
How did you come to Portland and get into filmmaking?

Where I grew up—in John Day, in eastern Oregon—there 
wasn’t a cinema. There was only a drive-in. So my film 
education was based on Roger Corman films. When I 
graduated from high school, I came to Portland to take 
classes at Portland State University. At the time, PSU had the 
Center for the Moving Image (CMI). That’s where I learned 
filmmaking. CMI’s function was very similar to the Film 
Center’s today. They were interested in teaching people who 
already had careers and interests in other areas to become 
image-makers and filmmakers.

How did CMI impact you as a filmmaker? 

CMI was very important to me because of the two instructors 
who worked there at the time: Andries Deinum and Tom 
Taylor. Andries taught critical film theory, and Tom taught 
production techniques. Often this created a dichotomy in 
the department—students would be interested in one or 
the other. Maybe a few of Andries’s film theory students 
would make it over into production, and vice versa for Tom’s 
production students. I guess you could say that I was one of 
the odd ones because I was interested in both.  

What sort of films were you watching at the time?

Because I was living on campus, I went to see movies at 
Fifth Avenue Cinema, which now is part of the PSU film 
committee. That’s where I started seeing foreign films. The 
works of Herzog, Wenders, and Truffaut were kind of an 
awakening for me. I got to know the staff at Fifth Avenue, 
and one day the manager said, “Do you want a job?” So I 
became a projectionist. The first time I saw David Lynch’s 
ERASERHEAD was when I was projecting it for a screening. 
Film projection—another dying art. 

Where did you start working?

I essentially segued out of college classes when I realize
that making films was what I wanted to do. I became a 
production sound recordist because not many people we
interested in that crew position, and I knew I could get jo
Then a motion picture film laboratory here in Portland cal
Te nifilm hired me as their sound mixer because I alread
knew most of their clients and producers. I was their one
man audio mixing band for about 13 years until they clos
Then I went freelance for a while, and now I work for Son
Media Studios.

d 

re 
bs. 
led 
y 
-
ed. 
ic 

What attracted you to work in sound?

I wanted to be part of the creative process where it all 
comes together: in post-production. I’m not so much 
interested in just the technology of a soundtrack, how to 
make it technically good; I’m interested in the patterns that 
emerge, and how sound is used on a conceptual level. Many 
of the best filmmakers—Bresson, for example—have written 
pithy little notes on how to use sound and image together in 
editing. Those ideas interested me very, very much.
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How does someone know when he or she is listening 
to good audio?

Most people don’t know, because the art of making 
sound right—whether it’s the simplest voiceover narration 
or more complicated sound effects—is to make it so 
that it’s not obvious. If it becomes obvious, then you’re 
doing something wrong. So, in a way, the bane of sound 
designers is, if we do a really good job, nobody notices.

What is the creative process like for a sound designer 
when working with a director?

There’s always a template, but every production is unique. 
The director and I sit down to look at the final cut together. 
He or she has a list of notes on dialogue and sound effects, 
and from there it’s an organic progress. I once worked 
with Portland animator Jim Blashfield on his music video 
“Suspicious Circumstances,” and after a long night of going 
back and forth, there was one sequence of animation—a 
door closing—that we were stuck on. I suggested that it 
slam and then fade under. Then I got the idea of moving it 
into the reverb channel. We tried it, and he loved it. He said 
that was what made the film.

you’ve been teaching at the Film Center since the 
1980s. What do you like about it? Why have you been 
doing it for so long?

When I first started, while I was still working at Technifilm, 
I found that students weren’t really sufficiently prepared to 
produce the best soundtrack that they could. I knew that 
I could help them make a difference in the quality of their 
films, not only on the sound level but also in terms of the 
entire film. So when I started teaching, I introduced what 
was essentially a “make your own bed and lie in it” class. 
I would show them the best way to prepare tracks for a 
mixer, and they would have to sit down and make their 
own. 

Are students more prepared in this digital era?

No, they really aren’t. There is a natural human tendency 
that if something is easy, you don’t put a lot of effort into it. 
Now, with desktop media, it’s just so easy to do things—the 
digital technology doesn’t push you or stretch you. The 
Renaissance painters, whose paintings we still look to as 
masterworks, had to mix their own paint and make their 
own canvases. You couldn’t just go out and get the stuff.

What advice do you have for film students?

I took a writing class from Ursula Le Guin at one point in 
my career. People would ask her, “How do you become 
a novelist?” And she’d say, “Well, how do you become a 
concert pianist?” Practice everything you do. If you’re going 
to be on the technical side, the gear needs to become 
second nature. You have to practice before you go out in 
front of people. Practice, practice, practice.




