Her orders 
were to call him as soon as we arrived 
and he would come right back down to 
meet us. When the waitress left to call 
Bob, our argument continued about her 
lack of interest in having dinner with 
Redford. One word led to another and I 
finally thought to hell with it and told 
her she should just forget the whole 
trip and hurry her butt back to LA. She 
readily agreed and we got up and left. 
Back at the hotel she threw her things 
in her trunk and without another word 
she got in her car and drove off.
 The following morning on the set 
Redford stormed over to me in a huff. 
“You’re an independent son of a bitch 
aren’t you! First you’re late and then 
when I come back down to meet you 
you’re gone. What the hell’s with you?” 
I explained to him about the argument 
and how she only spent three hours in 
Utah and he cracked up laughing. I’m 
sure it was the only time Redford was 
kept waiting and then stood up in the 
same evening. The topper is he even 
laughed about it.

Bo Baker, (backseat) Charlie & Tod Russel 
on the set of Lolita 

S&P

typical assignments was working in the 
looping stage where Julie Andrews was 
revoicing scenes from the movie The 
Americanization of Emily. My job was 
to keep a log and also reposition the 
microphone depending on the camera 
angle displayed on the screen. After a 
few loops, Julie looked down at me and 
said, “Charlie, I want you to know you 
are the smallest audience I have ever 
played to!”
 A few days later, I was working 
on the TV show Doctor Kildare starring 
Richard Chamberlain, a mild-tempered 
unassuming actor and a delight to work 
with. The photo in this article is of me 
showing Richard and his leading lady a 
walkie talkie, circa 1962. Wouldn’t you 
have liked to clip one of those to your 
belt?
 Years later when I was mixing on 
Jeremiah Johnson starring Robert Red-
ford (I knew him as Bob), a funny inci-
dent took place. Bob and I go way back. 
In fact, when my girlfriend and I broke 
up, Redford took her to the senior prom. 
So the history between us is what you 

might call archaic. Anyway, when Bob 
heard that my girlfriend at the time 
was driving up from LA to visit me in 
Utah, he said he’d like to meet her and 
invited us to have dinner with him at 
Sundance that Friday evening. 
 When I got home from work late 
Friday afternoon, my girlfriend was 
there waiting and the usual formalities 
took place and afterwards I told her we 
had to hurry and get ready because we 
were having dinner with Bob Redford 
at Sundance. Well, she dragged her feet 
and screwed around as only a woman 
could do and by the time she got her-
self together, we were a half hour late 
arriving for dinner. On top of that, on 
the trip there we got into a heated ar-
gument about her seeming indifference 
to my plans for the evening. 
 When we walked into the restau-
rant, Redford was nowhere in sight. But 
this didn’t surprise me because Bob was 
always late for everything. But my re-
lief was short-lived when the waitress 
informed me that Bob had been waiting 
for us for a half hour and had decided 

Charlie on the set of Doctor Kildare with Richard Chamberlain and his leading lady holding a Motorola walkie talkie
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