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EDITOR'S NOTE

his month, I had a chance to speak with a number of audio pros regarding tools they’ve 
found to help work more creatively and efficiently. Not surprisingly, many of them are DAW 

plug-ins. So how much were they willing to spend on a plug-in? Well, it all seems to depend on the 
type of work they are doing and the frequency that they’ll be using it.

Emmy-winning mixer Sue Pelino, who recently moved over to Sim in New York City from Broadway 
Video, says that the Penteo 7 Pro Suite and Izotope’s RX are two ‘must haves’ in her toolbox.

“I guess the $1,500 range,” she says of price point. “We definitely would have a group deci-
sion between our three mixers and engineering department.” 

Pelino says the team would all agree on the need for Izotope’s RX package, which works 
across the studio’s slate of reality, documentary and music projects.

Izotope announced Version 7 of RX this month, further improving its restoration tools, and adding 
mix features that now allow users to rebalance elements in a stereo mix or remove vocals from a song.

Sony Pictures’ supervising sound editor Mark Lanza always has several plug-ins on-hand for 
his sound design and mixing duties, including releases from Krotos and Syncro Arts.

“It’s what I need for a certain job, or what I think looks super cool,” he says. “I don’t know 
what I am going to use it for yet, but I am going to learn it!”

Tonsturm Traveler, the Doppler plug-in, was one that he knew he had to have.
“Tonstrum was just so cool,” he recalls. “I didn’t know what I was going to use it for, but I said, 

‘I am getting that.’”
Izotope, he continues, “is kind of expensive, but it’s indispensible. You can’t touch dialogue 

without knowing Izotope. It’s kind of mandatory.”
Turn to page 26 for more insight from pros into problem-solving solutions for audio post. And 

visit our Website — postmagazine.com — for a number of exclusives that you’ll only find online.  

ast month’s SIGGRAPH showed some solid signs of life, as more than 16,500 attendees 
from around the world attended the 45th annual conference in Vancouver. There were 

also nearly 160 exhibitors on the show floor, each showing off the latest technologies, products 
and solutions. In all, it was a bustling show, with attendees having a chance to get up close to 
the latest innovations in computer graphics and interactive techniques, including advancements 
in virtual, augmented and mixed reality (as well as location-based VR), AI, robotics and realtime 
everything!

Attendees had a chance for hands-on demos, to hear industry leaders speak and choose 
from nearly 700 papers, courses, lectures, installations, artwork and experiences.

The biggest show news came from Nvidia, with company founder and CEO Jensen Huang 
announcing the “world’s first ray tracing GPU” with the introduction of the Nvidia Turing 
GPU architecture and the first Turing-based Quadro products — the Quadro RTX 8000, RTX 
6000 and RTX 5000 GPUs.

Foundry further discussed the advancement of Athera, its cloud-based technology for VFX 
artists, as well as its launch of Nuke 11.2 and updates to Mari and Katana.

Vicon released its location-based VR system Origin (and what a demo it was, with the help 
of Dreamscape for an interactive, three-person VR adventure), while OptiTrack previewed its 
latest technology in VR player tracking and full body motion capture with its lightweight Active 
Puck Mini. HP made some noise with its HP Mars Home Planet VR Experience, with help from 
Nvidia, Unreal Engine and Technicolor. Chaos Group showed off its V-Ray Cloud, AMD offered 
its Radeon Pro WX 8200 and Lenovo introduced its ThinkPad P1.

Other highlights included the show’s keynote from Rob Bredow, senior vice president, exec-
utive creative director and head of Industrial Light & Magic, who recently lead the visual effects 
team for Solo: A Star Wars Story (see my interview with Rob in June 2018 Post or online at 
postmagazine.com). There was also the premiere of Walt Disney Animation Studios’ first VR short, 
Cycles, from director Jeff Gipson (page 4). And, in keeping with SIGGRAPH tradition, Jon Peddie 
held his annual press luncheon, featuring a number of industry pros discussing 'virtual studios.'

You can find show highlights in this issue, in Bits & Pieces on page 4, in our show review on 
page 10, or by visiting us online at postmagazine.com for more extensive coverage!   
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DISNEY PREMIERES FIRST VR SHORT, CYCLES
BURBANK, CA — During last month’s SIGGRAPH show in Vancouver, Walt 
Disney Animation Studios premiered its first ever VR-short, Cycles, in the 
Immersive Pavilion. The three-and-a-half-minute short was created as part of a 
Disney Animation professional development program, giving emerging filmmak-
ers training opportunities, and centers around the true meaning of creating a 
home and the life it holds inside its walls. 

After demoing the short, Post met up with director Jeff Gipson, who told us 
“It’s an emotional story and an emotional film.” We spoke with him about the 
short, which was completed at Disney Animation in Burbank, CA, what his inspi-
ration was for the film, and how he learned the ins and outs of VR technology. 

HOW DID YOU GET INVOLVED WITH THIS PROJECT?
“I came to Disney in 2013 as a lighting apprentice. I worked on Frozen, Big Hero 
6, Moana, Zootopia, Olaf’s Frozen Adventure, Ralph Breaks the Internet, so I’ve 
been a lighting artist at the studio for almost six years. We have an experimental 
program here where artists are encouraged to pitch ideas. I pitched an idea for a 
VR short film and mine was selected.” 

WERE YOU ALREADY WORKING IN VR?
“No, not really. I’ve just been curious about it. I’ve done some VR experiences 
and thought it was really interesting and cool, and was curious how you could 
tell a narrative story in the medium. I had an idea in mind for about a year and 
thought it would be a really good VR piece.”

WERE YOU SORT OF LEARNING AS YOU WENT ALONG?
“Yes, basically.”

ONCE YOUR PROJECT WAS SELECTED, WERE YOU LIKE, ‘GREAT, THEY 
LIKE IT, NOW I HAVE TO ACTUALLY MAKE IT'?
“(Laughs) Funny you say that, but that was the thing, when I pitched it, I 
thought it was cool and thought, ‘That would be awesome to make.’ But then, 
when they actually said, ‘OK, let’s make it,’ that was the ‘Oh crap’ moment. I was 
like, ‘Now I have to figure out how to make it.’ It was difficult because we didn’t 
have a pipeline set up to create a VR short film here at the studio. This was my 
first venture into VR here. I worked closely with another artist, Jose Gomez, who 
technically has worked with some VR tools here at the studio, but the rest of 
the crew really, this was our first time jumping into VR and making something in 
a realtime engine.”

WHAT WAS YOUR INSPIRATION FOR THE FILM? I UNDERSTAND YOU DO 
SOME SKATEBOARDING IN EMPTY POOLS?
“Yes, I do some BMX freestyle and I love to ride empty swimming pools. A lot of 
times the pools have homes attached to the property and I just love taking pho-
tos. So, I’ll go into these homes and take photos and will just imagine the story 
happening in the kitchen, the bedroom, the dining room and kind of happening 
all around me. I had this moment in my head of a story happening, I thought it 
would be really cool to create a VR experience that the audience could see and 
experience what I was thinking about.”

I BELIEVE DURING A TALK YOU GAVE AT SIGGRAPH, YOU ALSO SAID IT’S 
BASED ON YOUR OWN FAMILY?
“Yes, exactly. My relationship with my grandmother and the experience of 
moving her into assisted living and the hard conversations that went into that 
decision. Kind of looking over her house one last time before putting it up for 
sale and seeing that it’s much like the homes in Los Angeles, only this one held 
the story of my own family.”

THE STORY WAS TOLD IN A VERY INTERESTING WAY — IT WASN’T IN A 
LINEAR STYLE.
“We debated back and forth how best to do it. We tried to guide the eye in VR 
using color, light and motion. There were a few times when people missed a mo-
ment, but as long as they are hearing the audio and seeing most of the moments, 
then we’re happy with how the way the story was conveyed.”

WERE YOU MORE INVOLVED IN PRODUCTION THAN POST OR THE 
WHOLE WAY?
“I was involved the whole way through because this was made in a differ-
ent way than how we make our films. We had 50 people make this film in 
four months. They could have worked on it for a day or gone along for the 
whole ride. Because we only had four months, we really had to work together 
from all aspects of it, whether it was pre-production or post production to 
everything.” 

Director Jeff Gipson (left) with Post's Linda Romanello (right).

An early look at one of the scenes.
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DID YOU DO MORE TRADITIONAL STORYBOARDING OR DID YOU DO  
ANY PREVIS?
“We started doing storyboards, like how we normally would on our feature films, 
but then we realized that creating an animatic or kind of a previs how we normal-
ly do didn’t make sense here. We brought in our house model, using one of the 
tools we had written in-house and we brought in these 2D drawings, on just flat 
cards, and we started to try previs that way. But again, we felt like it wasn’t giving 
us the proximity and the feel and characters we were hoping for. 
     "One of our animators here is an amazing Quill painter — which is a VR 
painting tool — and he asked if he could take a stab at doing some storyboards. 
What he did was awesome. He posed a couple of different drawings and we 
were able to bring these drawings — 3D models really — into the house and 
start timing them and create an animatic that way. It was great because we 
were able to start getting a sense of volume about the characters, a sense of 
proximity, a sense of appeal and that was a nice way for us early on to start 
seeing our story come to life. We also used some performance capture just to 
previs what type of movement is too close, what type is too far. Is some of the 
action too jarring? So that was a another method to get some feedback on 
what was working and what wasn’t. 

“It was exciting because along the way, we were pushing new things that we 
here at the studio had never done before, like using Quill for an animatic, and I 
think there was a lot of excitement from the artists involved. Even though we had 
a short time span, everyone was so excited and curious that they would go above 
and beyond to figure out whatever we needed to do to make the short happen.”

 WHAT KIND OF TECHNOLOGY DID YOU USE FOR THIS FILM?
“We used the Unity realtime engine to make this. We tried to use as much of 
our existing pipeline as we could — some of our animation tools, simulation 
tools — so our artists didn’t have to relearn a toolset in order to create what 
we wanted for the short. We did our modeling, rigging, animation the way we 
normally do, but our texturing was a different process from what we normally 
do on our other films, our lighting was a different process, how we bring in all 

those assets was a different process. And so, we did a lot of custom scripts and 
custom changes to the software in order to make things work, in a way that we 
really wanted.

“So, Unity was the main tool, the engine that it runs on, but we also used 
Maya for a lot of our modeling.”

HOW IMPORTANT IS MUSIC AND SOUND TO YOU?
“The music was composed and performed by my mother, she’s a professional 
musician. It was an amazing experience working with her to have her compose 
and perform a song on a film that is loosely based on her own mom and dad. 
I’m so happy I got to work with her. 

"In terms of sound design, we needed to ask, 'What do memories sound like?' 
Gabe Guy, one of our amazing sound mixers here, did several passes on what 
those timelapses really sound like and how to make that audio really special.”

WILL THE STUDIO BE DOING MORE PROJECTS IN VR?
"It was amazing to have the support of the studio when we were making this. 
And it allowed us to approach it like, “Let’s go for it, let’s figure it out.” So I defi-
nitely feel like the studio thinks there’s potential and I wouldn’t be surprised if 
there are more VR projects to come.”

While Cycles made its worldwide premiere at SIGGRAPH, anyone interested 
in seeing the film can do so next month at the New York Film Festival in the 
Convergence Portion (at Lincoln Center).

WHAT’S NEXT FOR YOU? DO YOU WANT TO WORK ON MORE PROJECTS 
IN VR?
“Yes, definitely. I have more ideas about stories and worlds and characters I 
want to explore. Whether it’s AR or VR I’m not sure, but even thinking about 
the realtime engines or how that might affect content, whether it’s short films, 
TV episodes, feature film, I think there’s a way of making content that’s kind of 
interesting to me.” — BY LINDA ROMANELLO

The finished product, through VR eyes.
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BLACKMAGIC’S DAVINCI  
RESOLVE 15 NOW SHIPPING
FREMONT, CA — At the 2018 SIGGRAPH show in Vancouver last month, 
Blackmagic Design announced that the full release of DaVinci Resolve 15, its pro-
fessional editing, visual effects, motion graphics, color correction and audio post 
production software, is now out of beta and is available as a free download from 
the company's Website (www.blackmagicdesign.com).

Blackmagic Design reports that the final version was based on “critically 
important” feedback from its customers who participated in the beta, tested the 
software in a wide variety of workflows and reported bugs. 

According to the company, DaVinci Resolve 15 is a massive update that fully 
integrates visual effects and motion graphics, making it the first solution to com-
bine professional offline and online editing, color correction, audio post produc-
tion, multi user collaboration and now visual effects together in one software tool. 
DaVinci Resolve 15 adds an entirely new Fusion page with over 250 tools for com-
positing, paint, particles, animated titles and more. In addition, DaVinci Resolve 15 
includes a major update to Fairlight audio, along with over 300 new features and 
improvements that professional editors and colorists have asked for.

The new release combines four high-end applications as different pages in one 
single piece of software. The edit page has all of the tools professional editors need 
for both offline and online editing. The color page features advanced color correc-
tion tools. The Fairlight audio page is designed specifically for audio post produc-
tion. And the new Fusion page gives visual effects and motion graphics artists 
everything they need to create feature film quality effects and animations. All it 
takes is a single click to instantly move between editing, color, effects and audio.

The DaVinci Resolve 15 collaborative workflow dramatically speeds up post pro-
duction because customers no longer need to import, export or translate projects 
between different software applications, and work no longer needs to be con-
formed when changes are made. Everything is in the same software application.

“The public beta of DaVinci Resolve 15 has been download more than any other 
release, customers have provided incredible feedback, and more high-end editors 
are adopting it faster than ever before,” says Grant Petty, CEO, Blackmagic Design. 
“Customers get an incredibly mature and fast set of editing and trimming tools that 
rivals all other systems, the world’s most advanced color correction tools, a com-
pletely integrated digital audio workstation, and now Fusion visual effects and mo-
tion graphics. It’s unlike any other software out there and is redefining professional 
multi-user workflows in Hollywood and around the world! Now teams of editors, 
colorists, sound engineers and VFX artists can all collaborate and work together on 
the same project at the same time, all in the same software application!”

 DaVinci Resolve 15 is available today as a free download from the Blackmagic 
Design Website for all current DaVinci Resolve and DaVinci Resolve Studio 
customers. DaVinci Resolve Studio is available for $299 from Blackmagic Design 
resellers worldwide.

SIGGRAPH 2018 COMPUTER 
ANIMATION FESTIVAL
VANCOUVER — While many flock to the box office every summer for 
the latest VFX and animated features, SIGGRAPH always offers some-
thing really special with its Computer Animation Festival (CAF), filled 
with amazing content from digital artists and technologists around the 
globe.

“CAF provides a spectrum of computer graphics that is unique to 
other festivals,” says Larry Bafia, 2018’s CAF producer. “In a couple 
of hours in the Electronic Theater, you experience a medley of work 
ranging from hyper-real to stylized, from student to small studio and 
independent shorts, from scientists to game developers, and from visual 
effects studios working on blockbuster films.”

This year, an amazing 425 submissions were received for entry into 
the renowned Electronic Theater. Of those, 22 were accepted, and two 
additional films were shown. 

“It was a very competitive year. The jury commented several times 
that there were tough decisions made over pieces that would have been 
a ‘slam dunk’ in previous years,” says Bafia. 

This year the scope of 360-degree VR content was expanded. The VR 
Theater program once again showcased two 45-minute showings and 
expanded seating. There was also a “VR in 5” program with five kiosks 
offering a 360-degree film under five minutes run time. “We hope this 
will expose more attendees to the ever-expanding world of immersive 
filmmaking,” says Bafia. 

He adds: “It is always a special feeling to be accepted to the CAF. 
Your work is set on an international stage with an audience of your peers 
as well as the next generation of creatives. The best in show gains eligi-
bility for an Academy Award nomination, so there is always a buzz about 
the awards announcement.”

— BY KAREN MOLTENBREY, EDITOR-IN-CHIEF, CGW

Resolve 15 Work ranged from hyper-real to stylized.

The Electronic Theater accepted 22 submissions.
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HP PREMIERES MARS 
VR EXPERIENCE  
AT SIGGRAPH
PALO ALTO, CA — HP unveiled a groundbreaking 
virtual reality (VR) simulation of what life on Mars 
could look like for a human population of one million 
people at this year’s SIGGRAPH show in Vancouver. 
The HP Mars Home Planet program, led by HP and 
Nvidia, is the culmination of a year-long engagement 
with the creative community to simulate life on the 
red planet. 

The program attracted over 90,000 creative pro-
fessionals, architects, engineers and students span-
ning more than 150 countries. The most innovative 
ideas were brought to life through a VR experience 
created by Technicolor that premiered at SIGGRAPH. 

“The ultimate power for fully-immersive VR 
experiences comes from the creative community 
and the computing process delivered by HP and 
our partners,” says Xavier Garcia, VP and GM. “HP’s 
technology leadership, rich history of product inno-
vation and understanding of the creative workflow is 
brining amazing ideas to life.”

The HP Mars Home Planet VR experience takes 
users through a Martian Community Onboarding 
Center, showing innovations in areas such as archi-
tecture, engineering and transportation that enable 
humans to make the leap to Mars. Technicolor 
developed the stunning visuals for the experience in 
Epic’s Unreal Engine, resulting in the first ever six-de-
grees-of-freedom VR piece built for motion-enabled 
chairs, using HP Windows Mixed Reality headsets. 
The environments and key assets from the VR expe-
rience will be released back to the creative commu-
nity through an Unreal Engine download this fall. 

Universities and schools worldwide also took 
on the universe-changing effort of reinventing, 
designing and experiencing life in an urban area 
of Mars Valley in VR. Supported by HP technology 
and leaders in higher education, these institutions 
created teams as part of the Education League for 
HP Mars Home Planet. Ten universities in Europe and 
two universities in Australia competed in the project, 
with Japan conducting a separate contest with 110 
submissions — judged separately — to select win-
ners who submitted entries to HP Mars Home Planet. 

For more information on HP Mars Home Planet, 
visit www.hpmarshomeplanet.com.

More than a dozen educational institutions made contributions.

Assets will be released to the creative community this fall.

HP Windows Mixed Reality headsets help deliver the experience.
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LONDON’S GOLDEN WOLF SETS UP SHOP IN NYC
NEW YORK CITY — London-based animation studio Golden Wolf (http://gold-
enwolf.tv/) opened its first stateside location in New York City. The expansion 
comes on the heels of an exciting year for the studio, which in May aligned itself 
with animation/VFX/live-action studio Psyop (www.psyop.com), a minority 
investor in the company.

Golden Wolf now occupies adjacent studio space in SoHo to Psyop and its 
sister company Blacklist, which formerly repped Golden Wolf stateside and 
was instrumental to the relationship. Among the year’s highlights from Golden 
Wolf are an integrated campaign for Nike FA18 Phantom (client direct), a spot 
for the Adidas x Parley “Run for the Oceans” initiative (TBWA Amsterdam) in 
collaboration with Psyop, and Marshmello’s Fly music video for Disney. Golden 

Wolf also received an Emmy nomination for its main title sequence for Disney’s 
Ducktales reboot.

Heading up Golden Wolf’s New York office are two transplants from the 
London studio, executive producer Dotti Sinnott and art director Sammy 
Moore. Both joined Golden Wolf in 2015, Sinnott from motion design studio 
Bigstar, where she was a senior producer, and Moore after a noteworthy run as 
a freelance illustrator/designer in London’s agency scene. 

Founded in 2013 by Ingi Erlingsson, the studio’s executive creative director, 
Golden Wolf is known for youth-oriented work — especially content for social 
media, entertainment and sports — which blurs the lines of irreverent humor, 
dynamic action and psychedelia. Erlingsson was once a prolific graffiti artist 
and later, illustrator/designer and creative director at UK-based design agency 
Ilovedust.

 “I’m excited about our affiliation with Psyop, which enjoys an incredible 
legacy producing industry leading animated advertising content,” Erlingsson 
comments. “Golden Wolf is the new kid on the block, with bags of enthusiasm 
and an aim to disrupt the industry with new ideas. The combination of the two 
studios means that we are able to tackle any challenge, regardless of format 
or technical approach, with the support of some of the world’s best artists and 
directors. The relationship allows brands and agencies to have complete confi-
dence in our ability to solve even the biggest challenges.”

VES ANNOUNCES SPECIAL 2018 HONOREES
LOS ANGELES — The Visual Effects Society (www.visualeffectssociety.com), the industry’s global professional honorary 
society, has announced the 2018 inductees into the VES Hall of Fame, the newest Lifetime and Honorary members and 
this year’s recipient of the VES Founders Award. The names of this year’s VES Fellows will be announced later. The hon-
orees and Hall of Fame inductees will be recognized at a special reception in October. 

VFX archivist and longtime board member Gene Kozicki was named recipient of the 2018 VES Founders Award. The 
Society designated venerated visual effects innovator Jonathan Erland, VES, with a Lifetime VES Membership and CEO 
of Tippett Studio, Jules Roman with an Honorary VES Membership. This year’s VES Hall of Fame honorees include: L.B. 
Abbott, Richard “Doc” Baily, Saul Bass, Ray Harryhausen, Derek Meddings, Eileen Moran and Gene Roddenberry. 

“Our VES honorees represent a group of exceptional artists, innovators and professionals who have had a profound 
impact on the field of visual effects,” says Mike Chambers, VES board chair. “We are proud to recognize those who helped 
shape our shared legacy and continue to inspire future generations of VFX practitioners.”

Gene Kozicki, Founders Award recipient, is being recognized for his sustained contributions to the art, science or busi-
ness of visual effects and meritorious service to the Society. Kozicki’s career spanned almost three decades, from working 
with Robert and Dennis Skotak, who were tasked with blowing up Los Angeles for Terminator 2: Judgement Day. He joined 
VIFX in 1994 and then worked with Rhythm & Hues for more than a decade. He has worked on various Star Trek series and 
films including Titanic, The Chronicles Of Narnia: The Lion, The Witch And The Wardrobe and Power Rangers.

Jonathan Erland, VES, is receiving the Lifetime Member recognition for meritorious service to the Society and 
the global industry. As chairman of the Academy of Motion Picture Arts and Sciences Visual Effects Award Steering 
Committee, Erland was instrumental in establishing visual effects as a branch of the Academy. Erland was a founder of 
the Visual Effects Society, the recipient of the inaugural VES Founders Award, and was among the first to receive the 
VES Fellows distinction. 

 Honorary Member Jules Roman is being recognized for her exemplary contributions to the entertainment industry and 
for furthering the interests and values of visual effects practitioners. Roman is co-founder and CEO of Tippett Studio. In this 
role, she has continually strived to push the creative and technical edge of the visual effects industry, from early, high-pro-
file stop-motion design to lauded animation work on films Solo: A Star Wars Story, Jurassic World, Harry Potter And The 
Deathly Hallows: Part 2, Star Wars: The Force Awakens, The Twilight Saga and Ted.

Kozicki

Erland

Roman

Sinnott Erlingsson Moore
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SIGGRAPH 2018 IN REVIEW

THE SHOW MIGHT BE OVER,
BUT THE ADVANCEMENTS WILL GO ON!

BY LINDA ROMANELLO

The 2018 SIGGRAPH show in Vancouver last month was declared a success. With some 16,500-plus 
attendees from around the world, the 45th annual conference also featured nearly 160 exhibitors on the 
show floor. That’s where attendees had a chance to see the latest technologies, products and solutions.

Here’s a look at some of the highlights and big show news.

NVIDIA INTRO’S 
REALTIME RAY 
TRACING
SANTA CLARA, CA — 
Nvidia (www.nvidia.
com) is truly looking to 
revolutionize the com-
puter graphics industry. 
At this year’s SIGGRAPH 

show, which took place in Vancouver last month, Nvidia 
founder and CEO Jensen Huang (pictured above) 
announced to a standing room only crowd (more than 
1,200 industry professionals) the “world’s first ray tracing 
GPU” with the introduction of the Nvidia Turing GPU ar-
chitecture and the first Turing-based Quadro (top, right) 
products — the Quadro RTX 8000, RTX 6000 and RTX 
5000 GPUs. 

Turing features new RT Cores to accelerate ray tracing 
and new Tensor Cores for AI inferencing. Together for 
the first time, they make realtime ray tracing possible.

“This is the greatest leap in computer graphics since 
the invention of the CUDA GPU in 2006,” said Huang. 

He continued that the two engines — along with a 
powerful compute for simulation and enhanced rasteriza-
tion — are bringing in a new generation of hybrid render-
ing that addresses a “$250 billion visual effects industry.”

“Turing is Nvidia’s most important innovation in 
computer graphics in more than a decade,” said Huang. 
“Hybrid rendering will change the industry, opening up 
amazing possibilities that enhance our lives with more 
beautiful designs, richer entertainment and more interac-
tive experiences. The arrival of realtime ray tracing is the 
Holy Grail of our industry.”

The new Quadro RTX line brings hardware-accelerat-
ed ray tracing, AI, advanced shading and simulation to 
creative professionals. Also announced was the Quadro 
RTX Server, a reference architecture for highly config-
urable, on-demand rendering and virtual workstation 
solutions from the datacenter.

Quadro GPUs
Quadro RTX GPUs are 
designed for demanding 
visual computing work-
loads, such as those used 
in film and video content 
creation; automotive and 
architectural design; and 
scientific visualization. 

They surpass the previous generation with groundbreak-
ing technologies, including: New RT Cores to enable 
realtime ray tracing of objects and environments with 
physically-accurate shadows, reflections, refractions and 
global illumination; Turing Tensor Cores accelerate deep 
neural network training and inference, which are critical 
to powering AI-enhanced rendering, products and ser-
vices; new Turing Streaming Multiprocessor architecture 
features up to 4,608 CUDA cores and delivers up to 16 
trillion floating point operations in parallel with 16 trillion 
integer operations per second to accelerate complex 
simulation of real-world physics; advanced programma-
ble shading technologies to improve the performance of 
complex visual effects and graphics-intensive experi-
ences; the first implementation of ultra-fast Samsung 
16Gb GDDR6 memory to support more complex designs, 
massive architectural datasets, 8K movie content and 
more; and new and enhanced technologies to improve 
performance of VR applications.

Quadro RTX Server
The Quadro RTX Server addresses on-demand rendering 
in the datacenter, enabling easy configuration of on-de-
mand render nodes for batch and interactive rendering. 
It combines Quadro RTX GPUs with new Quadro Infinity 
software (available in the first quarter of 2019) to deliver 
a powerful and flexible architecture to meet the de-
mands of creative professionals. 

Quadro RTX GPUs will be available starting in the 
fourth quarter on Nvidia.com. The Quadro RTX 8000 
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with 48GB memory is priced at $10,000 (ESP); 
Quadro RTX 6000 with 24GB memory priced at 
$6,300 (ESP); and Quadro RTX 5000 with 16GB 
memory priced at $2,300 (ESP). 

Prior to introducing Turing and the Quadro RTX 
GPU line, Huang opened up his address with a look 
at the computer graphics industry, Nvidia’s own his-
tory and some of the key milestones — all building 
up to the announcement of realtime ray tracing, 
helping to frame its significance. 

The company featured a number of technology 
demos around its booth throughout the show, high-
lighting a number of its key markets, including film, 
gaming, architectural and automotive applications.

“There’s no question in my mind,” stressed Huang, 
“that this is the single greatest leap in one generation. 
Computer graphics will never look the same again.” 

CHAOS GROUP 
INTROS REALTIME 
RAYTRACING 
TECHNOLOGY
CULVER CITY, CA 
— At SIGGRAPH 
2018, Chaos Group 
(chaosgroup.com) 
offered a first look 

at Project Lavina, a new technology designed for 
photorealistic realtime ray tracing — what is often 
considered ‘the Holy Grail of computer graphics.’ 
By leveraging the dedicated RT Core within Nvidia’s 
Turing-based Quadro RTX GPUs, Project Lavina 
fundamentally changes the direction of computer 
graphics, introducing a new level of visual quality for 
realtime games, VR and 3D visualization.

Project Lavina, named after the Bulgarian word 
for “avalanche,” debuted as a SIGGRAPH tech 
demo, depicting a massive 3D forest and several ar-
chitectural visualizations running at 24 to 30 frames 
per second (FPS) in standard HD resolution. Rather 
than using game engine shortcuts, like rasterized 
graphics and a reduced level of detail, each scene 
features live ray tracing for truly interactive photo-
realism. Lavina is able to handle massive scenes at 
realtime speeds — over 300 billion triangles in one 
case — without any loss in detail.

The SIGGRAPH tech demo used 3D scenes 
exported from V-Ray-enabled applications directly 
in Lavina. Unlike a traditional game engine, which 
requires assets to be rebuilt and specially opti-
mized, Lavina dramatically simplifies this process 
with direct compatibility and translation of V-Ray 
assets. Upon loading the scene, the user can explore 
the environment exactly as they would in a game 
engine, and experience physically-accurate lighting, 
reflections and global illumination.

This is Chaos Group’s second realtime announce-
ment in the last year, following the beta release of 
V-Ray for Unreal. 

VICON SHOWS 
LOCATION-BASED 
VR SOLUTION, 
ORIGIN
OXFORD, ENGLAND 
— Vicon (www.vicon.
com) showed off 
Origin, a comprehen-
sive location-based 

virtual reality (LBVR) system that blends the com-
pany’s tracking abilities with tools that make it easy 
for anyone to setup and operate. Building on nearly 
35 years of R&D, Vicon’s new, fully-scalable solution 
is designed to empower VR creators big and small 
by offering high quality and reliability. 

Origin includes three brand new pieces of hard-
ware, along with software created specifically for 
Vicon’s new LBVR system. Following three years 
of development working alongside creators like 
Dreamscape Immersive, Origin contains everything 
a commercial enterprise would need to drive a 
fully-immersive experience. Auto-healing software 
capable of repairing calibrations between sessions, 
paired with tracking that never fails also ensures 
that the system requires minimal training and main-
tenance in order to operate perfectly every time.

At SIGGRAPH, the company offered attendees 
an unforgettable LBVR adventure (photo, above) , 
in partnership with Dreamscape Immersive.

The Origin suite consists of several components. 
Viper is a compact, lightweight tracking camera 
specifically designed to work with active marker 
technology. Pulsar are wearable tracking clusters 
that emit unique, active infrared LED patterns 
synchronized to ensure optimal battery life. They 
are designed to easily attach to a participant’s body, 
limbs and head-mounted displays.

Beacon creates a synchronized wireless network 
connecting to Pulsar clusters (or other devices), 
allowing them to communicate with Viper cameras 
and provide seamless connectivity. Evoke is a highly 
automated software platform featuring unbreakable 
tracking and auto-healing between sessions.

With Origin, multiple participants can ap-
pear simultaneously as characters in the LBVR 
environment, each with fully-animated avatars 
driven by Evoke’s realtime tracking. Participants 
wear the Pulsar clusters on their body, limbs and 
head-mounted displays, contributing to creating a 
fully immersive experience where their every move-
ment is recreated in the virtual world. Participants 
can also interact with others and react to them 
based on their movements. Tools and props can 
utilize clusters as well, allowing them to be passed 
between participants to increase the immersion. 

FOUNDRY LAUNCHES NUKE 11.2, UPDATES 
MARI & KATANA
LONDON — Foundry (foundry.com) has launched 
Nuke 11.2, bringing a range of new features and 
updates to the compositing toolkit. The latest ver-

sion lets artists work quicker through upgraded UI 
features and performance capabilities, alongside a 
new API for deep compositing that can increase the 
speed of script processing. 

Key features for Nuke 11.2 include a new API that 
delivers 1.5x faster processing. In this installment, the 
Nuke Tab menu and UI for creating user knobs have 
been enhanced to improve user experience for some 
of the most common tasks: adding nodes and cre-
ating Gizmos. The updated Tab menu allows artists 
to find nodes using partial words, set ‘favorite’ nodes 
and organize them via a weighting system. These im-
provements add up to substantial time savings when 
building scripts with a large number of nodes. 

A new UI allows user knobs to be linked between 
nodes by simply dragging and dropping. Artists can 
add, rearrange or remove user parameters using 
the same interface. The Smart Vector toolset is now 
even faster to use and more effective in shots with 
occluding objects. Smart Vector and Vector Distort 
have been optimized for the GPU, allowing users to 
generate Smart Vectors on the fly and preview the 
result without needing to pre-render the vectors.

A new mask input allows artists to identify areas 
of motion to ignore when generating the Smart 
Vectors and warping the paint or texture. As a 
result, the Smart Vector toolset can now be used 
on shots with occluding objects with less laborious 
manual clean-up, speeding up the use of the toolset 
in more complex cases.

Nuke Studio now benefits from an updated 
project panel UI, providing the artist with new visual 
controls for managing and organizing complex proj-
ects. For quick visual reference, artists can assign 
colors to items in the project bin and the timeline, 
based on file type and other parameters accessible 
via the UI and python API.

Nuke 11.2 is available for purchase on Foundry’s 
Website and via accredited resellers. 

Foundry also introduced updates to its flagship 
lighting, 3D painting and look development and 
lighting tools — Katana and Mari. The updates pro-
vide a more user-friendly experience and improved 
response times.

OPTITRACK 
PREVIEWS 
LATEST MOCAP 
TECHNOLOGY
CORVALLIS, OR — 
OptiTrack (http://
optitrack.com) 
previewed the light-
weight Active Puck 

Mini, its latest advancement in VR player tracking 
and full body motion capture. While at the show, 
Post got a demo from company CSO Brian Niles 
(pictured above). With a reduced form factor and the 
added tracking benefits of an inertial measurement 
unit (IMU), OptiTrack’s newly-designed pucks build 
on its technology already implemented by leading 
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location-based entertainment centers. They can 
deliver precise player tracking for VR and produce 
high quality motion capture data without the need 
for specialized suits and long setup times.

IMUs have also been added to OptiTrack’s stan-
dard-sized Active Pucks, and both will be shipping 
in the fall. OptiTrack Active Pucks provide positional 
tracking data with errors of less than 0.2mm, even 
across very large tracking areas, as well as rotational 
data derived from active LEDs and the IMU. Pucks 
will provide tracking for any object to which it is 
applied, including HMDs, set pieces, weapons and 
end effectors for full body tracking. The pucks are 
powered by a rechargeable battery and can run up 
to 10 hours on a single charge.

All OptiTrack Active technology can be tracked by 
both Active and Passive camera systems, so custom-
ers with existing Ethernet-based systems can inte-
grate Active Pucks into their workflows immediately.

EPIC GAMES RELEASES UNREAL ENGINE 4.20
CARY, NC — Epic Games launched Unreal Engine 
4.20 (unrealengine.com), enabling developers to 
build realistic characters and immersive environ-
ments across games, film and TV, VR/AR/MR and 
enterprise applications.

Unreal Engine 4.20 combines the latest realtime 
rendering advancements with improved creative 
tools. Artists working in visual effects, animation, 
broadcast and virtual production can take ad-
vantage of the latest enhancements for digital 
humans, VFX, cinematic depth of field and more 
to create sophisticated images across all forms of 
media and entertainment.

Key features within Unreal Engine 4.20 include:
Niagara VFX (early access): Unreal Engine’s new 

programmable VFX editor, Niagara, is now available 
in early access. This new suite of tools is built from 
the ground up to give artists unprecedented control 
over particle simulation, rendering and performance, 
for more sophisticated visuals. This tool will eventu-
ally replace the Unreal Cascade particle editor. 

Cinematic Depth of Field: Unreal Engine 4.20 
delivers tools for achieving depth of field at true cin-
ematic quality. This new implementation replaces the 
Circle DOF method. It’s faster, cleaner and provides a 
cinematic appearance through the use of a proce-
dural bokeh simulation. Cinematic DOF also supports 
alpha channel, dynamic resolution stability and has 
multiple settings for scaling up or down on console 
platforms based on project requirements.  
Digital Humans Improvements: In-engine tools now 
include dual lobe specular/double Beckman specular 
models, backscatter transmission in lights, boundary 
bleed color subsurface scattering, iris normal slot for 
eyes and screen space irradiance to build the most 
cutting-edge digital humans in games and beyond.

Mixed Reality Capture Support (early ac-
cess): Users with virtual production workflows now 
have mixed reality capture support that includes 
video input, calibration and in-game compositing. 

Supported webcams and HDMI capture devices 
enable users to pull real world green-screened video 
into the engine, and supported tracking devices can 
match your camera location to the in-game camera 
for more dynamic shots.

Robust AR Support: Unreal Engine 4.20 ships 
with native support for ARKit 2, which includes 
features for creating shared, collaborative AR expe-
riences. Also included is the latest support for Magic 
Leap One, Google ARCore 1.2 support. 

AMD INTROS 
RADEON PRO WX 
8200
SANTA CLARA, CA 
— AMD (www.amd.
com) announced a 

high-performance addition to the Radeon Pro WX 
workstation graphics lineup with the AMD Radeon 
Pro WX 8200 graphics card, delivering advanced 
workstation graphics performance for under $1,000, 
for realtime visualization, virtual reality (VR) and 
photorealistic rendering. AMD also unveiled a new 
alliance with the Vancouver Film School.

The new AMD Radeon Pro WX 8200 graphics 
card allows professionals to accelerate design and 
rendering. It is intended for design and manufac-
turing, media and entertainment, and architecture, 
engineering and construction (AEC) workloads at 
all stages of product development.

Based on the advanced “Vega” GPU architecture 
with the 14nm FinFET process, the Radeon Pro WX 
8200 graphics card offers the performance required 
to drive increasingly large and complex models 
through the entire design visualization pipeline. With 
planned certifications for many of today’s most 
popular applications — including Adobe CC, Dassault 
Systmes Solidworks, Autodesk 3ds Max, Revit, 
among others — the Radeon Pro WX 8200 graphics 
card is ideal for workloads such as realtime visualiza-
tion, physically-based rendering and VR.

The Radeon Pro WX 8200 graphics card is 
equipped with advanced features and technolo-
gies geared towards professionals, including: High 
Bandwidth Cache Controller (HBCC): The Radeon 
Pro WX 8200 graphics card’s memory system 
removes the capacity limitations of traditional GPU 
memory, letting creators and designers work with 
much larger, more detailed models and assets in 
realtime; Enhanced Pixel Engine: The “Vega” GPU ar-
chitecture’s enhanced pixel engine lets creators build 
more complex worlds without worrying about GPU 
limitations, increasing efficiency by batching related 
work into the GPU’s local cache to process them si-
multaneously. New “shade once” technology ensures 
only pixels visible in the final scene are shaded; Error 
Correcting Code (ECC) Memory: Helps guarantee the 
accuracy of computations by correcting any single 
or double-bit error resulting from naturally occurring 
background radiation.

The Radeon Pro WX 8200 graphics card is now 

available for $999 USD.
AMD also announced a new alliance with The 

Vancouver Film School (https://vfs.edu/) to open a 
tech innovation lab and hub for Vancouver’s profes-
sional VFX community. Powered by Radeon Pro and 
Ryzen technologies, the AMD Creators Lab, which 
features AMD-based workstations, will inspire the 
creative tech community and advance the field of 
VFX, game design and VR/AR development.

MAXON 
ANNOUNCES 
CINEMA 4D 
RELEASE 20
FRIEDRICHSDORF, 
GERMANY — Maxon 

(www.maxon.net/en-us) unveiled Cinema 4D 
Release 20 (R20) at SIGGRAPH, which introduces 
high-end features for VFX and motion graphics art-
ists, including node-based materials, volume model-
ing, robust CAD import and a dramatic evolution of 
the MoGraph toolset. 

Key highlights in Release 20 include: Node-Based 
Materials, which provide new possibilities for creating 
materials from simple references to complex shaders 
in a node-based editor. With more than 150 nodes to 
choose from that perform different functions, artists 
can combine nodes to easily build complex shading 
effects for greater creative flexibility. For an easy 
start, users new to a node-based material workflow 
still can rely on the user interface of Cinema 4D’s 
standard Material Editor, creating the correspond-
ing node material in the background automatically. 
Node-based materials can be packaged into assets 
with user-defined parameters exposed in a similar 
interface to Cinema 4D’s classic Material Editor.

MoGraph Fields offers new capabilities in this 
procedural animation toolset, giving users an 
entirely new way to define the strength of effects 
by combining falloffs — from simple shapes to 
shaders or sounds and objects and formulas. Artists 
can layer Fields with standard mixing modes and 
remap their effects. They can also group multiple 
Fields and use them to control effectors, deformers, 
weights and more.

ProRender Enhancements — ProRender in Cinema 
4D R20 extends the GPU-rendering toolset with key 
features, including sub-surface scattering, motion 
blur and multi-passes. Also included are an updated 
ProRender core, support for Apple’s Metal 2 technol-
ogy, out-of-core textures and other enhancements.

Cinema 4D 20 is available this month.
Also, Maxon announced that its three original 

founders and serving managing directors of the 
company, Uwe Bärtels, Harald Egel and Harald 
Schneider, will retire after 32 years serving the com-
pany. Maxon has appointed former Adobe execu-
tive David McGavran to the role of CEO at Maxon 
Computer GmbH. 
[For full SIGGRAPH coverage, visit us online at  
www.postmagazine.com]  
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INDIE FILM

edication to the craft of creativity 
is a requirement for indie filmmak-

ers and this was fully demonstrated by 
brothers Steffen Hacker (director, editor, 
producer) and Peter Hacker (VFX com-
positor/producer and color grading art-
ist) in the production of their new thriller 
feature, Ingenium. The film is an amal-
gamation of the typical indie challenges: 
multiple cameras with differing formats, 
resolutions and codecs; limited time 
and varying work schedules; and those 
ever-nagging tight budget constraints. 
It’s a story of a labor of love, using your 
talent, ingenuity and tools to bring your 
creative vision to the big screen. Steffen 
and Peter discuss how they did it.

According to Steffen Hacker, 
“Ingenium started out as a short film and 
over two years evolved into a full-feature. 
We began filming the project in Bangkok 
at the end of 2013 with a Sony FS700 
with custom S-Log settings to internal 
media, and a bit-rate hacked Panasonic 
GH2 as the second camera body.

“Even with the Sony camera‘s pow-
erful slow-motion abilities (large-sensor 
camera landscape from five years ago!) 

we wanted to upgrade the material to 
10-bit with less compression for the rest 
of the film, which we planned to shoot 
in Germany. 

“Due to the low-budget nature of 
the project, we could not afford to rent 
several bodies of the same camera and 
basically combined whatever we could 
get hold of. We experimented with the 
other cameras until the famous “Magic 
Lantern Raw Hack“ suddenly turned our 
Canon 5D MKIII into a “mini-Alexa” (at 
the expense of enormous bit-rates).”  

By the end of filming, the brothers had 
used 11 different camera models in all fla-
vors of codecs, resolutions and wrappers. 
Models ranged from the Sony FS700 and 
FS100, Sony F5 and Panasonic GH2 and 
LX-100 to the Canon 5D MKII & III and 
C300 MK I, Blackmagic 2.5K and 4K, and 
eventually an Arri Alexa Mini. The only 
common component for all of the cam-
eras was the same white balance settings 
most of the time. 

“This complex juggling of cameras 
is often the nature of a low-budget 
production, but it gave us amazing first-
hand insights into what camera look we 

liked best out-of-the-box,” adds Steffen. 
“It also created a hell of a job for color 
grading and finishing in post produc-
tion. If I had not known my brother 
Peter was on board with his expertise 
in Assimilate’s Scratch software, I would 
have been more hesitant, but having 
seen the color magic he is able to pull 
off from sub-par material, I was not wor-
ried. I knew he would balance out all the 
footage during grading.” 

Steffan says that look-wise, Peter had 
“all the freedom in the world, I just gave 
basic input on the moods of some key 
scenes. However, there was no doubt 
that one consistent look for the entire 
film would not be easy given our guerilla 
style of shooting.” For example, he points 
to some scenes where DPs Benjamin 
Nolde and Till Beckert, who each shot 
half of the film’s footage, were able to 
light and detail carefully; others were 
more “run‘n‘gun” using only available 
light due to budget and time restrictions.

“When I started seriously working on 
the film in early 2017, Steffen had done 
all the editing and it was 99 percent 
completed at the beginning of 2017,” says 

INDIE MYSTERY THRILLER INGENIUM 
HEADS TO THE BIG SCREEN

ASSIMILATE’S 
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LOOK

D

Eleven different cameras were used during production. Initially a short, the film evolved into a feature.
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Peter. “I took key scenes from throughout 
the movie and tried to find the overall look 
and quickly realized there wasn’t one due 
to the use of so many different cameras 
during the shoot.

“After the first grading session, we 
decided to just make every scene in itself 
look as good as it gets, while trying to 
be as consistent as possible overall. I had 
to face the reality that the challenges for 
color grading were numerous.”

According to Peter, the film has around 
2,000 edits. “Often when I started with 
one scene, and then moved on to a sec-
ond scene, I would try to match the mate-
rial from the different cameras; however, 
each shot may have been in a different 
city or country, or maybe shot even two 
years apart. So, lighting and backgrounds 
would have changed a lot. I wished we 
could have gone the route of XML from 
Premiere, but that wasn’t possible for sev-
eral reasons. The biggest factor was that 
with all the different cameras and codecs, 
Steffen was working with a lot of sub-se-
quences in Adobe Premiere, which back 
then didn’t easily translate into Scratch.  
Furthermore, he used numerous re-times 
and time-warps.”

Fortunately, Assimilate was willing 
to help the brothers out by adding 
some new functions. For instance, to 
copy grades based on the slot number/ 
position in the CONstruct (timeline).  
“We didn’t need to take the scenic 
route,” says Peter. “The end result is very 
satisfying from having overcome all the 
challenges. Our biggest concern was, 
‘Will the movie flow?’” 

During the next few months, Steffen 
re-rendered the movie output as 10-bit 
DPX several times. For example, when-
ever a batch of new VFX shots was 
ready or when he made small changes 
in the edit. Peter then took a reference 
H.264 and also made the edit changes in 

Scratch by hand. 
By the end of 2017, Peter was over-

booked with jobs so he brought in color 
grader, Gavin Haughey, who jumped on 
board with Ingenium as his first huge task. 
“We then split-up two reels to work on, 
one reel each, which at the end of the day 
can easily be saved and loaded back into 
Scratch even if we worked on two differ-
ent workstations.”

Instead of uploading large ProRes files 
for preview with 85-minute run times, they 
copied the CONstructs via Teamviewer 
onto the workstation at Steffen’s suite so 
he could watch the movie without dealing 
with downloads. They just had to ensure 
everybody was working on the same fold-
er hierarchy and drive letter. 

“With Scratch’s powerful media brows-
er, remapping a DPX sequence is not a 
big deal, especially if you only do it once 
or twice a week for approval screenings,” 
says Peter.

In January 2018, Peter moved into a 
new office and they had to lay down the 
work on Ingenium for a while. “Luckily, 
the VFX also needed more time,” he 
adds. “So, we postponed the last finishing 
touches of the film, with all VFX included, 
to the end of April and had a better, larger 
projector-screening capability there. 

“Gavin and I continued to work on the 
reels together, saving CONstructs, import-
ing CONstructs and getting new DPX files 
from Steffen once he rendered them out 
from Premiere. We transferred the whole 
movie about seven times from Steffen’s 
computer to our workstations.” 

They worked completely in Rec. 709 
and rendered ProRes 444 out of Scratch, 
which was then loaded in Premiere to 
render as DCP with sound and subtitles 
(for festivals). After a DCP test screening 
in a movie theater, they had one last grad-
ing and finishing session and then, finally, 
Ingenium was graded!

“While it was a monumental col-
or-grading project, with a cumbersome 
workflow, we were always able to keep 
track of everything,” says Peter. “We were 
confident the Scratch tools were up to 
the task, and with our many years of post 
production experience, we knew it would 
all come together. This film just needed 
some time, some screenings, some itera-
tions and patience to make it work. But in 
the end, that’s what filmmaking and post 
production is all about: finding solutions 
to challenges and always striving to get to 
the 100 percent result.”

As of today, Peter says he has worked 
on about 500 projects with Scratch and 
every job brings something new to the 
table. “I still discover new functions in 
Scratch, which usually are easy to transfer 
into daily workflow. Technical support is 
always there from Assimilate and they re-
ally listen and act quickly on the problems 
or feature requests from users. I’ve been 
able to send a request via email and the 
next day a new release of the software is 
downloadable. Pretty awesome!”

Steffen adds, “The resulting graded im-
ages turned out to be cinematic, moody 
and dark, exactly what I love for a genre 
like this. Not only were all the different 
camera looks ironed out, but also Peter 
and Gavin managed to add a consistent 
charismatic mood and style to every 
scene, exceeding my hopes and expecta-
tions by far.

“I also came away from this project 
very impressed with the realtime feed-
back and powerful features of Scratch. 
We had all the features I could hope for 
and the ability to easily share projects 
across multiple machines by copying 
CONstructs (timelines). It has secured my 
trust as our main grading software for 
professional use in commercials and 
feature films.”  

The final edit has 2,000 cuts. Production was split between two DPs. Shooting VFX sequences.
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irector/producer/writer/ac-
tor Eli Roth isn’t just one of 

Hollywood’s most successful qua-
druple-threats. He’s also established 
himself as a go-to brand for horror 
fans — one guaranteed to chill and thrill 
audiences everywhere with his gleefully 
gruesome, over-the-top set pieces.

One of those — the notoriously 
cringe-inducing leg-shaving scene 
in his 2002 directorial debut Cabin 
Fever — helped kick-start his career. 
The film was made independently for a 
budget of $1.5 million dollars, sparked 
a frenzied seven-studio bidding war, 
and went on to be Lionsgate’s highest 
grossing film that year. 

Roth’s follow-up film Hostel, which he 
wrote, produced and directed, featured 
the equally notorious eyeball scene and 
cemented his reputation as a master 
of horror. It also earned him critical 
praise and was a massive worldwide hit, 
spawning a successful sequel, Hostel Part 
II, also written and directed by Roth. 

As a producer, his credits include 
The Last Exorcism, The Man with the 
Iron Fists and The Last Exorcism Part 
II, and he was an executive producer on 
the hit Emmy nominated Netflix series 
Hemlock Grove. 

As an actor, Roth has appeared 
in Quentin Tarantino’s “Death Proof” 

segment of Grindhouse (in which he 
also wrote and directed the popular 
faux trailer “Thanksgiving” that played 
between the features in the film) 
and Inglourious Basterds (in which he 
portrayed Sgt. Donnie Donowitz and 
directed the propaganda film-within-
the-film, "Nation’s Pride"). Roth and 
his cast members received the Screen 
Actors Guild Award for Best Ensemble, 
as well as the Broadcast Film Critic’s 
Choice Award and the People’s Choice 
Award. Roth also appeared in, as well 
as co-wrote and co-produced, Nicolas 
Lopez’s earthquake thriller Aftershock. 
The film marks the start of Roth and 
Lopez’s “Chilewood” partnership. In 
2014, Roth also co-founded The Crypt, 
a multi-platform digital channel for 
dark and edgy content. The Crypt’s se-
ries to date have over 100 million views. 

Roth’s new film, The House with a 
Clock in Its Walls, which stars two-time 
Academy Award winner Cate Blanchett 
and Jack Black, marks a change of 
pace for the director. Based on the 
beloved children’s classic written by 
John Bellairs, the magical adventure 
tells the spine-tingling tale of 10-year-
old Lewis (Owen Vaccaro), who goes to 
live with his uncle in a creaky old house 
with a mysterious tick-tocking heart.  
But his new town’s sleepy façade jolts 

to life with a secret world of warlocks 
and witches when Lewis accidentally 
awakens the dead. 

Here, in an exclusive interview with 
Post, Roth talks about making the film 
(released this month by Universal), and 
his love of post. 

You definitely changed gears for this. 
What sort of film did you set out to 
make? 
“I’ve always wanted to make my ver-
sion of a kid’s scary movie, and the 
most influential ones for me grow-
ing up were all the Amblin movies 
— Gremlins, Goonies, E.T. — and Tim 
Burton movies — Beetlejuice, Pee 
Wee’s Big Adventure — and those all 
had that sort of handmade feel, with 
kids off on a big adventure, that I love. 
But I also wanted to include some of 
the tricks and stuff I do in my adult 
horror films — but not horror. More 
spooky, scary stuff than horror.”

There’s a big difference, right?
“Exactly. I think adults love to be terri-
fied and shocked with horror films, but 
kids are different. They love Halloween 
and they want to be scared — but in 
a fun, safe way. They don’t want to be 
genuinely terrified and you don’t want 
to traumatize them. So this has a lot of 
good scary moments, but it also has 
that sense of playfulness, along with 
a type of Monty Python insanity and 
absurdity to it. And it was so much 
fun for me to be able to mix all these 
different tones, where one minute it’s 
really scary and the next it’s kind of silly 
and playful.”

What were the main technical 
challenges in pulling it all together?
“We had a very short prep period after 
the whole project came together very 
fast, and we had a very short window 

ELI ROTH ON THE HOUSE 
WITH A CLOCK IN ITS WALLS
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Roth, with Black and Blanchett
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with Cate’s availability, so we had to 
race to design and build a lot of our big 
effects bits, like the vomiting pumpkins. 
So that was tricky. Some of the stuff we 
knew we’d do CGI, and we also had this 
sequence with some 20 automatons 
attacking, and I really wanted to design 
all that and have them look old and real 
and not just use green screen. So the 
art department and production design 
and so on did an amazing job given the 
short schedule.”

So you must have started integrating 
post and all the VFX immediately?
“Exactly. Our VFX supervisor Louis 
Morin, who did Arrival, Sicario, The 
Aviator and Brokeback Mountain, is so 
experienced and creative, and he did a 
flawless job considering we didn’t have 
a big VFX budget. We shot plates for 
everything, so if we had to do plate 
reconstruction it wasn’t a big issue. We 
didn’t do a lot of previs and animatics, 
as we just didn’t have the money. We 
did previs on one sequence, which really 
helped, and I just storyboarded stuff like 
the pumpkins. But then, later in editing, 
we got a bit of money to do postvis 
for the pumpkins, as the studio loved 
it, so we were able to do more to the 
sequence and enhance it. The clock was 
the hardest thing to get right, and we 
really built the whole room where the 
floor falls out and there are all the gears, 
and I’ve never had to do anything like it 
before, with so many moving pieces. We 
had our lead, Owen, right there, with all 
these real teeth on the gears, and he’s 
on a harness, and it was so complicated 
to build and shoot.”

How tough was the shoot?
“It was tough because of the schedule, 
and the very first week we had to shoot 
two stunt scenes on two sets at once 
in this huge mansion. We had the lab 

and the solarium, and the only way to 
get from one to the other was down 
this very long corridor, so we’d light 
one and then race over to the other set. 
It got easier after that, thankfully, and 
our DP, Rogier Stoffers, did a brilliant job 
and it looks awesome. And we came in on 
schedule and budget in the end.”

Where did you post?
“At Amblin, on the Universal lot, and 
we got to edit right across from where 
Spielberg edits, which was very cool, 
as we also had access to the screening 
room where I could watch the movie on 
a big screen every week, instead of just 
on the Avid. Then we did all the VFX 
in Montreal, because of the tax breaks, 
and then the VFX companies we used, 
like Mavericks, Rodeo, Alchemy and 
Hybride, are just amazing, and Louis’s 
there and he’s a perfectionist and so 
great to work with. Sometimes we’d do 
a little previs, and other times he’d go, 
‘Let’s just rock ‘n’ roll and go for it.’”

Do you like the post process?
“I love it. Nothing’s more fun than shoot-
ing, especially when you have a bunch 
of hilarious kids running around, and we 
had such great energy on set and good 
vibes. Then you have the whole different 
pace of post, and I really loved working 

The automatons were practical effects.

VFX were created by Montreal studios.

Post took place on the Universal lot.
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with my editor, Fred Raskin.”

Talk about editing with him. What were 
the big editing challenges?
“I’d never cut such a big, VFX-heavy 
movie, and a lot of the scenes you’re 
looking at blue screen and waiting for 
the effects shots, and I didn’t really 
know how to deal with that. It’s a leap 
of faith, but Fred’s very experienced 
with that, and then tweaking stuff right 
till the end. We went to NYU together 
but we’d never worked together before, 
although I’d always wanted to, but he’s 
always been busy doing Tarantino’s 
movies like The Hateful Eight and 
Django, and he’s cut Guardians of the 
Galaxy, Fast and Furious and so on. This 
time, the timing worked out, and he 
wasn’t on the set but he’d cut every day 
in LA and send me stuff and keep a list 
of inserts and extra stuff he felt I’d need, 
so he became the de facto 2nd unit di-
rector. And he cuts very fast. He had the 
whole clock sequence done days after 
we’d shot it, so then I could show the 
crew, and everyone gets pumped up.”

All the VFX play a big role. How many 
were there?
“In the end we had well over a thousand, 
but it was more like a few hundred of 
full-on CG shots. Most of the others had 

little fixes and enhancements and clean 
up. And we kept adding stuff, like having 
the chair move.”

Talk about the importance of sound  
on this. 
“It’s so important in all films, but I 
think it’s especially crucial in horror 
and suspense, where the right sound 
can add so much to a scene, and you 
learn so much from that. For this, we 
did all the sound at 424 Post and had 
an amazing team, with guys like Gary 
Rizzo, who won Oscars for Dunkirk 
and Inception, and Oscar winner Bob 
Beemer and sound designer Karen 
Baker Landers — the best in the busi-
ness. Just getting the right sound for a 
clock in a wall took us a long time, and 
I’m just as obsessed with sound as I am 
with every other aspect, and I’d meet 
with Karen every day to go over every 
single sound effect. It was a lot of trial 
and error, but I’m very happy with the 
result. We did a Dolby Atmos mix and 
it sounds phenomenal.”

Where did you do the DI and how 
important is it to you?
“At Efilm with colorist Mitch Paulson, 
who did Death Wish for me. He did 
Sicario and Bladerunner 2049, and is just 
a master of his craft, and he, Rogier and 
I all worked on getting the right look. It’s 
very important, especially on this as we 
also blew it up to IMAX, so the whole 
look and sound was a first for me.” 

Did the film turn out the way  
you hoped?
“Even better than I hoped. And it’s 
largely thanks to the great cast and 
crew I had.”

What’s next? Maybe a light comedy?
(Laughs) “Maybe. No one expected this 
from me. I’m not sure what’s next. I have 
a lot of projects lined up but I haven’t 
decided which one’s next.”  

The film was edited by Fred Raskin.

424 Post handled audio duties.

The film has more than 1,000 VFX.
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WEB 
SERIES
SHOWS CREATED FOR 
STREAMING PLATFORMS 
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O
ne highly applauded, Emmy-nominated hit 
series and two anticipated new ones are 
generating excitement on Amazon Prime 
Video, Hulu and Netflix this season. The 
shows, from well-known and respected 

creatives in film and television, feature top acting 
talent, film-style production values and post work-
flows tailored for streaming platforms. 

THE MARVELOUS MRS. MAISEL
Although Brian A. Kates usually edits features, in-
cluding the HBO original films The Laramie Project, 
Lackawana Blues, Taking Chance and Bessie, he 
finds it “exciting” to cut “a great pilot. It’s like com-
pressing an entire feature — its challenges and the 
joys of the creative process — into two months. It’s 
exhausting but fun and energizing.”

The pilot for The Marvelous Mrs. Maisel (photo, 
left), for Amazon Prime Video, set the scene for 
the late 1950s Manhattan world of Miriam “Midge” 
Maisel, the perfect Upper West Side homemaker 
until her cheating husband suddenly leaves her 
and she discovers her talent for stand-up comedy. 
The series, created, written and directed by Amy 
Sherman-Palladino, follows Midge’s burgeoning 
comedy career as she makes her way through the 
cafes and nightclubs of Greenwich Village on a path 
that she hopes will lead to a coveted seat on the 
couch of The Tonight Show.

“Mrs. Maisel is a woman who takes pleasure in 
being perfect. She’s the product of the consumerist 
pressure put on non-working women in the 1950s 
to make a perfect home,” says Kates. “And metic-
ulousness was also something we aimed for in the 
pilot with the production design, the cinematogra-
phy and the edit.”

The pilot was shot digitally in Manhattan, where 
post was performed at Light Iron’s downtown 
facility. Kates, who also edited pilots for The Big C 
and Believe, and episodes of the series Kings and 
Treme, cut on Avid Media Composer V.8.6.3 using 
the effects palette within Avid and Boris FX for shot 
stabilization. Associate editor Chris Rand synced 
dailies, organized bins and was aided by post pro-
duction assistant Brie Stodden.

“Amy (Sherman-Palladino) is a strong writer/direc-
tor so the content and tone of the dailies matched 
the script closely,” notes Kates. “That was a great 
pleasure for me. It allowed me to focus on variations 
in performance, intonation and timing; milking the 
comedy in every moment; and concentrating on the 
precise interplay of music and picture.”

Reflecting its 1950s setting, the pilot enabled 
Kates to demonstrate “the beauty of classical 
Hollywood style: painterly, well balanced and pre-
cisely and deliberately edited to enrich the emo-
tional content. With such beautifully choreographed 
shots it was crucial to know when not to cut for risk 
of ruining the integrity of the shot design.”

Music played a key role in the pilot with much 
of the music sourced from the artists of the day, 

including Peggy Lee, Connie Francis and Blossom 
Dearie. “Cutting music in collaboration with the mu-
sic editor is one of my joys, and for the pilot I had to 
figure out ways to keep the music in sync with little 
details in the shot — shoes stepping, car-bys, doors 
closing, ovens opening.”

VFX supervisor Lesley Robson-Foster oversaw 
numerous VFX shots that helped take 21st century 
Manhattan back to the 1950s. The East Village’s St. 
Mark’s Place and Tompkins Square Park doubled 
for the West Village of an earlier era with comps of 
the iconic Washington Square Arch and glimpses of 

the Empire State Building in the distance. “It was a 
challenge to manage so many VFX in such a short 
period of time,” Kates recalls.

Although “the dailies looked good” and cap-
tured the flavor of the period, Kates worked with 
supervising colorist Steven Bodner at Light Iron 
to achieve Mrs. Maisel-style perfection for the final 
color grading. “Color correction is very fine etch-
ing,” says Kates. “It’s subtle work, and Steven found 
some beautiful textures.”

Kates continues that “Amy is such a clear-head-
ed director and planner and she got such good per-

VFX teams put a lot of effort into keeping Mrs. Maisel period accurate.

Mrs. Maisel pilot editor Brian A. Kates.
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formances that, for me, the pilot was about indulg-
ing in Rachel Brosnahan’s performance and finding 
its highlights, both comedic and dramatic. When 
the baton was passed to me, I needed to be as clear 
and efficient in my choices as everyone who worked 
prior to me.” 

As The Marvelous Mrs. Maisel begins its second 
season it follows a post workflow very similar to the 
one established when Kates cut the pilot. While the 
show has migrated from the Arri Alexa XT for the 
pilot to the Alexa Mini for the series, there are only 
“very small differences” in the workflow two years 
later, reports co-producer Matthew Shapiro, who 
has been with the show since its inception. “We 
work to a really tight timeline so the key has been to 
set up a smooth workflow so we can get it all done 
and delivered.”

On-set DIT Charlie Anderson copies Alexa’s 
ProRes 4444 3.2K files to shuttle drives and backs 
them up to a G-RAID drive; working with DPs M. 
David Mullen and Eric Moynier, he grades on-set, 
tweaking the look with the CDLs.  “The basic show 
LUT has stayed the same throughout the series,” 
notes Shapiro.

Then Anderson sends the CDLs to Light Iron’s 
New York City facility, where Aaron Burns does the 
dailies color. Light Iron uploads to Pix for review 
of the dailies, creates LTO-6 back ups and sends 
DNxHD 36 media to editors Kate Sanford and Tim 
Streeto who are cutting on Avid V.8.6.5 in offices at 
Steiner Studios, where the show is shot.

“We are a very small, tight crew for such a big 
show, and because we’re on Avid ISIS shared storage 
we can get a tremendous amount of work done very 
efficiently,” says Sanford. “Our system links with the 

editors, assistants Zana Bochar and Andrew Pang 
and our VFX editor Perri Frank. We have all been 
working together a while, and we trust our VFX 
department to pull shots to be scanned from our 
current cut bin, which has the most up-to-date edits, 
and to cut those VFX shots back in when they have 
works-in-progress and final VFX. We pass sequences 
back and forth with our assistants for sound work 
and other tech and creative support: outputs for 
sound, music and for our directors and showrunners 
to view.” Kristen Troyanky is the post supervisor.

Lesley Robson-Foster oversees an in-house VFX 
team based at Steiner Studios. Outside VFX ven-
dors Phosphene, Alkemy X and PowerHouse handle 
period fixes and create VFX shots that can include 
extensive digital matte paintings such as one of the 
Garment District in Season 1.  

Music continues to play a big role in the series. In 
addition to licensed music of the era and score cues, 
episodes also feature music recorded especially for 
certain scenes, such as the Copa’s Latin band and 
Tony Award-winner Sutton Foster’s new rendition of 
“I Enjoy Being a Girl” for the B. Altman department 
store sequences. Ron Bochar at C5 has been the 
sound supervisor and mixer since the pilot. “With 
the show’s lightning-paced dialogue you need to 
hear every word. Combine that with the streets of 
New York, comedy clubs and the musical sequences 
where everything is alive, bright and dynamic, and 
you appreciate the incredible feat Ron performs,” 
says Shapiro. Robin Urdang is the show’s music 
supervisor and Annette Kudrak the music editor.

Once an episode is locked, Light Iron restores 
all the source Alexa ProRes files from LTO and 
conforms the show on Autodesk Flame. Online 

editor Matthew Breitenbach puts a publish image 
sequence out, which becomes the final timeline of 
UHD 3840x2160 12-bit .dpx files with added .exr 
files from VFX in Log C color space to match the 
camera original.

Working on Blackmagic Design Linux Resolve, 
Bodner “gives the final touch” to color grading, 
Shapiro notes. “Steve’s finely detailed work gets 
each shot to really play.” Bodner starts with an SDR 
color pass and, when that is approved by the cre-
atives, he creates an HDR10 trim pass.“Once color 
is signed off on, we render out our DSM, which is 
a UHD 3840x2160 12-bit .dpx sequence with final 
conform and color,” Shapiro explains. “There is an 
SDR DSM and a HDR DSM. We use that DSM to 
create all our Amazon deliverables. All deliverables 
are created in Resolve except for the final HDR 
Production Master QT, which is created in Colorfront 
Transkoder. Our Amazon final deliverable is a 
ProRes 422 HQ for both HDR and SDR.”

THE FIRST
Hulu’s new series, The First, stars Sean Penn and 
Natascha McElhone in a near-future drama about 
the first manned mission to Mars. Season 1’s eight 
episodes confront problems both earthly and 
extra-terrestrial as the Providence crew prepares 
for launch. The show was created by Beau Willimon 
and is a co-production of Hulu and British TV net-
work Channel 4. It was shot in New Orleans.

DP Adam Stone opted to use Panavision’s DXL 
8K camera for The First after testing it side by 
side against another camera. “It was very clear 
that the DXL produced brilliant images that were 
much more detailed and had better fall off with the 

The First was shot on Panavision's DXL 8K camera.The First's post producer Peter Chomsky.
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highlights so it felt more filmic,” says post producer 
Peter Chomsky. “I was super-impressed with its abil-
ity to create beautiful, film-like imagery. Adam also 
chose rehoused lenses from the 1950s, which along 
with Panavision standard primes, super speeds and 
ultra speeds, were all customized to a one-of-a-kind 
look by Panavision’s Dan Sasaki.

“Once Adam decided to give the DXL a try, we 
figured out the workflow from there,” he contin-
ues. “We needed to deliver a 4K master to Hulu, and 
it was nice that the DXL records simultaneously 2K 
ProRes LT proxy files and 8K R3D files on the same 
magazine. Having the proxies, which were recorded 
as log files, meant that the same CDL and LUT used 
in on-set monitoring could be applied to the log 
proxy ProRes files for faster dailies processing. In 
addition, that same color metadata was embedded 
in the Avid bins so it could be passed down into the 
VFX and online finishing platforms.”

Light Iron in New Orleans provided its Outpost 
near-set solution for dailies with Light Iron dailies 
colorist Justin Steptoe grading the dailies. Avid 
editors Jeff Werner and Jonathan Alberts in Los 
Angeles were sent 1080 DNx36 files overnight. The 
8K R3D files were QC’d then backed up on two sets 
of LTOs. One was shipped to Light Iron’s LA facility 
to ingest into its SAN for assemblies later on in the 
post process; the second set was sent to Light Iron 
in New York for archiving.

“Color was done from the original 8K camera 
media, which was debayed and scaled to 4K on the 
fly for viewing purposes,” Chomsky explains. The 
DP was in LA prior to starting the color passes to 
set the looks with Light Iron final colorist Jeremy 
Sawyer who worked on DaVinci Resolve. Stone su-

pervised while Sawyer graded the first two episodes 
then submitted notes from location for the rest of 
Season 1.

“Adam is a terrific DP,” says Chomsky. “The skin 
tone and practical lighting ratios all looked amazing 
so it was a matter of balancing them and dialing in 
the final look of the show. Jeremy opened up the 
capsule interior a bit from the way it was shot and 
worked to get continuity in color from real NASA 
photos of Mars and the CG Mars plates.”

A large roster of VFX studios worldwide created 
the show’s photoreal spacecraft, launches, environ-
ments and even the futuristic glasses people wear 
to watch videos and make phone calls. “Certain 
shots were done from the full 8K files, but generally, 
VFX was a 4K process,” notes Chomsky.  

Shade VFX in LA crafted the lensing and look 
of the glasses plus the Mars drill sequence and 
matte paintings of the Vista facility; Scanline in 
Germany and Atomic Fiction in Montreal created 
the rockets, spacecraft and space shots; Folks VFX 
in Montreal supplied all the reflective glass for the as-
tronauts’ helmets; El Ranchito in Spain did the under-
water neutral buoyancy lab scene and crafted some 
CG cicadas and in the fifth episode. Lola VFX in Los 
Angeles made Sean Penn look 20 years younger. 
Digicore in India handled roto, clean up and provided 
all the monitor comps for Mission Control. A small 
in-house team in LA did rig removals.

“The trickiest part was that our VFX supervisor, 
Karen Goulekas, liked to look at all the 4K rendered 
files for approvals. So we opened our bandwidth as 
big as we could to do that, but we got clogged up 
at first,” Chomsky recalls. “We had a lot of meetings 
— were we running into firewalls? Was it a speed is-

sue at one end or the other? We seemed to unclog 
the speed but were still faced with the challenge of 
the sheer number of shots and the need to review 
them with the producers.”

Willimon’s producing partner, Jordan Tappis, 
acted as music supervisor with the mandate that 
music was expected to be another character in the 
show. Composer Colin Stetson created an instru-
mental score that Chomsky calls, “a signature — it 
really stands out. I’m still blown away by it.”

Atomic Sound in LA partnered with Roundabout 
for sound mixing with Keith Rogers handling 
dialogue and music and Scott Lewis the sound 
effects. The primary sound supervisor was Brian 
Armstrong; sound designer Patrick O’Sullivan craft-
ed the sounds of the futuristic glasses, electric cars 
and launches.

Chomsky gives kudos to Panavision and Light 
Iron for being “really flexible and forward-think-
ing with creating the workflows so it was pretty 
seamless.” He points out that Hulu required a 4K 
master while Channel 4 in England needed a 25p 
HD broadcast deliverable and international distri-
bution a 23.98 HD master file. “After we made the 
4K master for Hulu we had to go back, reformat 
and adjust the specs for the other masters,” says 
Chomsky. “Thanks to the strong post team I was 
able to assemble, including associate producer 
Collin Cates, VFX producer Eddie Bonin, post super-
visor Bradley Ramirez and post coordinator Jennifer 
Wells, we delivered 24 masters for eight episodes.”

Joseph Incaprera was the producer on the 
production side of the series. Co-producers Julian 
Chavez, who also designed the main title, and 
Zachary Guglin, worked closely with Willimon and 
Tappis.

“Everyone worked at feature-level,” Chomsky 
reports. “And because we had few differences of 
opinion about how things should look and sound 
we could focus on fine tuning rather than re-doing 
[things] over and over again to bring the show to life.”

MANIAC
Maniac is a new limited dark comedy series for 
Netflix based on a Norwegian TV series of the 
same name. Written by Patrick Somerville, directed 
by Cary Fukunaga and starring Emma Stone and 
Jonah Hill, it follows two strangers participating in 
the late stages of a mysterious pharmaceutical trial 
whose sequence of pills promise to repair the mind 
and heal everything from mental illness to heart-
break. Its 10 episodes were shot in New York City.

Post producer Jessica Levin and post associate 
producer Mick Aniceto had worked with Fukunaga 
on HBO’s True Detective so they had “a good sense 
of his expectations, creative parameters and filmic 
style,” Levin says. “We understood how to build in 
flexibility around his evolving creative ideas. There’s 
no fixed aesthetic to Cary’s work, which differs on 
every project, just a striking photorealism and push-
ing of boundaries which makes him one of the most Light Iron in New Orleans provided its Outpost near-set solution for dailies.
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exciting filmmakers working today.”
Levin notes that, “a single-director, 10-episode 

project was like a long movie for Cary [Fukunaga 
has directed the feature films Jane Eyre, Sin 
Nombre and Beasts of No Nation]. But the Netflix 
4K HDR requirement was new for someone who’s 
a bit of a film purist. It took some exploration with 
DP Darren Lew and finishing colorist Steve Bodner 
at Light Iron to test Panavision’s new DXL camera 
and vintage anamorphic lenses and design the look 
of the show and the intricate lighting effects in the 
main science lab set.”

Fukunaga opted to use LiveGrain and a film 
weave sampled from an actual 35mm film print and 
applied with VFX “to give a highly customized film 
look” to the digital cinematography. “It was a key 
tool in the finishing process,” says Levin. “LiveGrain 
plus a very subtle film weave made Cary feel confi-
dent that HDR could match his film sensibility.”

"The DXL was a fun trip in prepro; we were al-
most guinea pigs for what the new camera’s sensor 
could capture,” reports Mick Aniceto. “Cary figured 
out a color cycle for the LED ceiling lights in the lab 
set that would coincide with different story points 
as the subjects take different pills. We discovered 
that the camera couldn’t capture one very particular 
shade of green light that Cary wanted so Darren, 
Steve (Bodner) and Panavision got together and 
found a LUT to use at the dailies level, then later 
Steve could create custom curves to massage and 
adjust the color. That successful work-around ulti-
mately achieved the green that Cary wanted.”

The dailies, offline editing and finishing were 
consolidated at Light Iron’s New York City facili-

ty. LA-based composer Dan Romer also set up at 
Light Iron. Sound design was by Mariusz Glabinski 
with dialogue/ADR/sound supervision by Alexa 
Zimmerman. The show was mixed at Technicolor- 
PostWorks by Martin Czembor. Music supervisors 
were Sue Jacobs and Jackie Mulhearn. Editors Pete 
Beaudreau and Tim Streeto cut DNxHD 36 files on 
Avid V.8.8.3. 

“Some episodes stayed close to the script while 
others were rejiggered in editorial with rewrites and 
a few additional shooting days,” says Levin. “Cary 
reviewed rough cuts while he was shooting, but 
when production wrapped he took on an active role 
with the editors.”

Ilia Mokhtareizadeh was the show’s lead VFX 
supervisor and was on set to brainstorm with 
Fukunaga about what could be captured in-camera 
and what needed to be augmented in VFX. “Cary 
always wants to shoot practically if possible,” 
says Levin, “and then extensive digital effects are 
added to what was filmed.” VFX vendors includ-
ed Raynault in Montreal, Phosphene and Alkemy-X 
in New York, Blind Pig in London/New York, Axis 
Animation in the UK, plus various freelance VFX 
artists. Filmmaker Ray Tintori created the drug trial’s 
“orientation video” with Charlex in Episode 2.

“In theory you can do so much more in HDR with 
its resolution and wider color gamut, but it kind of 
works against you when you want an old-school 
film look,” notes Aniceto. “It takes a lot of artistry 
to make shots look degraded and less technologi-
cally sophisticated, as Cary wanted here. It’s pretty 
difficult to make something look ‘bad’ in the HDR 
world, but when we told the vendors that’s what we 

wanted they did it.”
The dailies LUT served as a “good jumping off 

point” for Bodner’s color grading on Resolve, he 
says. “Steve and Cary approached every episode 
differently, adjusting LiveGrain depending on the 
stories. We used to pay someone to remove film dirt 
and now we pay someone to add it back in! It’s a 
very time consuming process, but it enhances and 
elevates the photography and the stories.”

In his color passes “Steve used custom curves 
to create the subtle filmic nuances tailored to 
each story and their different times and places,” 
says Aniceto. “The series was conformed in Resolve 
as well for a seamless workflow.” Final color and 
finishing were done in both 4K HDR and SDR.

Dan Romer, who had composed the score for 
Fukunaga’s Beasts of No Nation, wrote “a gorgeous 
orchestral score for Maniac that’s genre-specific by 
episode yet unified in theme,” says Levin. “It’s de-
signed thematically and by the characters’ emotion-
al arcs over 10 episodes.”

Sound design was “folded in early to the direc-
tor’s cut," she explains. “Cary wanted the sound de-
sign rooted more in organic elements than science 
fiction, even for the show’s more fictitious realities.”

Light Iron delivered 4K HDR and SDR masters to 
Netflix and Paramount TV along with 16-bit .dpx 
sequences in the camera’s Log color space for 
futureproofing. “Maniac was so different from 
anything Cary has done before, and he’s always 
setting a new high bar for himself and for us as 
collaborators,” notes Levin. “That’s why it’s so 
exciting to keep working with him.”  

Final color and finishing for Maniac were done in both 4K HDR and SDR.

Maniac's post producer Levin.

Post associate producer 
Aniceto.
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AUDIO TOOLS

Favorite Audio Tools
SOUND PROS REFINE THEIR AUDIO POST SET-UPS

BY MARC LOFTUS

Paul Sandweiss's Sound Design Corporation regularly 
works on music specials such as the BET Awards.

Post_September2018_2.indb   26 9/10/18   10:24 AM



www.postmagazine.com 27POSTSEPTEMBER 2018

AUDIO TOOLS

A udio pros are forever refining and im-
proving their workflows, be it through 
plug-ins, software upgrades or new 
technology. Nowadays, if there’s a chal-

lenge a sound professional might face, there’s a 
good chance there’s a tool available to help them 
overcome it. 

This month, we asked a number of sound 
editors and re-recording mixers about their go-to 
tools and lesser-known gems. It was no surprise 
to hear about the use of plug-ins, particularly 
Izotope’s RX for those working with dialogue. But 
there are many of other solutions out there too, 
some aimed at creative applications and others 
meant to improve workflow. 

Here, a handful of sound professional share 
their findings and excitement for gear that makes 
their jobs easier — and soundtracks better.

Mark Lanza — Sony Pictures 
Sony Pictures’ supervising sound editor Mark 
Lanza, MPSE, began his career working on films 
such as The Doors, Independence Day and True 
Lies, but has since gone on to work almost exclu-
sively in television. His recent credits include work 
on Scorpion, Preacher, The Goldbergs and Electric 
Dreams, among many others.

For the past seven years, he has operated out 
of the same room at the studio in Culver City, 
CA. His room is Pro Tools based, but his career in 
audio dates back to a time when Waveframe was 
the leading professional system for audio post.

“That was back in the day, and there were a few 
competing systems,” Lanza recalls. “Pro Tools was 
more for musicians back then. It wasn’t designed 
for the post environment. But then they wound 
up taking post production seriously and getting 
a real push into the market, and it took over. 
Waveframe couldn’t keep up. Pro Tools took over 
the market and the whole industry.”

Lanza says he knew he had to learn Pro Tools in 
order to stay current. A job on a friend’s show was 
the perfect opportunity to gain experience.

“I was a little slow, but it was really for me to 
learn the system,” he recalls of the experience. 
“The next thing you know, I am a ‘Pro Tools guy’ 
and there’s been no going back since. And I don’t 
see Pro Tools releasing their hold on the market 
any time soon.”

Lanza works as both a sound supervisor and 
as a sound designer at different times, and has 
put together a collection of plug-ins that meet his 
different needs.

“Sony [gives] me the big design projects, which 
is fun,” he states. “I can do my own design and 
hand it off to editors and then supervise a project. 
So I go back and forth between needing plug-
ins geared toward design and needing plug-ins 
geared toward dialogue.”

Some of his favorite plug-ins come from Krotos 
(www.krotosaudio.com). “I love their Dehumaniser 
and their Reformer Pro programs for design. 

"Tonsturm has Traveler," he adds. "I love that 
one. That’s kind of new. And for dialogue I have 
Izotope RX. For cleaning up dialogue, that thing is 
magic. I love that.”

Krotos' Reformer Pro ($449) allows sound de-
signers to design, automate and perform any sound 
in realtime.

“You can take other sounds and replace them 
according to something you recorded with your 
voice or something that is prerecorded,” Lanza 
explains. “If you have footsteps, you can replace 
them with anything — squish noises, mud, glass 
crunches…So if you have a number of small foot-
steps and then a big one, it will put in a number of 
small glass crunches and a big one automatically. 
You can layer up to four different sounds at any 
one time to make a combination to replace the 
original, which is great.”

Dehumaniser ($399) is a powerful vocal pro-
cessing tool that’s well suited for creating a range 
of vocal effects — from monsters to robots.

“You can take a human or any audio source,” he 
explains. “It’s great to do with an animal roar or a 
human voice and start processing from there. It’s 
nice to use a human voice because you can act it 
out with your own voice and start processing it…
You can drag in different modules and adjust the 
series that the signal goes through. Depending on 
how you link them together you can get a much 
different output. And you can tweak each individ-
ual module, so it winds up being very powerful.”

Lanza says he has been shooting and cutting 
his own ADR lately, and finds Syncro Arts’ (www.
synchroarts.com) Revoice Pro very useful. 

“I used to use Vocalign and now I’ve upgraded 
to Revoice Pro...For dialogue, especially ADR, that 
is amazing.”

Revoice Pro ($495) is used for the adjustment 
and alignment of vocals, instruments and ADR. The 
latest version offers a simple yet powerful toolset 
for manually adjusting audio timing and pitch. 

Tonsturm Traveler (https://tonsturm.com) is a 
doppler plug-in ($179) that allows users create 
pan-bys, as well as shift phase and volume. 

“It really makes it sound like whatever the study 
was,” he notes. “And you can create all kinds of 
crazy pan-bys that go around the room and auto-
mate all of that."

Lanza says this is good for action scenes, as 
well as for flashbacks or drug-induced, weird 
scenes, like those he created for the 1991 Oliver 
Stone film, The Doors. 

“I wish I had this back when I was working on 
some of the other movies I had done, it would 
have been cool on The Doors movie.” 

One last plug-in that Lanza calls attention to is 
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Bang Zoom's Gray and Rodman

Sim's Sue Pelino

Izotope's RX is popular for dialogue work.

Electric Dreams is one of Mark Lanza's credits.

Penteo Pro works well for upmixing.
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Izotope’s RX ($1,499 for the Post Production Suite), 
a dialogue processing tool that he’ll sometimes call 
up on the mixing stage when a shot changes.

“It’s not an odd occurrence,” he says of em-
ploying it on the stage. “They will come up [and 
ask], ‘Do you have another take of that?’ The new 
take hasn’t been cleaned up, so I wind up jumping 
into Izotope very often…I can clean up and fix any 
problems that arise without having a dialogue 
editor standing by or pull him off the next show to 
fix something I could easily fix myself.”

Patrick Rodman & Aaron Gray — 
Bang Zoom Studios
Bang Zoom Studios (www.bangzoomstudios.com) 
has three facilities in Burbank, CA, where they 
provide a full range of audio post services. The 
combined 15,000 square feet of space is home to 
seven ADR recording stages, two Foley stages, 
six edit bays and four Dolby-certified re-recording 
mix stages. 

Patrick Rodman is chief engineer, co-owner and 
head mixer at Bang Zoom, and says the studio 
regularly works on television programming for 
Marvel, Amazon, Netflix, Nickelodeon and Warner 
Bros. Some of the studio’s work includes Tom & 
Jerry, Marvel Rising shorts, Lost In Oz, Guardian of 
the Galaxy animation and The Spider-Man. 

Rodman will move from room to room through-
out the locations, but was at Bang Zoom’s West 
Olive Avenue location when Post caught up with 
him. It’s there that he performs most of their ani-
mation mixing.

“I am using an Avid S6 console — 32 channel 
with Mac computers,” he notes. “I love the board.”

Bang Zoom’s studios are all based around Avid 
Pro Tools and the close integration with the S6 
was a huge benefit, says Rodman.

“I was working on the D-Commands and 

D-Controls,” he recalls, “and going to the S6 actu-
ally sped up my workflow.”

He also relies on a range of plug-ins to help 
create efficiencies.

“I use tons of them,” he says of his plug-in 
collection. “I love the Waves bundles. Digidesign 
has some really good ones too. Of course we use 
the Neyrinck plug-ins. I am always looking for 
more plug-ins to affect my dialogue with, as far as 
treatments. That’s always a challenge.”

Additional plug-ins in his toolbox include Audio 
Ease’s (www.audioease.com) Altiverb ($595) con-
volution reverb and Speakerphone ($495) speaker 
simulation plug-in.

Lead audio technician Aaron Gray also spends a 
lot of time looking into efficiencies that can be im-
plemented throughout Bang Zoom’s three locations.

“I have put a ton of thought into future,” says 
Gray. “The big thing I have been working on is trying 
integrate more Dante hardware into our workflows. 
Dante is an audio over Ethernet protocol that is 
really robust. Basically, the stage that Pat works 
on is running Dante. If and when we go to (Dolby) 
Atmos, we will definitely be using it in here. 

“It makes things a lot easier when you just 
plug in Ethernet to a program and be done,” Gray 
continues. “I tend to try to think in the context of, 
‘How do I make everything Dante, including some 
of our older outboard gear?’”

Both Gray and Rodman agree that Dolby 
Atmos needs strong consideration for the future. 

“I personally think Atmos is the way to go,” 
says Gray. “I am hoping to outfit a few rooms here 
with Atmos if the timing and conditions are right.”

Stage A, where Rodman currently works, is set 
up for 5.1 and 7.1 mixing. 

“To make it Atmos, we are going to have to add 
some more speakers in the ceiling and, of course, 
some amps to power those speakers,” Gray explains. 

“And for all of our audio routing, we will route it 
into a device from Dolby called the RMU. And that’s 
what encodes all the pans and all the fun metadata 
that Dolby needs to make an Atmos file.”

The RMU is Dolby’s rendering and mastering 
unit. The company describes it as the brain of 
the Dolby Atmos platform, providing the render-
ing engine for the mix stage, plus tools for room 
configuration, management, and print mastering. 
Using MADI–based audio connectivity, the RMU 
connects to the mix client via Ethernet.

Sue Pelino — Sim Post New York 
Re-recording mixer Sue Pelino, along with fellow 
re-recording mixer Dan Ricci and assistant audio 
engineer Ryan Schumer, joined Sim Post New 
York in Tribeca back in June, having previously all 
worked together at Broadway Video. Pelino says 
the move was very smooth, thanks in large part 
to the familiar set-up they have in their temporary 
audio suite at Sim, which initially served as a small 
DI theater before becoming an audio studio to 
support the team while new rooms are being built 
at the facility.

“The room sounds so amazing, I find it will be 
hard for them to peel me out of there,” says Pelino 
of the temporary space. “We’ve already designed 
three new beautiful audio rooms that are be-
ing constructed on our third floor that Francis 
Manzella from FM Design, designed for us.” 

The new studios are set to come on line in 
November, and will feature similar equipment — 
including the latest version of Avid’s Pro Tools.

“We are constantly upgrading to the most 
recent version of Pro Tools because, collectively, 
all of our audio suites are running Pro Tools. We 
recently upgraded to 2018.7.0, so we are always 
keeping up with the latest upgrades.”

Pelino regularly mixes the Rock and Roll Hall of 

Steve “Major” Giammaria — Sound Lounge
One of my favorite new tools is Audio Ease’s Indoor 
(www.audioease.com - $795), a reverb plug-in that’s 
good for placing sounds into an indoor environment. 
It has a well-designed interface that’s highly visual and 
intuitive. It allows me to mix faster and gives more 
accurate control of sound placement in complex indoor 
scenes (for example, a house party). I’m also a fan of 
the Cargo Cult surround delay plug-in Slapper (www.
thecargocult.nz - $339). I use it to create slap-backs 
off buildings and alleys, as well as more creative special 
effects and dream sequences. Unlike a traditional stereo 
delay, designed for music, Slapper is designed for post. 
It features eight independent delay lines that can be 
panned anywhere in the 5.1 sound field, and a unique, 

streamlined interface.
I also have been experimenting with a Leap Motion 

Controller (www.leapmotion.com - $79). It tracks my 
hand motion in 3D space and translates it into MIDI con-
trol data that powers synthesizer software called Izotope 
Iris (www.izotope.com - $49). Similar to a Theramin, with 
simple hand motions, I can control various parameters 
of the sampler, such as pitch, volume and various filters. 
This allows me to contour sound design elements spe-
cifically to what’s happening on-screen. It’s a real crowd 
pleaser when you use it in front of clients. 

Giammaria’s recent projects for Sound Lounge include 
HBO’s High Maintenance (Season 2-3) and the upcoming 
A24 feature film Slice. Giammaria
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Fame Induction Ceremony, as well as the Victoria’s 
Secret Fashion Show. In fact, she worked on the 
latter last November, mixing the project at Sim in 
Los Angeles. 

“That’s a show I do every year,” she says of 
the Victoria’s Secret special, “and that room was 
set up impeccably…I had a very good experience 
in the Los Angeles mix room and our rooms 
here in New York are set up similarly. That’s 
our goal: to make sure we have equipment 
that is the same, and that the different mixers 
feel comfortable. If I am mixing a show in Los 
Angeles or if one of our Toronto mixers is com-
ing to New York to do an episodic series, every-
one feels comfortable and the rooms translate 
through the different locations.”

For the past two years, Pelino says she has 
been relying on Penteo 7 Pro. The Penteo 7 Pro 
Suite provides a comprehensive set of 5.1 and 7.1 
surround upmixing tools within Pro Tools. Penteo 
delivers a clean upmix with no unwanted sonic ar-
tifacts. The tool includes built-in presets and DAW 
automation to speed up workflows.

“Many of the documentaries and big specials 
like The Rock and Roll Hall of Fame, and Victoria's 
Secret Fashion Show, are music-based shows,” 
Pelino explains. “And many of the elements that 
are combined, in addition to the performances 
by the amazing bands, are little documentary seg-
ments and film clips…That seems to be a common 
thread in any of the specials that I do.”

While music is remixed in 5.1, Pelino says she 
has been relying on Penteo 7 Pro to do clean up 
mixes of the music that appears in documentary 
sections. The goal is to get those segments to 
match as closely as possible the quality of the 
music in the live performances.  

“I find that it really translates perfectly in the 
stereo fold down,” she notes. “There is absolute-
ly no phasing or artifacts, and that to me really 
works as a very important tool in mixing 5.1. 
Especially for the documentary sections where 
we have underscore music.”

Another tool Pelino finds herself using all the 
time is Izotope’s RX Post Production Suite.

“I have been using it at least a minimum of 
three years,” she notes. “We are able to remove all 
noises, clicks, pops, crackle, mouth noises, back-
ground noises…We are able to take out crackling 
from lav mics [and] plosives as well.”

She has worked on a number of comedy shows 
for Comedy Central and Netflix, and the ability 
to take plosives off the mics very easily and very 
clean “has been a game changer. I’d say it one of 
the most important tools we are using currently.”

Beyond the Izotope and Penteo plug-ins, Pelino 
also relies on EQs, automation and reverbs from 
Waves, and Solid State Logic plug-ins that work 
much like the hardware she used earlier in her career. 

“I learned on an SSL console,” she notes. 
“Using the SSL channels and stereo compressor 
really works for me because it reminds me very 
much of the stereo compressor I had on my SSL 
digital console.”

Paul Sandweiss — Sound Design 
Corporation
Paul Sandweiss got his start in the 1970s as a 
live sound mixer and in the mid ‘90s, opened his 
own facility, Sound Design Corporation (sound-
designcorporation.com) in Hollywood. The studio 
specializes in audio for live broadcasts, and regu-
larly works on many of the highest profile awards 
programs, including The Oscars, Emmys, Grammy 
Awards, BET Awards, ACM Awards and Billboard 
Music Awards. Sandweiss, himself, will work on 
anywhere from 12 to 15 events per year. 

“I am hands-on,” he notes. “Anything that 
comes in through here, especially if it has music 
involved, I am hands-on.”

He studied electrical engineering in college, and 
always had an interest in working at the highest level 
of sound quality. When it came time to invest in his 
own studio, he went with equipment from Fairlight, 
which is now owned by Blackmagic Design.

“I’m a long-time Fairlight user,” he says. “I am 
still using all the hardware, which they still make. 
They make a complete controller, a fader pack 
and all that. I have 15 Fairlights.”

Sound Design Corporation has five mix suites, 
and they are all Fairlight-equipped.

“When I listened to and played with all the 
different DAWs in their early stages in mid ‘94 
to ‘95, I found the only thing that sounded good 
was the Fairlight,” he recalls…”Back in those days, 
everything didn’t run on the Windows platform. 
Everything ran on their proprietary operating sys-

tem, which was fine, but at some point everybody 
was going to have to change.”

So far, he’s been pleased with the support 
Blackmagic Design has offered. 

“It certainly matters,” he says of the compa-
ny’s commitment to the product line. “Every 
time somebody puts out a new piece of soft-
ware, then you have to make sure your stuff is 
compatible with the new software. There are 
so many compatibility issues going forward 
that I absolutely want to believe that they are 
going to maintain support of the product. It’s a 
phenomenal product. I don’t even know if they 
know how amazing a product it is?!”

For the Emmys broadcast, Sound Design 
Corporation created sound design, in-house, for 
all of the nominee packages. He will then take 
a flight pack system, bringing multiple Synergy 
recorders with him to capture the live music. 

“I’m working with the band and live artists that 
are coming in to perform,” he explains. “I still use 
an outboard console, but the Fairlights do all the 
recording and heavy lifting — mixing and prepar-
ing. It’s convenient because Fairlight has always 
integrated video with their audio.”

The Synergy system, he says, is very flexible, 
giving him complete control for editing and mixing.

“It accepts all the plug-ins, so you can have 
all your favorite reverbs and effects. It’s a very 
concise, fast-working environment. You’ve got to 
turn around this stuff real quickly these days.”

In the weeks ahead, Sound Design Corporation 
will be working on Black Girls Rock!, The 
Primetime Emmys, a 90th anniversary Mickey 
Mouse special, a remake of Elvis’s 1968 in-the-
round concert and a tribute to Quincy Jones, who 
turned 85.  

AUDIO TOOLS

I’ve been using Nuendo since Version 1.0, ever since I first 
tried it when I realized how intuitive the UI, structure and 
workflow is for how I approach projects. Nuendo (www.
steinberg.net - $1,880) is a Swiss Army knife that can handle 
any aspect of audio post production or interactive sound de-
sign, allowing me to go from cinematic mixing, linear sound 
design, interactive music composition, and game audio asset 
building all in the same environment at a fraction of the cost 
compared to the hardware-bound competition. Nuendo also 
keeps up with the constantly evolving new technologies and 
techniques, often being the first mainstream DAW to incor-
porate them in a polished and usable toolset.

Kristoffer Larson 
—Formosa Group

Larson
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FAMILY
VACATION

DRACULA AND THE GANG SET SAIL ON  
THE CG SEAS IN HOTEL TRANSYLVANIA 3

BY KAREN MOLTENBREY

Post_September2018_2.indb   30 9/10/18   10:24 AM

http://www.postmagazine.com


www.postmagazine.com 31POSTSEPTEMBER 2018

T
he beloved ghouls from the Hotel Transylvania 
franchise are back, bringing their unique 
sense of fun and animated style to the big 
screen for the third time under the direction 

of Genndy Tartakovsky and his creative teams at 
Sony Pictures Animation and Imageworks.

In Hotel Transylvania 3: Summer Vacation, 
Tartakovsky takes the characters — and anima-
tors — out of their comfort zone with exotic (and 
challenging) locations beyond the familiar hotel 
grounds, and with new characters introduced into 
the mainstay monster cast. 

“This film is a lot bigger than the first two 
films — it eclipses them in scope and scale,” says 
Tartakovsky. “There are all kinds of new locations. 
We get to see the Bermuda Triangle, the lost city of 
Atlantis, an underwater volcano. These are grand-
scale places that monsters can go to take a break. 
It’s a comedic spectacle.”

The adventure starts when Drac’s daughter, Mavis, 

books a luxury monster cruise so Dracula, who 
spends his time planning vacations for others at his 
hotel, can get some R&R himself. Once aboard, the 
usually overprotective father falls for the ship’s cap-
tain, Ericka, who seems perfect — a little too perfect. 
Mavis becomes suspicious, and rightly so, as Ericka 
is hiding a deadly secret. She is a descendant of 
Abraham Van Helsing, an ancient nemesis to Dracula 
and the other monsters, and she has far darker inten-
tions in mind than rosé and romance.

Once again, Tartakovsky brings his unique 
sensibility to the film’s animation, with its pushed, 
Tex Avery-like cartoony style. “Poses are pushed 

really far, and when you’re doing that in com-
puter graphics, it can obviously cause a lot of 
consternation and headaches down the pipeline 
as animators try to hit these incredible poses 
Genndy is expecting,” says Michael Ford, visual ef-
fects supervisor. “Genndy’s animation style really 
breaks physics. So, the question is, how do we use 
our tools to unbreak it?”

Striking a Pose
Starting with the original Hotel Transylvania in 
2012, the artists began developing body and facial 
rig techniques and tools that allowed them to 
create the action in accordance with Tartakovsky’s 
style. “We’re putting in a lot of extra controls and 
deformers that give the animators the flexibility 
of creating all these different poses,” says Ford. 
“On top of that, we have what’s called our Tweak 
system, so we can basically add any number of 
additional deformers and layer those to work in 

parallel with our rig. So an animator can be using 
the standard controls they have on the rig, but if 
they need something really specific in terms of 
pose, they can actually sculpt it themselves and 
add it in — whether they use it for the whole shot 
or on just one frame — to build the look they need 
based on what Genndy wants.”

The animators also used a new tool called Pose 
Stamp, whereby artists create a pose and then 
“stamp” it, duplicating a piece of a character (such 
as a limb) and then placing that in slightly different 
positions to achieve a speed-blur effect seen in 
traditional 2D animation.

Characters with Character
Many characters from the first two films are back, 
but since it has been three years since the last film 
was released, they needed some updating, partic-
ularly when it came to shaders. For the most part, 
Dracula has the same rig from the original movie, 
though it had been upgraded slightly for the sec-
ond film, and yet again for the third. “We basically 
have new controls and new functionality. We also 
made slight modifications to some of the textures 
and some of our newer CFX tools,” he says. “They 
weren’t huge modifications, but everything got a 
slight upgrade where needed.”

Also, the monsters received a new wardrobe for 
their cruise. Sometimes this made things easier for the 
animators, sometimes not so much. Dracula ditches 
his trademark cape — practically a character itself — 
for shorts and a Hawaiian shirt. Mavis, on the other 
hand, dons a loose-fitting sundress that required the 
animators to work more closely with the simulation 

department to make the garment relax appropriately.
“In a Hotel Transylvania film, the cloth and hair 

team (CFX) kind of take it on the chin a little be-
cause of these really extreme character poses. The 
CFX team has pushed to adhere to the rule sets 
that we make for the characters,” says Ford. 

While a small amount of internal detail is added 
to the cloth, such as for Drac’s cape, the focus is 
on the silhouette. To this end, the CFX team uses a 
variety of tools, including a cloth cache compositor, 
whereby the artists simulate specific frame ranges 
for the cloth using different settings and combine 
and blend those frame ranges together to create a 

Sony Pictures Animation and Imageworks have brought the Hotel T ghouls back to CG life.
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cohesive look for the cloth simulation. 
Making their debut in Hotel Transylvania 3 are 

Ericka and her great-great-grandfather, the legend-
ary monster hunter Abraham Van Helsing.

“When Ericka is in deception mode — when we 
don’t know that she’s evil — she is very sweet and 
all her dialog sounds very pleasant, and we animat-
ed her as softly and warmly as possible. We kept 
her very calm and smooth, in a way that characters 
don’t usually move in the Hotel Transylvania world,” 
says animation supervisor Alan Hawkins. “When you 
are first introduced to her on the boat, you see her 
move in a way that’s a little outside of the style of 
these films. But when she gets into her evil reveal, 
she starts moving a lot more sharply and quickly, 
her lines are less soft and rounded, and she gets a 
lot more straights in her posing.”

Hawkins continues: “It was important to Genndy 
to create a character that’s a match for Dracula, not 
just emotionally, but physically. Dracula is our most 

pushed character — he can do almost anything — 
and so with Ericka, we had to find a way to do that 
as well. When she’s being really evil, she’s doing 
some pretty extreme stuff that is on par with what 
Dracula can do.”

According to Ford, the most challenging char-
acter, however, was Van Helsing. Times two. The 
team had to build both a young and old version. The 
younger character has a very distinctive hairstyle 
that resembles horns, and that iconic shape had to 
carry over in the older gent, despite his thin, fine hair. 

The character’s face changed quite a bit in the 

aged version, too; therefore, two different models 
were built. Creating further complication was the old-
er man’s mustache. “Mustaches in general are hard 
to control because they move based on what the 
skin is doing underneath,” explains Ford. “Genndy’s 
animation style really pushed this character into 
extreme poses, and this had an adverse effect on the 
mustache. And our CFX team had to figure out how 
to get this mustache to look appropriate.”

Old Van Helsing is also Ford’s favorite character 
in the movie. “He’s not an attractive man, but he has 
so much detail and so much personality. He’s got 
skin that feels old and weathered, and then there’s 
that scraggly mustache,” says Ford. “I love the per-
formances that the animators got out of him. He’s 
not scary; he’s almost endearing in a way.” 

Also new is a huge kraken which appears in a 
battle sequence near the end of the film that high-
lights work by all the teams. 

“Like all things in Hotel Transylvania, Genndy 

didn’t want it to be scary; it had to have some 
humor to it,” says Ford of the character. “So, there’s 
this giant creature with all these tentacles slamming 
to the ground and basically destroying this arena. 
The animation is moving at incredible speeds, but 
that is the speed Genndy wanted. And all the de-
partments that were downstream from that anima-
tion, especially effects, had to contend with things 
that weren’t necessarily real in terms of the physics.” 

When the tentacles hit the water, one of the ef-
fects animators pointed out that it was traveling at 
Mach 4, so the effects team had to slow down and 

manipulate time on the tentacle in order to get a 
water sim and any associated debris to work. 

“The sequence shows how animation drives the 
way things are going to look, even what’s coming 
out of the departments downstream,” says Ford. 
“All the teams rose to the occasion of making sure it 
looked and felt real, in a Hotel Transylvania way.”

Exotic Destinations 
In Hotel Transylvania 3, Tartakovsky, co-writer on the 
film, continues with the hotel jokes since, after all, a 
cruise ship is basically a hotel on water. And, there 
are a lot of new environments – “more than any 
other movie I’ve worked on, especially in the Hotel 
Transylvania series,” says Ford.  

One of the more complex is an underwater vol-
cano, complete with a simulation, as it was always 
erupting. “When Genndy first told us, you could 
hear a pin drop in the room,” says Ford. The volcano 
had to fit into the Hotel Transylvania world, which is 

bright and colorful. But, underwater volcanoes are 
actually the opposite: dark and scary. Production 
designer Scott Willis added a red underlight that 
was pretty and bright, and Ford and his team 
dressed the location with coral and kelp, adding 
details that made the locale seem real.

Also challenging was the Bermuda Triangle, 
from its waterfalls to the tower of wrecked ships. 
“It is a literal triangle in the middle of the ocean, 
with thousand-foot waterfalls into an abyss,” Ford 
explains. “How do you create a thousand-foot-tall 
waterfall that’s cascading into a big hole in the 

Animators used a new tool called Pose Stamp to help achieve a speed-blur effect.
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middle of the ocean? How’s that going to look? 
There is no real reference for that.”

The artists also had to build, and then destroy, all 
the ships that are piled up in the location (including 
some actual famous boats that allegedly disap-
peared in this area). “We needed a perfect structure 
that we could shoot from all angles but make it feel 
big and like it had been there for a long time,” says 
Ford. “It took all the tricks in the book from our 
modeling, texturing, and look development teams, 
as well as our lighting teams, to make this pile of 
boats feel big and unique, but also comical.”

In addition, the animators had to construct the 
lost city of Atlantis with a massive casino built under 
the sea. “Genndy, I think, was trying to break us,” says 
Ford with a laugh. The casino floor is an aquarium. 
The ceilings, walls, and floors — every surface — was 
reflective glass and metal. Outside, animated fish, 
whales, and other sea creatures swim by. Inside are all 
the elements found in a casino: a bar, gaming tables, 

slot machines. And, the location is not short on details: 
even the slot machines contain motion graphics. 

“When you pull a slot machine, it actually an-
imates. And there are lots of different machines. 
There was a lot of artwork generated for that by our 
amazing matte-painting team,” Ford adds. 

Then, monsters were inserted into this extremely 
complex set, which also features ancient ruins. 

“It was layers of complexity on top of other layers 
of complexity in terms of the environment builds. It’s 
definitely the biggest environment that I’ve built on 
a movie, especially for a sequel,” says Ford. The loca-

tion includes a giant colosseum that rises out of the 
sea, which had to be built and then destroyed pur-
posefully, with careful choreography, by the kraken’s 
tentacles — and with the use of Houdini software.

As Ford points out, the software works well 
under real-world scenarios, but the movie does not 
feature real-world situations and visuals. So, the art-
ists had to find ways to bend the software to their 
needs of Tartakovsky’s exaggerated animation style.

In addition to these locations, the group cre-
ated a detailed airplane, populated and flown by 
Gremlins, and filled with a real attention to detail. 
The cruise ship itself was a massive environment 
with various sections, such as a swimming pool 
and decks. It sports more than 5,700 portholes and 
other fine details. 

Water, Water Everywhere
When Tartakovsky told the crew they were doing 
a Hotel Transylvania 3 on a cruise ship, the initial 

realization, says Ford, was they were going to 
have to deal with a lot of water. And they were 
correct in that assessment, as the environments 
were located on, or below, water. “Genndy’s car-
toony style doesn’t necessarily lend itself to the 
physics of water,” he adds, “and every location has 
some sort of effects or simulation component to 
it. For example, not only is the boat on the water, 
but the boat has a pool where a monster volley-
ball game takes place.”

The effects team studied a lot of different 
types of water movement, as it was important for 

the water to look real, at least real in the Hotel 
Transylvania sense. This involved adding an artis-
tic, manipulated layer on top of a physics-based 
baseline. Using Houdini, the effects artists gen-
erated numerous layers of water, including a sur-
face layer, particle layer, and a vapor layer, which, 
when combined, provides what Ford describes 
as a “good look, especially in the cartoon world” 
and a result that allows the effects animators 
ultimate control of each of the layers that make 
up the water. 

However, when the giant kraken interacts with 
the water, it pushes things to the limit, as the simu-
lation software is not made to work at extremes. “If 
things are too big in the computer world, it starts to 
break and fall apart,” says Hawkins. 

Making A Statement
Unlike many animated features which contain a 
good deal of dialog, Hotel Transylvania 3 features 

a number of scenes where the performances and 
music drive the story. Because of this, the animation 
has to speak volumes and deliver on the gags. 

Beyond the laughs, though, is an endearing 
story of family and friends who look out for one 
another. And when the characters find them-
selves in unfamiliar territory, it is their ability to 
rely on one another that enables them to 
conquer these new situations and challenges. 
The same can be said of the teams at Sony 
Pictures Animation and Imageworks that worked 
on this film.  

Much of the action takes place on or in water, so artists relied on Houdini to create multiple layers of water.
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MEGATRAX IMPROVES SEARCH 
FUNCTIONALITY; LAUNCHES NEW 
PERCUSSION SERIES
NORTH HOLLYWOOD 
— Megatrax (www.
megatrax.com) has in-
troduced a new search 
tool that makes finding 
tracks even easier 
than before. The “More 
Like This!” tool allows 
users to find additional 
tracks that sound sim-
ilar to the one they’ve 
previously chosen. The 
tool can help narrow 
a search by pulling 
similar attributes from 
category and descrip-
tion fields.

“We are very 
pleased to add ‘More Like This’ functionality to our Website search system,” 
says Megatrax CEO, Ron Mendelsohn. “This important feature, developed in 
response to many client requests, will allow Megatrax users to save valuable 
time and fine-tune their searches in a way never before possible.” 

Megatrax has also introduced a new series titled “Percussion For 
Commercials.” The drum-driven series features variation of 24 tracks that 
range from electro drums and bongos to tribal rhythms and hand claps. 
Drummers Gregg Bissonette and Joey Peters both contributed to the series.

“Our music directors noticed that percussion beds are used increasingly 
in commercials, and we were starting to get more and more client requests 
for this,” explains Mendelsohn. “While we have done many percussion al-
bums in the library, most of them are geared toward trailers. This is the first 
one geared towards commercials.”

In addition to percussion sounds from drum sets, hand drums and 
electronic drums, the series features ethnic percussion, claps, toms, sticks, 
snaps, bells, bongos and whistles. Several tracks include vocal effects, horns 
and synth colors to add variety to the palette.

Mendelsohn points to one of his favorite tracks in the series — “Nothing 
But Net” — a sports-oriented cue that features basketball dribbling, sneaker 
screeches, whistles and air horn blasts.

PRODUCTION MUSIC CONFERENCE 
APPROACHES
LOS ANGELES — The fifth annual Production Music Conference (pmc.pmamu-
sic.com) takes place this month, and a limited number of tickets are still avail-
able. The event is set to run from September 26th through 28th at the Loews 
Hollywood Hotel in Hollywood, CA, where leaders in the production music 
industry will join forces for two full days of panels, learning and networking 
opportunities. 

The PMC’s mission is to provide valuable information and share best prac-
tices in a positive and inspired forum to attendees involved in all aspects of 
production music. The schedule is packed with learning opportunities, includ-
ing keynotes by Tyler Bates and Dominic Houston. A range of presentations 
and panel discussions are also planned. Some of the schedule highlights in-
clude the following sessions: “Music Library Audio Mastering Primer,” “Women 
in Production Music: Styles, Strategies and Survival,” “How to Score Big,” “The 
State of Audio Recognition and Monitoring Technology” and “Production 
Music in Asia.”

The PMA is also accepting submissions for the “Demo Derby.” Pros are 
being offered an opportunity to submit a track for realtime review by some of 
the top music supervisors in the field.

The show will kick off with the Fourth Annual Mark Awards, which are ded-
icated to honoring excellence in the production music community. Named in 
honor of the late Andy Mark, who was a library owner and founding member 
of the PMA, the Mark Awards recognize the very best in production music in 
27 categories.

KILLER TRACKS INKS LICENSING DEAL WITH MILES OF MUSIC
SANTA MONICA, CA — Killer Tracks (www.killertracks.com) has reached an 
agreement with Tel Aviv-based Miles of Music to represent its 10 Miles label in 
the United States.

Specializing in Mediterranean, Middle Eastern and Balkan music, 10 Miles has 

produced more than 50 albums of original music for movie trailers, television 
promos, advertising, sports, games and other media. The collection includes 
work by the region’s top composers, producers and artists, and runs the gamut, 
from traditional ethnic sounds to Middle Eastern pop, rock and hip hop. The 

agreement marks the first time that 10 Miles has 
had representation in the United States.

“Miles of Music has done a phenomenal job in 
mining the diverse talent of its special region of 
the world,” says Killer Tracks VP of production 
Carl Peel. “The music is beautifully produced and 
tailored to the production music market. We are 
excited to introduce this very unique collection to 
the US.”
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PRO SOUND EFFECTS ANNOUNCES SOUND LIBRARY SOLUTIONS FOR JAPAN
BROOKLYN, NY — Pro Sound Effects (www.prosoundeffects.com) has an-
nounced that, due to increasing demand from customers, its general sound 
effects libraries are now available in Japanese.

“Having access to a wide variety of high-quality and well-organized sound 
effects is essential for any studio or company creating professional media, and 
any sound library is only useful if you can find the sounds you need quickly,” 

says Jeremy Siegel, licensing manager at Pro Sound Effects. “With our metic-
ulously-detailed, rich, embedded metadata now being available in Japanese, 
companies and individuals in Japan now have access to the same essential 
audio resources relied upon by PSE clients around the rest of the World.”

The company’s global customer base includes Nintendo, Turner and 
Electronic Arts, who create sound for film, TV, video games and more.

FIRSTCOM WELCOMES 
NEW LABELS AND  
A FRESH APPROACH
CARROLLTON, TX — FirstCom Music (firstcom.com) 
has added four new boutique labels to its growing 
roster — Aurora, Freshworx, Nova and True Stories — 
with a fifth launch this month of a new label,  UK-
based Pedigree Cuts, featuring 100-plus albums.

Pedigree Cuts was created by Elliot Ireland and 
Alex Rizzo, with the idea of breaking down the walls 
between commercial and production music so that 
content producers and editors could easily find 
relevant, authentic music created by world-renowned 
commercial artists. According to FirstCom, the artists 
on Pedigree are what make the label’s name so ap-
propriate; their releases are no mere approximations, 
they are the "real deal."

“We don’t commission albums to be done ‘in 
the style of’,” confirms Rizzo. “We simply release 
the works of artists who do that style.” That means 
albums featuring the work of commercial artists 
such as Goldie, Finley Quaye, Afrika Baby Bam (The 
Jungle Brothers), Ulrich Schnauss, Mark Peters and 
The Brand New Heavies.

The label selection isn’t the only thing evolving at 
FirstCom Music. In October, the company will launch 
an all-new firstcom.com with a more powerful search 
engine, simplified digital-friendly licensing structure 
and a fresh, contemporary brand update.

“This is an exciting time for FirstCom Music,” says 
Cristy Hyatt Coffey, director of marketing, FirstCom 
Music. “We are beginning a new journey with our cli-
ents by building on the solid foundation that we have 
established over the last 38 years. Our entire team is 
committed to bringing new technology, and a relent-
lessly helpful approach to customer service.”

FirstCom Music is expanding under the new 
leadership of Billy Stover, who recently joined the 
team as the new VP of sales and marketing. With a 
background in customer service, sales and technol-

ogy, he plans to lead the tenured team by embracing a forward-thinking philosophy on sales 
and creativity.

“From day one, it was clear the FirstCom Music team is extremely passionate about creat-
ing quality music and about its clients,” says Stover. “I am delighted to have the opportunity to 
lead and to grow with this extraordinary group of people. There are amazing times ahead and I 
want us to be successful. I also want us to have fun along the way. While things are evolving at 
FirstCom, the constant is the focus on our clients and our drive to bring them the music solu-
tions they need. At the end of day, it’s all about helping our clients reach their creative goals.”

INDUSTRY PRO MANNINO TO 
REP TEMP LOVE’S CATALOG 
SAN RAFAEL, CA — Audio storyteller Temp Love (http://
templove.com), currently celebrating its five-year anni-
versary, has signed longtime music industry pro Marc 
Mannino to serve as representative of the company’s mu-
sic catalog. The announcement was made by Temp Love 
co-owners John McDermott and Christian Hanlon.

A young and up-and-coming music company built from 
years of experience, the Temp Love team, comprised of 
20 audio professionals nationwide — including composers, 
mixers, music supervisors and music legal specialists — 
brings a holistic audio approach to every one of its clients’ 
productions. Temp Love’s new headquarters is within the 
historic 32Ten Studios site in Marin, CA.    

“We are pretty damn happy and stoked to have Marc 
Mannino now representing our catalog,” says Hanlon. “He’s 
the type of guy that understands the value of music across 
all media, and has a laser focus on forging innovative and 
lasting relationships between multiple content creators.”

Hailing from New York City, Mannino has an exten-
sive background representing some of the largest music 
publishers in the world. Before his association with Temp 
Love, Mannino had most recently been the East Coast 
director of music licensing for Elias Arts. There, he devel-
oped strategic relationships with Netflix, Showtime, Grey 
Advertising, Ogilvy and McCann, among others. Prior to his 
role with Elias Arts, Mannino had earlier been the director 
of music synchronization for Imagem Publishing USA, also 
based in New York. There, he drove significant revenue 
growth across three wildly diverse catalogs: Rodgers & 
Hammerstein, Boosey & Hawkes, and Imagem Music Pop, 
including the acquisition of the Elvis Presley catalog.
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tudent enrolled at education insti-
tutions offering instruction in the 

digital arts, particularly art, animation and 
modeling, graduate with the expectation 
of being prepared for the next step in 
their life: The start of a career in the in-
dustry. The unspoken arrangement is that 
students work hard, and schools provide 
the necessary instruction and guidance to 
prepare them for that journey. 

Schools teach students how to capital-
ize on their creativity. They learn the nuts 
and bolts of their craft, whether that’s 
modeling, texturing, lighting, compositing, 
animation, rigging or a related skill. They 
are taught storytelling principles. And, 
they are shown how to combine those 
skills into a final product. 

Nevertheless, there are areas — some 
tangible, some not so much — in which 
students often are lacking when it comes 
to a solid, well-rounded educa tion that 
will lead to future suc cess. These are 
issues that seem to touch many students 
at many schools, and are not confined to 
a particular institution. 

NEW TO ACADEMIC RIGOR
Marilynn “Max” Almy, dean of Savannah 
College of Art and Design’s (SCAD’s) 
School of Digital Media, observes that, in 
general, students are new to academic 
rigor. “Their lack of experience about what 
it takes to succeed in the industry and in 
their careers may be evident. However, 
they make up for that in time, with prepa-
ration and experience, to launch their 
careers,” she says. 

SCAD tries to remedy this problem by 
providing real-world experiences for its 
students. “The students work on real proj-
ects with the demands and timetables of 
working with real clients. They often work 
in teams, where they learn to communi cate 
effectively and collaborate collectively,” 
Almy points out Moreover, SCAD has many 
career advisors who make sure that stu-
dents are fully prepared with career training, 
great port folios, Websites and resumes, and 
then help usher them into exciting intern-
ships and jobs at major companies. 

Derek Flood, associate direc tor 
of visual effects for Academy of Art 
University’s Animation and Visual Effects 
Education, agrees that real-world experi-
ence is a necessity. He believes that 
students coming straight out of school 

often lack the practical real-world experi-
ence to handle demands of a produc tion, 
including the ability to work on a team 
and under a deadline. 

“For this reason, we have developed 
what we call ‘StudioX,’ which are a series 
of advanced-level classes that em ulate a 
production environment, but are facul-
ty-mentored,” Flood says. In these classes, 
students work on actual shows, with real 
deadlines, and encoun ter real problems 
and challenges that surface during the 
course of making a film. Here, the stu-
dents learn how to work together as a 
team, how to work well under pressure 
and how to creatively solve problems. 

“The work that comes out of these class-
es speaks for itself. But beyond that,” Flood 
says, “the experience the students gain in 
these StudioX classes (where the X stands 
for experi ence) has been tremendously 
important in preparing them to be ready to 
transition from school into a studio job.” 

Pete Bandstra, program director of 
3D Arts at Full Sail University, says there 
are three main factors all students need 
in order to be successful: the abil ity to 
work with others, a strong portfolio and 
a strong work eth ic. The latter, he says, 
can carry an individual a long way in life 
and make them a valuable asset to any 
production house. 

IMAGINATION AND PROCESS 
While all the schools inter viewed here ac-
knowledge the importance of teamwork 
and real-world structure, others main tain 
that process is of utmost importance, 
too. Jazno Francoeur, program director, 
Bachelor of Fine Arts in Digital Art and 
Animation at DigiPen, is one of them. 

When asked what students today seem 
to be lacking in terms of their education 
at any given school, Francoeur responds, 
“That is a difficult question, as the answer 
will vary greatly depending on the type 
of student and institution. For instance, 
many vocational/tech schools will only 
instruct a student in the nuts and bolts 
of a craft, but will not provide a varied 
curriculum with general education classes 
germane to their passion, nor will there be 
continuity between courses.” 

Any art/animation program worth its 
salt, according to Francoeur, will have a 
serious foundation that addresses skills 
such as perspective and anatomy, as every 

traditional discipline can be extrapolated to 
the digital world. “For instance, if we note 
that our students are struggling with 3D 
lighting, the initial remedy is not to double 
up on the technical issues with the soft-
ware, but to look further upstream in the 
foundation year and address the problem 
as it relates to hand skills and theory.” 

As Francoeur points out, the hardest 
thing to teach is pro cess, since technical 
knowledge is readily accessible online — 
many companies, such as Autodesk, have 
granular tutorials available for free, which 
means that anyone who is self-moti vated 
can learn the interface and functionality of 
a program. “This is why we are software 
agnostic at DigiPen and do not put faith 
in the tool insomuch as using the tool.” 

Process, as DigiPen sees it, entails a few 
specific areas: investigation (relevant and 
actionable research), inspiration (how to 
iterate thumb-nailing and sketching based 
on that research), execution (how those 
designs evolve into polished, professional 
assets) and innovation (the added value 
that makes the work uniquely appealing 
or technologically groundbreaking). 

“It’s not uncommon for new artists to 
underestimate the importance of the first 
two categories, as they are eager to jump 
straight into the software,” Francoeur says. 

Also vital is the ability to take risks. “I 
always push the impor tance of a posi-
tive attitude and a fearless confidence in 
taking on the unknown. Most students like 
to stay with known quantities, but that’s 
the opposite of inno vation,” says Mark 
Henne, pro gram director of DigiPen’s MFA 
program in Digital Arts. “Students need to 
learn that there is no wasted knowledge. 
It all adds up toward creating as whole. 
And the question of ‘Why do I have to 
learn this?’ is reflective of not understand-
ing how subjects are interrelated. Having 
this attitude [of risk taking] is import-
ant because that’s what will keep them 
interested and creating new things. In the 
working world, those with this quality are 
the ones who find opportunity.” 

Bobby Beck, CEO and co founder of 
the online animation school Animation 
Mentor, be lieves that imagination is often 
missing in most student work. “When 
you give an assignment like [animating] 
a heavy lift, you tend to see the same 
heave lift of a box over and over. What 
we try to teach our students is there are a 
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million ways to show this,” he says. “Show 
us, and the recruiters, something new, 
fresh and exciting. Of course, it has to be 
executed well, too, but imag ination is key, 
and having unique ideas will make you an 
incredibly sought-after animator.” 

Gnomon director of educa tion Max 
Dayan stresses the importance of prob-
lem-solving and pushing one’s self. “It’s 
hard to generalize all students, but prob-
lem-solving skills are extremely crucial 
to student success. Individuals who can 
re search solutions, formulate and test 
different strategies not only see better 
results in their work, but also build their 
confidence,” he says. “I think in order to 
stand out, you have to push your work 
beyond ‘done.’ The last one percent is the 
hardest part of any ani mation, but it’s the 
difference between good and amazing.” 

Colin Giles, head of Anima tion and VFX 
at Vancouver Film School, agrees on the 
importance of problem-solving. “The most 
important tool we can prepare our stu-
dents with is problem-solving. No matter 
the rapid changes in technol ogy or com-
munication, the greatest value a student 
can offer a prospective employer is their 
ability to think critically in the workplace,” 
he says. “This prepares [them] for a career 
as opposed to simply a job.” 

Just as important, maintains Mauricio 
Hoffman, animation in structor at 
Gnomon, is the need for animators to 
not just “do,” but also to “observe.” As 
he ex plains, motion, visual storytelling, 
and thought processes are hard things to 
study because of their ephemeral nature, 
and because of that, there is a need to 
really study motion before attempting to 
interpret it through animation. 

“A common mistake is to think that the 
animation process hap pens exclusively in 
the computer, with posing characters or 
saving keyframes,” says Hoffman. 

To this end, Gnomon places a good 
deal of emphasis on the pre-planning of 
scenes, gather ing and observing refer-
ence and understanding the scene and its 
characters, even before a single keyframe 
is set. “Computers and software will always 
evolve, and new animation techniques may 
be developed, but the one thing that will 
stay relevant is the need for observation 
and understanding motion, visual storytell-
ing and thought pro cesses,” he iterates. 

THE B SIDE 
Many student artists and animators want 
to see their craft solely as an art form. And, 
indeed, it is an art form. But, to overlook the 

fact that it is also a business is a big mistake. 
Ronni Rosenberg, dean, Faculty of 

Animation, Arts, and Design at Sheridan 
College, stresses that students should 
understand the structure of the particular 
branch of the anima tion business they are 
working in. They can set about doing so 
by asking questions, such as, ‘Who financ-
es the production?’ ‘Why are they asking 
for specific things to be included in the 
production?’ ‘What audience are they try-
ing to reach?’ ‘How does the project earn 
money’ and ‘How is that money divvied 
up among various partners?’ 

Jim McCampbell, Computer Animation 
education head at Ringling College of Art 
and Design, agrees with that assess ment. 
“Many students don’t pay close enough 
attention to the business world. Money 
drives the animated feature-film industry, 
and students need to track current events 
in order to align their skills with current 
and future industry needs,” he says. “This 
is an important aspect to remaining rele-
vant and market able in today’s world.” 

Students, especially art stu dents, are 
definitely challenged on the business 
considerations of being a professional 
artist, according to Justin Zurrow, ad junct 
professor, Computer Art at SVA (School 
of Visual Arts). 

“Learning how to network, negoti-
ate a contract and manage finances are 
just a few business skills that can give a 
newly graduated artist the advantage in 
the early stages of their career. Nothing 
replac es experience, but starting a career 
is difficult, and artists are expected to 
know more about business than most 
schools have the time to teach,” Zurrow 
says. “At SVA Computer Art, we require all 
graduating students to take a class called 
Business of Being an Artist. Within this 
curriculum, we discuss as many aspects of 
working profession ally that we can.” 

THE NEXT STEP 
Students have their hands full learning 
the ABC’s of their craft. However, there is 
so much more they need to master be-
fore they embark on a career. Employers 
are looking for craftspeople who can 
model and animate. But, that is just half 
of the equation. 

Artists and animators work as a group. 
If you lack the proper interpersonal skills, 
chances are there is an artist with the same 
skill set who can thrive in a group environ-
ment. Guess which person will get the job? 

Karen Moltenbrey is the chief editor 
of Post's sister publication, CGW.  

By Alla Chernova, Gnomon

By Camilo Castro, Ringling

By Melody Wang, Sheridan

By Jeong Min Lee, 
Academy of Art By Charbel Kamar, Full Sail
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he subtext of SIGGRAPH in 
Vancouver has generally been 

about the evils and advantages of out-
sourcing. The whole reason the North 
American version of SIGGRAPH ever 
left the U.S. is because so many content 
creation jobs had moved to Canada — 
many of them, just up the road from Los 
Angeles to Vancouver. 

Just how short that road can be 
became evident this year as the smoke 
clouds from forest fires from British 
Columbia down to Los Angeles county 
covered the skies above Vancouver and 
the cities north and south.

But, in the four years since SIGGRAPH 
was last held in Vancouver, the equation 
that added up to migrant content creators 
having to move to where the jobs are, and 
worse, jobs moving to the places with 
lower costs of living, has changed dramat-
ically. Large studios have discovered that 
decisions based on dollars alone does 
not necessarily equate to quality content. 
Also, the trend to outsourcing has contin-
ued to the point that the industry is even 
more decentralized. It is an unforeseen 
consequence of this trend, that talented 
creatives have more leverage. 

The dynamics of the business are 
changing due to two big shifts. Number 
one is the rise of streaming video net-
works, such as Amazon and Netflix, which 

has created an explosion of demand for 
content. That boom doesn’t seem to 
be waning as people have developed a 
taste for long-form content. (Admittedly, 
however, as producers race to fill the void 
for content, the quality is taking a hit and 
the golden goose isn’t always feeling so 
healthy.) A supporting trend is the rise 
of DIY subscription channels as creative 
people experiment with different types of 
content to run on YouTube and Vimeo on 
a subscription basis. 

Number two is the ongoing and un-
stoppable advance of technology, which 
is enabling remote computing and cloud-
based processing. Where one lives has 
become a lot less important than what 
one can do. 

JON PEDDIE RESEARCH 
With that backdrop, Jon Peddie Research 
has charted a rise in the fortunes of the 
CG industry, and somewhat surprisingly in 
the fortunes of SIGGRAPH. 

The chart shows the growth in hard-
ware and software, and whereas the 
software aspects of the market have 
been slow to flat, the hardware segments 
have been varied, influenced by consum-
er products such as game consoles. It’s 
important to note that software prices are 
coming down, but the number of people 
using that software rises proportionately. 

Price elasticity works dynamically in the 
content creation industries. 

As an aside, virtual reality, which has 
gained so much attention, is hardly a 
factor in either hardware or software, and 
despite some glowing forecasts, we don’t 
think it will be for a while. The main point 
of exploration for VR today is in content 
creation and design for professionals. 

VIRTUAL STUDIOS
At the annual JPR luncheon discussion 
during SIGGRAPH, we discussed the evo-
lution of software and content creation 
especially as companies explore the use 
of cloud-based resources. Individual users 
are grappling with the advantages and 
disadvantages of subscription plans for 
software versus open source resources 
and perpetual licenses. One of the conse-
quences of large studios going outside for 
special effects, and other contract work, is 
an increase in independent workers who 
are going freelance or working for small 
houses. Sometimes, subscription plans, 
equipment rental, rendering contracts, 
etc. are designed for large businesses with 
the ability to distribute licenses through-
out their workforce. The payment plans 
designed for large companies are not 
likely to suit smaller vendors and individ-
uals who want to access cloud resources 
for collaboration and remote processors. 
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Subscriptions allow small groups and 
individuals to ramp up for projects, but it 
doesn’t allow them to hang on to software 
and increase their skills during dry periods. 
JPR believes the gulf between large com-
panies and individuals or contractors is 
going to be an important topic in the con-
tent creation industry. Often, the two sides 
do not seem to understand each other. 

The panel, which included Ton 
Roosendal, a leading content creation pro-
gram developer; two developers of virtual 
studio software — J.C. Prunier of Pocket 
Studio and Mathieu Mazerolle product 
manager of Athera; an independent artist 
Ian Spriggs; and Jellyfish Pictures CTO 
Jeremy Smith, who builds collaborative 
system, held a range of views on the 
topic of licensing, but they were unified in 
their desire for better ways to collaborate 
and support for independents and small 
houses. What will happen is what always 
happens, there will be plenty of options, 
but employers will call the shots. If they 
do, however, they will also have to pay the 
bills for cloud-time and maybe even soft-
ware licenses. The creative industries are 
embracing open source because these in-
dustries are founded on collaboration and 
content exchange. Questions of licensing, 
per force, adapt to the requirements of the 
creatives as well as the studios. 

Beyond the panel, JPR sees the de-
mand for programmers, artists, scientists 
and designers continuing to be strong and 
we’re seeing startups arrive in emerging 
and reborn markets such as augmented 
reality, virtual reality and casual games. 
The arrival of new APIs and platforms are 
also stimulating development. Firms are 
actively looking for people who can use 
and exploit these new programs and their 
associated hardware accelerators.

There is always the fear that as technol-
ogy becomes more powerful, job resourc-
es might correspondingly dry up. There 
are challenges: companies will be able to 
hire the best person for the job rather than 
the person most conveniently located for 
the job. Automation is going to streamline 
workflows, and possibly reduce head 
count in some areas. But, this is a time of 
expanding opportunities. Right now, the 
more work that can be done, opens the 
way for more work. That may not last 
forever, but given the news coming out of 
this year’s SIGGRAPH, there is a solid and 
healthy period of development and work 
ahead for the next three years.  

The panel of industry pros during the Jon Peddie luncheon at SIGGRAPH; Maher (left) moderated.

HP's Mars Home Planet Experience offered SIGGRAPH attendees a thrilling VR adventure.

Jon Peddie presents the hard facts in CG graphics.
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VINCENT TAYLOR 
Colorist Vincent Taylor has joined Chimney 
in New York City, coming to the studio from 
his previous position with MPC Shanghai. 
Taylor brings years of color grading and 
cinematography experience. Previously, Taylor 
was a cinematographer, who received 12 awards 
from the Australian Cinematographers Society. 

This background turned out to be the foundation for his career in lighting 
and color. Taylor worked on an Airbnb China broadcast campaign, as well 
as work for Coca-Cola, Porsche, Mercedes, New Balance, Volkswagen, BMW, 
Nike and L’Oreal. Since his relocation to New York, Taylor has worked on 
major brand projects for MGM, Gillette, Suntrust, The Home Depot, Hershey 
and Cadillac.

ROB BALLINGALL 
Audio studio Sonic Union has added composer/
experiential sound designer/mixer Rob Ballingall 
to its New York team. Working out of both its 
Bryant Park and Union Square locations, Ballingall 
will offer his talents in music and audio post, 
with an emphasis on the creation of compelling 
audio for emerging technology projects, including 

experiential and VR. Formerly at Nylon Studios, Ballingall has composed music 
on large brand campaigns for Ford, Kellogg’s and Walmart, and provided 
sound design/engineering on projects for AdCouncil, Resistance Radio and 
The Man in the High Castle. Ballingall recently created an audio-forward, 
experiential in-theatre commercial for Mercedes-Benz Canada and for National 
Geographic’s One Strange Rock VR experience.

PETER AMANTE, SEAN ENO, ABIGAIL KIM 
Postal has signed three new artists to its New York City location. Peter Amante 
(top, left) comes on board as Flame artist, bringing with him more than 20 
years of experience in visual effects and with credits that include the feature 
films Drive, Salt and Young Adult. 

Sean Eno (top, middle) also brings 20 years of experience across broad-
cast, design, film and 3D animation for brands that include Facebook, AT&T 
and Lincoln. He has collaborated with motion design and visual effects studio 
UVPhactory. 

Abigail Kim (top, right) joins as a designer and animator. She has already 
worked with JWT, PepsiCo, WeWork and Sheetz while at Postal. Prior to joining 
the studio, Kim worked at Havas Worldwide, where she designed products for 
brands like IBM and music videos for Tinashe.

KATHERINE HARPER 
Katherine Harper was recently named VP of 
operations and marketing at Dallas studio 
Charlieuniformtango, which offers directing, 
production, shooting, editing, scoring, mixing, 
animation, design, VFX and color services. Harper’s 
16 years of experience as a marketing and public 
relations executive includes work in branding, 

communications and strategic marketing for top global brands, including a 
stint in London in 2002 to work for HIT Entertainment on its portfolio of global 
children’s brands, including Barney the Dinosaur, Bob the Builder and Thomas 
the Tank Engine. Later, she transitioned to the production and post side of the 
business as director of marketing for Reel FX in Dallas.

PATRICK FERGUSON 
MPC welcomes Patrick Ferguson to its LA studio. 
He brings with him a wealth of VFX knowledge 
in both the commercial and feature film industry. 
Ferguson has collaborated with notable directors, 
including Stacy Wall and Mark Romanek, and 
worked on campaigns for such global brands as 

Nike, Apple, Audi, HP and ESPN. Some of his previous positions include VFX 
supervisor at The Mission and as head of 2D at Method. He also worked on 
such films as Pirates of the Caribbean, Alice in Wonderland and was part of the 
Academy Award-winning team for The Curious Case of Benjamin Button. 

JEFF MASTERS 
Dallas, TX-based strategic creative group ATK PLN 
has hired Jeff Masters as CG supervisor. Masters 
has over a decade of experience in visual effects 
and animation, cutting his teeth on compositing 
and lighting roles for a wide range of feature films, 
commercials, theme park rides and VR experiences 
out of Digital Domain and Reel FX Animation. His 

feature film credits include Thor, 47 Ronin and Rock of Ages. He received a 
nomination for a Visual Effects Society Award in the “Outstanding Created 
Environment” category for the animated feature film, The Book of Life.

MEGAN OEPEN 
New York-based Alkemy X has brought on 
director & creative director Megan Oepen, who has 
20 years of broadcast, sports and consumer brand 
campaign experience. Notable clients include 
Google, the NBA, MLB, PGA, NASCAR, Dove 
Beauty, Gatorade, Sprite, ESPN, Delta Air Lines, 
Home Depot, Regal Cinemas and Yahoo! Sports. 

Oepen was formerly the executive producer and director for Red Bull’s Non-
Live/Long Format Productions group, and headed Under Armour’s Content 
House. Oepen also speaks at conferences around the world about creativity, 
content creation and the evolution of digital media. 

POST MAGAZINE (ISSN 0891-5628) is published monthly by Post,LLC, a COP Communications company, 
620 West Elk Avenue, Glendale, California 91204. Subscription rates: $63 for one year in the United States & 
Possessions; $94 for one year in Canada and Mexico; all other countries $133 for one year. For air-expedited 
service, include an additional $75 per order annually. Single copies (prepaid only): $16 in the United States; 
$32 in Canada and Mexico; $47 all other countries.  Back issues, if available, are $32 for the U.S. & Possessions; 
$63 for Canada and Mexico; $94 for all other countries. Include $8.00 per order plus $3 per additional copy 
for U.S. postage and handling.  If shipping outside the U.S., include an additional $14 per order plus $5 per ad-
ditional copy.  Periodicals postage paid at Glendale CA 91205 and additional mailing offices.  POSTMASTER:  
Please send address changes to POST, P.O. Box 3551, Northbrook, IL 60065-3551. Canadian G.S.T. number: 

R-124213133RT001. Publications Mail Agreement Number 40017597.  Printed in the U.S.A. ©Copyright 2014 
POST, LLC. All rights reserved.  No part of this publication may be reproduced or transmitted in any form or 
by any means, electronic or mechanical including by photocopy, recording or information storage and retriev-
al system, without permission in writing from the publisher. Authorization to photocopy items for internal or 
personal use, or the internal or personal use of specific clients, is granted by is granted by POST, LLC for li-
braries and other users registered with the Copyright Clearance Center, 222 Rosewood Dr. Danvers, MA 01923 
phone: 978-750-8400 fax 978-750-4470; call for copying beyond that permitted by Sections 107 or 108 of the 
U.S. Copyright Law.  For those not registered with the CCC, send permission request in writing to Permissions 
Dept. POST, LLC 620 West Elk Avenue, Glendale, California 91204.

NAB Show New York is where go-getters in 
media, entertainment, finance and advertising 
connect and champion new content strategies.

Experience a high-energy, high-touch showcase 
with 300+ exhibitors, more than 50 conference 
sessions, and a dozen networking opportunities 
giving you access to the insights and ingenuity 
shaping modern media.

Use code EMPOWER4  |  NABShowNY.com 

Save $100 on a Conference Package: 
Post|Production Conference NYC
TV2020: Monetizing the Future 
NYSBA Digital Leadership Academy
Streaming Summit
(all packages include the Core Package)

Or get a FREE Core Package 
(access to Exhibits and on-floor programming)

  #NABShowNY

O C T O B E R  17 –18 ,  2 0 18

J AV I T S  C O N V E N T I O N  C E N T E R

E
M

P
O

W
E

R
Post_September2018_2.indb  40 9/10/18  10:25 AM

http://www.postmagazine.com


NAB Show New York is where go-getters in 
media, entertainment, finance and advertising 
connect and champion new content strategies.

Experience a high-energy, high-touch showcase 
with 300+ exhibitors, more than 50 conference 
sessions, and a dozen networking opportunities 
giving you access to the insights and ingenuity 
shaping modern media.

Co-located with

Use code EMPOWER4  |  NABShowNY.com 

Save $100 on a Conference Package: 
Post|Production Conference NYC
TV2020: Monetizing the Future 
NYSBA Digital Leadership Academy
Streaming Summit
(all packages include the Core Package)

Or get a FREE Core Package 
(access to Exhibits and on-floor programming)

  #NABShowNY

O C T O B E R  17 –18 ,  2 0 18

J AV I T S  C O N V E N T I O N  C E N T E R

E
M

P
O

W
E

R

Post_September2018_2.indb  41 9/10/18  10:25 AM

http://www.NABShowNY.com


Post_September2018_2.indb   42 9/10/18   10:25 AM

http://www.g-technology.com/prossd

	EDITOR’S NOTES IGGRAPH 2018: Looking back, lookingahead By Linda Romanello
	THE ONLINE Sonic bang for the buck By Marc Loftus
	BITS & PIECES What’s new in post production
	SIGGRAPH NEWS Some of the show highlights By Linda Romanello
	INDIE FILMS Mystery thriller Ingenium headsto the big screen
	DIRECTOR’S CHAIR Eli Roth on The House With A Clock In Its Walls By Iain Blair
	THE OTHER TV SEASON Series created for streaming platforms bring feature-level sensibilities to a device near you By Christine Bunish
	FAVORITE AUDIO TOOLS Sound pros refine their audio post set-ups By Marc Loftus
	FAMILY VACATION Dracula and the gang set sail on the CG seas in Hotel Transylvania 3 By Karen Moltenbrey
	SOUND LIBRARIES The latest collections for production and post
	EDUCATION Preparing for a career By Karen Moltenbrey
	STATE OF THE INDUSTRY The CG market: The takeaway from SIGGRAPH By Kathleen Maher
	PEOPLE Keeping tabs of the industry’smovers & shakers

