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Sicario
by Nancy Mills

Sicario, Denis Villenueve’s blistering film about drug wars on 
the U.S./Mexico border, feels absolutely authentic. When a 
shootout takes place in the middle of 14 lanes of traffic on 
the Bridge of the Americas, audiences duck for cover.

How did S. Todd Christensen, LMGA, Sicario’s supervising lo-
cation manager, convince the American government to allow 
the company to film on this distinctive bridge, which links El 
Paso with Juárez? He didn’t, although not for lack of trying.

“I met with Homeland Security and Border Patrol and tried 
to get some help from them,” he says, “but it was too compli-



cated. They said they’d help us with aerial work—five SUVs 
going over the bridge—but they wouldn’t let us take over the 
bridge for four days.” 

So Christensen found a unique location—the gigantic park-
ing lot of the Albuquerque International Balloon Fiesta. “They 
were going to try to build the border crossing at the studio,” he 
says, “but the Fiesta parking lot gave them 225 degrees of open 
space, which was ideal. We poured 600 square feet of asphalt.”

Assistant director Don Sparks, who worked closely with 
Christensen, explains, “We needed a nice, flat space where 

we could put big containers on both ends so we could do 
blue screen work. The space also had to fit the requirements 
of the director of photography (Roger Deakins) in terms of 
the trajectory of the sun, the way that it worked with the 
location and the layout of the set.

“Todd sent out scouts or would go out himself and take photos, 
and then we would go and look at our options. The bridge se-
quence took us a week to film. We had to have matching light and 
be able to control the elements. And we needed cover sets in case 
we had bad weather. We had a lot of parameters, plus wanting to 
keep it in New Mexico to take advantage of the tax rebate.”  	
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Todd Christensen

Adds Sicario production designer 
Patrice Vermette, who was nomi-
nated for an Oscar for his work 
on The Young Victoria, “Todd also 
got us access to the real bridge. It 
was one of our best experiences, 
walking around the cars and tak-
ing pictures to document what 
the real thing is. That helped me 
design the set. That space was ex-
traordinary.

“What I really appreciated work-
ing with Todd is that he’s not 
afraid of being challenged, and 
he’s always excited. He asks the 

right questions. He made a lot of good suggestions through-
out the movie, and he’s got a good eye as well.”

Christensen, an artist who started doing film location work 
on As Good as It Gets 20 years ago, welcomed the opportunity 
to work from his New Mexico home base. He got his fine arts 
degree from the University of New Mexico in the early 1970s 
and has spent much of his adult life in the state. 

“I got great help from the film office, and I know the lay of the 
land,” he says. “I’ve worked with Roger before, and I know he 
wants locations as authentic as possible. If he feels it’s believ-
able, then the audience will feel it too.”

So Christensen was very satisfied to be able to deliver ac-
cess to the Laguna Pueblo, a collection of six villages on a 
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500,000-acre reservation 45 miles west of Albuquerque. “The 
location stands in for Nogales, where the federale in the film 
lived with his son,” he says. “It’s where we shot some of the 
soccer match.”

Obtaining the permissions to shoot there may have been 
Christensen’s biggest challenge, topping his work on such 
films as There Will Be Blood, Moneyball (for which he won a 
COLA for Location Professional of the Year – Features) and 
The Hunger Games. 

“These villages are off limits for film companies,” he says. 
“No one has shot here for 42 years. Location scout Clay Peres 
did some initial scouting in January, before they brought me 
in, in late March, and he took the director to the Laguna 
Pueblo. I told Denis it was difficult because there was no real 

backup. But the hole was dug, so I got the number of Clay’s 
contact and just followed through. 

“When you pull something off that hasn’t been done, every-
one is cheering. Denis gave me a big hug.”

Producer John Starke was impressed with Christensen’s han-
dling of the Pueblo. “Because of the kind of guy Todd is, he was 
able to convince them that it would be a positive thing, which 
it was,” he says. “He’s probably the best location manager I’ve 
ever worked with. 

“Todd’s work was vital not only to the look of Sicario but how 
well the movie was organized. Aside from finding the places, he 
was responsible for the ease by which we could film in them. At 
times, it got very complicated and involved safety issues (es-
pecially with scenes with gunfire). Problems could range from 
rattlesnakes to kidnappers to floods.” They shot in an arroyo, 
which is prone to flash flooding during the rainy season. 

“The Pueblo gave a great texture to the film,” AD Sparks says. 
“It’s hard to re-create what Mexico actually looks like. You can 
dress a street to look like it did in Mexico City and not actually 
capture the true feeling of it. With border towns it’s the same 
thing. You have to be able to capture the textures of life in the 
place, as opposed to just an empty set.”

Villeneuve wanted to shoot part of Sicario in Juárez, where 
some of the story takes place, but a short scouting expedition 
before Christensen joined the crew showed it to be impos-
sible. “Going into Juárez was hair-raising,” Starke recalls, “but 
the movie is about Juárez so we expected it would be hair-
raising. (The word ‘sicario’ means assassin, and the thriller 
delves deeply into the corruption, intrigue and mayhem hap-
pening on both sides of the border.) 

“I got a guy to take us in, and we were accompanied by two 
federales. One had a machine gun in his lap. We went around 
to all the sites that were well known, unfortunately, for the 
wrong reasons, and I discovered two things. We could not rep-
licate that in the U.S., and we couldn’t actually, without any 
kind of assurance, shoot in Juárez. 
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“There would certainly be a lot of extortion and things you 
wouldn’t want to experience. Juárez is a tough place. You 
think about the drug trade. Well, there is a drug trade but it’s 
the human trafficking that’s most upsetting and hard to wrap 
your head around.”

Christensen scouted El Paso to see if it would work as Mexico, 
but, he says, “There was just not enough there. Mexico is so 
like itself, so colorful. And there’s more garbage around. There 
wasn’t enough imagery to pull it off.”

Ultimately, Villeneuve used Mexico City as a stand-in, shoot-
ing there for about a week. Although Christensen coordi-
nated with Mexican location manager Juan Pablo Nobal, he 
remained stateside. Nobal took Starke, the director and a 
few others around the Mexican capital. “We went into poor 
neighborhoods that cheat well for Juárez,” Starke says, “and 
we were able to get the look that we got.” 

“Mexico City is considered a very safe city to film in,” Sparks 
says. “The producers put all the security precautions in place—
bodyguards working with the local producers, who recommend-
ed the areas of the city we were looking for and could film in. 
They provided the police that we needed to execute the convoy 
there. We had 14–15 cars going at 50–60 mph through various 
parts of Mexico City, so it had to be very well coordinated.”

Christensen was disappointed not to be included. “The pro-
ducer and assistant director emailed me after the first day and 
said they missed me and wished I were there for continuity,” 
he says. “It wouldn’t have been that much more money. 

“They forgot the integral part that I play with the whole crew. 
I know what they’ve got, and I know what they need. They’re 
meeting all new people to scout for a day and then start shoot-
ing. They realized they made a mistake, and since then, I’ve 
said I won’t do a show without going everywhere.”

“Todd was a great partner on this adventure,” Vermette says. 
“What I like to do with a location manager is drive around 
and point out things according to my vision. Some location 
managers go the easy route, but Todd made it happen. He’s 
the best location manager I’ve ever worked with. He takes 
pride in opening up places that have never been shot.

“The Laguna Pueblo is a perfect example. He got us permis-
sion to paint the houses and transform the Pueblo into No-
gales. Todd was there all the way.”

Not only is Christensen thorough but he also stays in touch 
with those who have helped him. “Every location I’ve filmed in 
the last 20 years I can go back to,” he says. “I make sure every-
one is taken care of and people are paid fairly. I always follow 
up after we’ve left, and I let them know that. They trusted me, 
and that’s huge.”

His three days of work at Laguna Pueblo were no different. “I 
have a son who is half Taos Pueblo and lives there,” Christensen 
says. “I know about pueblos and their rituals, what to pay atten-
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tion to and what to respect, and I let them know that. I talked to 
the head of the village and told him everything we wanted to do. 
He said, ‘You sound like economic development to me.’ 

“I got there at a time when there was the possibility of a shift in 
something happening. It was the perfect storm. Other people 
had approached them, and they said, ‘No.’ I was very upfront 
with them, and in the end, we got great cooperation.” 

Filming in the Pueblo was not without problems. “If someone 
dies, they shut down the Pueblo,” Christensen says. “Someone 
did die, and we gave them back the place where we were cater-
ing, and we set up in a different place for breakfast and lunch. 
Normally what happens is that anyone not part of the Pueblo is 

not allowed in during this period. They helped us out, but we 
were not allowed in the burial area. 

“The guy we were dealing with, Vernon Valdez, was also a grave-
digger. He was gone for a period, digging the grave, and some-
one else took over for him. He helped us make it successful.”

Christensen spent nine weeks nailing down 35-40 locations with 
the help of his team. However, he had no help from the Depart-
ment of Defense (DOD) in obtaining the use of a military base. 

“We scouted Fort Bliss (in El Paso) and took a bunch of pic-
tures,” he says. “I called the DOD and gave them the script to 
see what we could do. They usually take two weeks for ap-

I talked to the head of the village 
and told him everything we wanted 
to do.  He said, ‘You sound like 
economic development to me.’ 

“ “
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proval. They called me back in a day and a half and said, ‘The 
script is truly great, but you don’t have DOD approval. There 
are too many organizations in it to approve it. Good luck!’”

Consequently, Christensen searched for “cheats.” “We had 
to find landing fields where we could land an airplane and 
then create the base via visual effects,” Sparks explains. 
Todd’s parameters were: find a landing strip in the middle 
of nowhere.

“It was nice having someone like Todd, who has local knowl-
edge and contacts and can find the locations we needed to 
look at. The producer’s from NY and I’m from Los Angeles and 
our director, Denis, is from Montreal, so having Todd living 
there and working in New Mexico expedited things for us.”

Here’s a good example. “I had to find two military bases that 
weren’t military bases,” Christensen says. “I remembered a 

place I’d scouted five years ago which was be-
coming a water plant and now is an operational 
water plant, with gated and restricted access. I 
sent an email to some people I’d worked with 
then and got an email back from a guy I scouted 
with then who said, ‘Call this number. I told 
them to give you everything you want.’”  

That facility was used for a scene where Em-
ily Blunt’s FBI agent character went through 
a locked gate on a military base to meet with 
Josh Brolin’s DOD character.

Another challenging location was a huge city 
compost plant. “It was 600 feet by 400 feet, and 
in January when someone scouted it, it was 
empty,” Christensen says. “When I went to see 

it, it was full of compost and smelled to high heaven. Flies 
were everywhere.

“I said, ‘I’ll make some phone calls.’ I meet a guy at the plant 
and tell him that in 10 days we need the place completely 
empty and I need to bring in a company to scrub it out. We 
didn’t use the inside part, although we ended up parking cars 
inside. We used an outside section, where all the immigrants 
were. 

“They stopped production for three days while we were there. 
We hired some guys from their group, and we paid some peo-
ple who would not be working. You can work certain things 
out with money, but other things have to be worked out with 
trust.”

Another Christensen coup was arranging for the use of a fan-
cy estate in Corrales, New Mexico, as a drug lord’s mansion. 
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Todd’s Team:
Key LM: Shani Orona

Location Scout: Clay Peres

Asst. LM: Ariel Lopez

Location Asst.: Eric Maldonado 

Location Asst.: Austin Christensen

El Paso LM: Michael Charske 

Mexico LM: Juan Pablo Noval

Crew, from left to right: Eric Maldonado, Ariel Lopez, Todd Christensen, 
Shani Orona, Austin Christensen, Sam Ogren (front)

“My assistant, Shani, found it,” he says. “It was 
somebody’s real home. He got it in foreclosure. 
It was down a road where there were about 
12 estates, and we made it look like the other 
buildings were part of the compound. Shani got 
everyone to turn their lights off. It was a nice 
piece of work.”

Another important location was a Mexican 
cartel death house, which is raided by a 
SWAT team in the film’s opening sequences. 
The horrors Blunt’s character finds inside—
bodies stuffed into walls—set the tone of 
what’s to come.

“The house is supposed to be in Chandler, 
Arizona, but I found it in Los Lunas, south of 
Albuquerque,” Christensen says. “It was up on a hill so we 
could get a high shot, and there was open space around it, 
so it looked like the stuff that went on in that house could 
go on because it was so far from everything else.

“I took the director there, and he loved it. I hadn’t met the 
owner yet, but when I went back I saw a mother and daugh-
ter coming out of the house. I talked to them, and the daugh-
ter convinced the mother to do it. When I said the movie 
was Sicario, they just gasped. They told me they were origi-
nally from Chihuahua and their cousin had been killed by 
sicario. They knew what this was. They were like, ‘This is 
scary. What happens to the bad guys?’ I said, ‘We kill them 
all,’ and they said, ‘Okay.’

“Later, the lady we did the contract with called me and said, 
‘I’m going to cry. I just paid off my house with the money you 
gave me.’

“She raised six kids on her own while working two to three 
jobs. Now she is working one job and going to college. Every-
body was so happy to hear a story like that. We were doing 
something for entertainment and to put a spotlight on some-
thing, but this story is so heartening.”
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A
s a location scout/manager 
based in Breckenridge, Colo-
rado, I receive a lot of requests 
for snow locations. Whether 

the request is for a Mount Everest loca-
tion that you can drive to or snow-cov-
ered roads for car commercials, there 
are some basic snow logistics.  

SNOW USE!
Filming in Winter Conditions

by Ann Lukacs

Ann Lukacs. Photo courtesy of Ann Lukacs/LMGA

Clinton Reservoir
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You need an appropriate vehicle for scouting. My mountain 
vehicle is a Honda Ridgeline with snow tires and 4WD capa-
bility. Chances are good that snow tires and 4WD will be all 
you need. If you aren’t familiar with chains, they may prove 
too difficult to use. The key to driving in the snow is “slow 
and steady.” Don’t spin your tires and don’t assume that 4WD 
means you are invincible. 4WD vehicles can get stuck as well 
as anything. For the most part, the roads you drive on will 
be maintained. Even if you are driving on unplowed roads, 
there is usually a road underneath. If you have never driven 
on snow, just drive sensibly. Take your time. It is not uncom-
mon to get storms that provide 8” to 18”+ of snow at one time. 
However, once the storm passes, it will usually be sunny, blue 
skies and gorgeous!  

Before heading out to scout, make sure you have plenty of 
water, snacks and fuel. I have a winter emergency kit in my 
vehicle (blankets, matches, tarp, flashlight, etc.). I also keep 
a duffle bag of cold weather gear in my truck. Coats, gloves, 
goggles, hats, socks, vests and a variety of “layers.” Layering 
is the key to comfort when you are exerting in winter condi-
tions. Don’t forget a good pair of boots and you’re ready to go!
I carry a pair of snowshoes and ski poles in my truck all winter 
which are helpful for scouting preparedness. I moved from De-
troit to Colorado in 1980 and learned to ski around the same 
time. However, you don’t need to ski to scout for snow loca-
tions. Usually, the ski areas will give you a site tour by snow-
mobile or you can hire someone if you are in a remote area. In 
terms of scouting equipment, I have not had any issues with 
my Nikon D7000 or iPhone or any apps in the cold and snow 
to date.  

All photos by Ann Lukacs/LMGA, except as noted.
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Shopping in Breckenridge 

Mini-base camp at Copper Mountain Ski Area



LMGA COMPASS  |  Winter 2016  •  41

There are basically two options for shooting snow: at a resort 
ski area or in the backcountry, including county roads or pri-
vate property. Shooting at a ski area has the advantage of a 
built-in infrastructure. They have access to snow cats, snow-
mobiles, lodges, chair lifts, ski patrol (safety and medical) and 
snow support personnel. They can make your production go 
very smoothly but they also come with their own set of chal-
lenges. Due to litigation concerns, many ski areas now restrict 
travel on the mountain during operating hours. However, in 
most cases, we would want to move the company before the 
area opens and we would still be shooting after they closed. It 
is simply a matter of working with their operations. If it works 
for your creative team, I think the benefits of filming at a re-
sort ski area outweigh the disadvantages. Each resort area is 
different and some are definitely more film-friendly than oth-
ers. The time of year also plays a big role. Obviously, running 
a ski area is their main priority so they probably aren’t going 
to be receptive during Christmas week. If your shoot looks 
like something the ski area can accommodate, they will usu-
ally take you on a site visit via snowmobile or you can scout 
via skis/snowboard.  

When we filmed the Mount Everest location for The Bucket 
List, starring Jack Nicholson and Morgan Freeman, we based 
at the top of Arapahoe Basin Ski Area in Colorado. We were 
able to set up in one of the “warming huts.” Just like camping 

Arapahoe Basin Ski Area

Basic snowmobile



42  •  LMGA COMPASS  |  Winter 2016

at the real Mount Everest, we did a lot of waiting on weather. 
We were very fortunate to have a warm interior mini-base 
camp. The main base camp was at the base of the ski area 
which was 10–15 minutes by snowmobile or chair lift.

Since we usually scout alone, if I am heading into the back-
country, I try to formulate a game plan on where I am going 
and, if possible, I let someone know or I leave a note in my 
office. You don’t have to go far to run out of cell service. If 
you are scouting in the backcountry, venturing into areas 
that aren’t accessible by road, you might want to talk to or 
hire a local guide who is knowledgeable about current snow 
and avalanche conditions. Unless you are experienced in the 
snow, don’t assume you can just rent a snowmobile and go 
anywhere. This is especially true if you are scouting in un-
known steep areas. Depending on the time of year and the 
stability of the snow, there is the potential of an avalanche 
that could be triggered by a snowmobile, especially if there 
was just a heavy snowfall. Most avalanches happen during or 
right after a snowstorm. The best way to manage avalanches 
is to have a current weather forecast, recognize when there 
is enough new snow to produce storm avalanches and select 
terrain that minimizes your exposure to the risk. Colorado 
Avalanche Information Center (http://avalanche.state.co.us)  
provides this information. There are similar organizations 
in every state. You certainly don’t want to pick a location in 
a slide zone. Obviously, the ski areas monitor conditions in-
bound. The highway department maintains the highways and 
various roads. The weather can change quickly. A good source 
for weather forecasts and avalanche conditions nationwide is 
www. opensnow.com    

I remember a shoot in the backcountry where we transported 
crew and equipment to the location via snow cats and snow-
mobiles. It was probably a 30-minute commute. Since there 
was no shelter at the location, I brought along a huge tent 
that we anchored to one of the snow cats. The commercial 
involved a “guru on a mountain top” and a young “student” 
seeking his knowledge. They had the guru dressed in a gauze 
costume. It was January! I remember the actor showing signs 
of hyperthermia and altitude sickness. The medic quickly got 
him in the tent with space blankets and sleeping bags to warm 
his body temperature before we transported him down as we 
heard the director say, “but I only need one more shot.” 

Once you find your location, there are some basics to mov-
ing the company around in the snow. Snowmobiles and snow 
cats are vital. A snowmobile is designed to operate on snow 
and does not require a road or trail. It is an open-air vehicle 
and can usually accommodate two people. If you are filming 
at a ski area, they may require that their personnel operate 
the machine. Often you can attach a toboggan or equipment 
sled to the rear for hauling gear. The number of snowmobiles 
needed will depend on the size of your crew and the logistics 
of getting to your location. A snow cat is a much larger en-
closed-cab, truck-sized fully tracked vehicle. They are primar-
ily used at ski areas for grooming snow. The ski areas usually 
have a large basket that can attach to either the front or rear 
of the “cat” to load and transport equipment. There are also 
“passenger cats” available that are similar to a passenger van 
on snow treads.

Basic snowcat
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In addition to snowmobiles and snow cats, other snow  
support that can be useful include snowplows, industrial 
snowblowers, front-end loaders or shovels. I will make the ini-
tial contacts for the various snow-moving options since it is 
support for the location. The resources are shared with the 
art department and/or transpo, as needed. The equipment 
operators can prep the location, roads or sculpt the snow for 
picture. They are very familiar with moving snow!  

If possible, it’s smart to get your snow shots in or near resort 
towns. You have access to lodging and various production 
needs, and you can usually find a location that will easily ac-
commodate your base camp and mini-base camp needs. Of 
course, unless you are on private property, most of the ski 
areas and backcountry are on USFS (U.S. Forest Service) land 
and will require a permit.  

What happens if there is no snow? Get creative! It is not un-
usual to haul in snow by dump truck. We filmed National Lam-
poon’s Christmas Vacation in Breckenridge. I wish I had a dol-
lar for every local (including myself) who said “March is our 
heaviest snow month.” Well, not that year. We were hauling 
snow down from the top of the mountain. Then it started to 
snow. We received 87 inches of snow in five days!!! We eventu-
ally had so much snow, it forced us into a cover set.  

With snow work comes high altitude. Be sure to acclimate and 
pace yourself for the first few days. Since that isn’t always 
possible, the next best thing is essential. Water!  Drink plenty 
of water to avoid dehydration. It will keep you from getting 
nasty altitude headaches. Also, wear sunscreen and proper 

UV sunglasses! If you experience symptoms such as nausea, ab-
normal fatigue or slurred speech, see your medic for possible 
altitude sickness. There should be oxygen on set. Remember 
that work usually goes slower in the snow and/or at altitude.  

I have been working on snow shoots for many years. Like any 
shoot, it is all about prep. Don’t let snow intimidate you but 
respect it. There are a lot of local resources to help. Most of 
your shoots will be in contained areas and all you have to do 
is enjoy the view. 

Arapahoe Basin Ski Area

An outdoor clothing shoot utilizing a chair lift
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In a wide-ranging interview, Christoffersen recounted his fre-
quent run-ins with safety concerns, both working live-event ven-
ues, and in location work for commercials and feature films that 
come through the Cornhusker State.

“You have to account for things,” he says. One example he gives 
is: “If we’re shooting out here in the spring, I have to have a 
tornado shelter.” Producers always ask him why on earth they 
should pay for such a thing. “Well,” he replies, “if the sirens go 
off, everyone’s going to look at me, and I better have a plan. 

“Everybody knows there’s money on the line,” he says, and few 
producers want to cover—or shut down for—some of those lon-
ger odd “plans.” 

But he also recounts working on one fairly renowned TV movie 
adaptation of a classic novel, with bad weather on the horizon, 
and no one wanted to shut down for that, either. Christoffersen 
carried “a portable Radio Shack weather radio—that gave the 
weather for airplanes,” the storm warnings from which were re-
peatedly ignored, and the production wound up being “pelted 

by gravel, along with wind and rain. One of the guys—a door 
slipped out of his hands and crashed into the back of the camera 
truck. We lost two days’ shooting on that.”

“Safety,” he says “is always on my mind. I’m almost anal about it. 
But I don’t care. People tend to do stupid things.”

Hollywood, of course, is filled with tales of the stupid turning 
deadly: The death of actor Vic Morrow—and two child actors—
on the set of Twilight Zone: The Movie, when director John Lan-
dis was pushing luck, and a shot, too far, or the death of assistant 
cameraman Brent Hershman, who fell asleep behind the wheel 
and wrecked his car on the way home in 1997.

The latter disturbed Oscar-winning DP Haskell Wexler so much—
himself a survivor of his own sleep-deprived car accident—that 
he made a documentary about Hollywood’s soul-taxing, over-
long hours called Who Needs Sleep? 

But in location and scouting work, the storm, the consequence, 
of too much shortcutting has come in more recently. Or as 

by Mark London Williams

Storm Coming In, Part I: 
Hidden Snakes and Lonely Scouts
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“�Iwas in rock ’n’ roll—I’ve pulled the plug on concerts with 10,000 people because I’ve had 
a storm coming in,” recounts midwestern-based Robert Christoffersen, who bills himself 
as “Nebraska’s Only Member of the LMGA.”
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Christoffersen succinctly puts it: “The elephant in the room is 
Sarah Jones. No one wants to say it.” 

Though actually quite a bit has been said about the sad, 
sobering case of the 27-year-old camera assistant who, as 
Deadline.com summarizes, “was killed and other crew mem-
bers injured (some seriously) when (director/producer Ran-
dall) Miller put his crew onto live railroad tracks to ‘steal a 
scene.’” That, of course, was for the Gregg Allman biopic Mid-
night Rider, but the title wasn’t the only thing denoting a lack-
of-light, as Deadline observed that “those on the crew were 
kept in the dark that they were on the tracks illegally.”

Without any permits or safety considerations. OSHA had a bit 
to say as well, fining Miller, and his co-producer wife Jody Sav-
in, a seemingly paltry $74,900 fine. But the director, producer, 
executive producer and first AD Hillary Schwartz were also all 
charged with involuntary manslaughter and—especially winc-
ing for those in the location trade—criminal trespass. 

As Christoffersen says, “Yeah, this guy was an asshole direc-
tor. But that doesn’t excuse the rest of us. We have to be vigi-
lant. If we get fired for speaking up, we get fired. Putting a crew 
in physical jeopardy is wrong.”

So then, in what ways can the “us” of the LMGA work to make 
both scouting and location work safer, and to make sure no 

one’s name is linked with Sarah 
Jones as the next victim in a fatally 
regrettable “shortcut”?

Location scout and manager Rebecca 
“Puck” Stair, LMGA says that “since Sarah 
Jones, most UPMs and studios are now extremely responsive 
to safety, when it is made known to them. It seems the biggest 
challenge is communicating any dangers. How do we empower 
all crew members to think about safety and then communi-
cate their concerns?”

The emphasis is hers, and with good reason, since she’s had 
some concerning moments of her own, each of which brings 
up an important aspect to the safety of scouting work. It not 
only occurs out of the limelight, compared to what happens 
on a set, during production, but is often “solitary” work as 
well, with additional hazards because of that.

Stair recounts several episodes of near-calamity, with tipped 
ATVs tumbling after her on sand dunes, strandings outside 
of cellphone range on dirt and sandy roads and the unex-
pected urban encounters that come with scouting “edgy” 
neighborhoods and locales. One time she found herself 
going down some abandoned railroad tracks, and winding 
up “in a decrepit neighborhood at evening. I inadvertently 
took a photo of two men finishing a drug deal in a vacant lot. 
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alized his VW Golf was not exactly equipped for either off-
roading or “the sudden high-altitude snowstorms.”

But it wasn’t just the terrain-hugging abilities of his own 
vehicle that were an issue, but the unexpected encounters 
that came with being sent into remote terrain to find the best 
places to “get the shot.”

“I regularly encountered large wildlife tracks, marijuana grow 
operations and poachers while scouting,” he says, evoking 
Stair’s own inadvertent brush with the narcotics trade. “And 
I had no gun, whistle or even a functioning cellphone half 
the time.”

He did trade in that Golf for a white Chevy Colorado, but 
then learned that “raised suspicion with the growers be-
cause all the Bureau of Land Management and government 
agency folks drive white pickups.”

Stair has upgraded her own “scouting kit” too, as a result of 
her experiences, and now carries a satellite link for when 
she’s scouting desert expanses, along with a shovel to dig 
herself out of any uncooperative roadways.

But rather than leaving it strictly to the wherewithal of 
scouts themselves to anticipate—and survive—any likely in-
cident, Stair also has some suggestions for basic standards 
that might make scouting safer, overall, if they were put into 
industry practice:

•  �Provide satellite communication upon request.  

•  �Pay for “buddy scouts” for dangerous neighborhoods 
upon request.

• �Fund basic wilderness survival and self-defense training 
classes. P
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They noticed. I walked swiftly toward the car; one called at me. 
I made it to the car and zoomed away.”

She came back the next morning, to finish the scout.

And there are other metrics to consider, in addition to what 
happens when exploring those map edges otherwise marked 
“here there be tygers.” As LMGA’s Stevie Nelson observes, 
“Women make up a large number of our departments and we 
face dangers of assault because of our size and sex. Scouting 
and seeing a drug deal like Puck did in the public area is one 
thing but a huge part of our job is knocking on stranger’s 
doors and going alone into their space.”

Which is fraught with its own risks. Location manager Becky 
Brake, LMGA was cold scouting apartments on the decidedly 
non-dirt roads of L.A. Knocking on one door, she was invited 
in and “started taking pictures, giving my usual chat about 
filming inconvenience, yada yada yada and then stopped 
long enough to kind of ‘feel’ the energy in the room. The hair 
on the back of my neck stood up. I realized that I was alone 
in an apartment with a very creepy guy and no one had any 
way of knowing where I was at the time.”

She contrasts this with scouting outside of town, or outside 
the U.S. altogether: “When working in foreign countries, my 
instincts are naturally heightened and I’m more aware of my 
surroundings due to the unfamiliar environments. But letting 
your guard down in seemingly ‘safe’ and ‘familiar’ environ-
ments could prove to be unsafe in many other ways.”

And sometimes you can be surprised about which envi-
ronments can get added to the “unsafe” list. LMGA’s Aidan 
Sleeper, who’s done numerous scouts and location managing 
for episodic TV, before a recent move into features, recounts 
his own unanticipated hazards when scouting “way out in 
national forests.” Being a self-described “city slicker,” he re-



One might hope that the rou-
tine expectations of studios and 
production companies wouldn’t 
require frequent use of skills 
picked up in those survival and 
self-defense classes, but both 
Stair’s and Sleeper’s experienc-
es indicate otherwise.

Supervising LMGA location man-
ager Dow Griffith, whose globe-
hopping scouts—particularly 
in Asia—even garnered him a 
New York Times profile, feels 
that overall, “the motion picture 
studios have good and sound 
practices and policies that they 
employ for filming. You do hear, 
however, that in this current age 
of gorging on incentives that the 
focus of motion picture produc-
tion has moved too far to the 
side of saving money and this 
sometimes includes cutting cor-
ners by hiring less experienced 
crew.”

This, he allows, might be “one ex-
planation for tragedies that have 
and will occur during motion pic-
ture production. No portion of the 
budget of the largest Hollywood 
movie is worth a human life. 
Whether above the line or below 
the line, that is the bottom line.”

And, he observes, that particu-
lar “bottom line” gets regularly 
tested: “The production company 
may like to think that the pre-
scout research will greatly reduce 
encounters with the unknown, 
but that is often not the case. You 
don’t yet know which rivers have 
schistosomiasis, where exactly 
the dengue fever prevails, which 
tribes will be friendly, which vol-
cano will erupt, if political upris-
ings will erupt, if a pandemic will 
spread, who will set off the next 
terrorist bomb, or where the 
snakes are hiding.”

In our second part, we’ll be look-
ing at some of the other places 
those snakes are hiding, to see 
what can be done to prevent the 
next Sarah Jones-like tragedy 
from happening.Fr
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by Rebecca  “Puck’’ Stair

Mental Mapping
The Neurology of Scouting

Millions of years of evolution have shaped our brains’ ability to navigate and remember geog-
raphy, making humans impressively excellent at mastering their location. While basic acts like 
walking and talking require years of repetition to learn, most people need to walk a street only 
once to establish near-permanent recognition and recall of it (provided, of course, one is paying 
attention. More on that below). 

So powerful is the human mind’s navigational scaffolding that we have subconsciously applied 
our innate locational drive to Internet geography, preferring movement verbs like “go to” a Web 
page and “navigate” over “open” and “scroll.” Even our dreams play with place—getting lost, 
flying over geography we’ve never actually seen from above, always going somewhere. It’s quite 
rare that we truly don’t know where we are. 

Countless philosophers have contemplated and debated how we know where we are. Descartes 
believed knowledge emerges spontaneously from the arbitrary jiggle of atoms. Later, Kant sug-

Why do some people always know which way is north? 

And, why, given the hundreds of places we scout, are we scouts so 
infrequently lost? 



gested mental capacity exists as information pre-
loaded in our brains before birth. Then, Merleau-Pon-
ty hypothesized that consciousness emerges from an 
interaction between our brains and the environment, 
positing a mental “nexus” that incorporates new in-
formation into an existing cognitive framework.

In recent decades, neuroscience has nearly solved 
this geographic puzzle. It turns out, our brains pos-
sess specific circuitry for navigating and remember-
ing geography. Although navigation seems like a 
complex, higher mental function, it actually occurs 
under the prefrontal cortex, in the simpler, older hip-
pocampus, within a system we share with every crea-
ture that moves to find food. Or Starbucks. 

In 2014, a Nobel Prize was granted for groundbreak-
ing work on this “inner GPS.” It turns out, we possess 
special cells inside and near the hippocampus that 
map our world and remember it for later. These spe-
cial cells are called place-cells, grid-cells, boundary-
cells, speed-cells and head-direction cells.

Place a film scout in a new city and let her work. 
As she passes certain spots—let’s call them “way-
points,” her place-cells fire deep within the hippo-
campus. If she returns to any waypoint, those place-
cells fire again, triggering recognition: “I’ve been here.”   

Second, if you let the scout continue to work, her grid-cells 
start to fire at certain locations. If you map several of these 
locations on your trusty Google satellite map, they form, amaz-
ingly, a hexagonal grid, exactly like a honeycomb. Your grid-
cells function like latitude and longitude, marking distance 
from a starting point, gridding the landscape you’ve already 
visited and providing an empty mental map for yet-unseen ter-
ritory. These grid-cells judge distances, and are the reason you 
can scout location A, then B, then C, and then reckon the path 
directly from A to C, skipping B. 

Third, our hypothetical scout’s boundary-cells fire at a certain 
distance from boundary of a space, interior or exterior. These 
cells prevent you from walking into walls, but also note distant 
landmarks like mountain ranges and skyscrapers. Boundary-
cells take their cues from the most distant rather than the clos-
est ones. These boundary-cells then transmit information to 
both the place- and grid-cells, giving your mental map edges. 

Simultaneously, special 
speed-cells track your 
speed moving through 
the landscape, as mea-
sured by body effort like 
walking or running. These 
cells communicate direct-
ly with your grid-cells to 
track your expected posi-
tion on your mental map. 
When you move without 

moving, as on a treadmill, it confuses this system, causing that 
momentary disorientation when you step off a treadmill. 

Interestingly, speed-cells are unaffected by darkness; they 
seem to measure speed not from visual cues but from vestibu-
lar information (the tiny bones in your ears). This is why you 
can walk through a tunnel in a new city and still know roughly 
where you are. In fact, our entire “inner GPS” system is not 
dependent on one sense, but rather accepts data from all the 
senses. Recognition of a place, as you know, can be triggered by 
smell, vision, sound or a combination. This is why you can find 
your hotel bathroom in the dark. 

In 1984, physiology professor James B. Ranck, Jr. discovered 
a fifth type of navigational cells: so-called head-direction cells 
in the post-subiculum, which receives output from the hippo-
campus. These cells fire when the head of an animal points in 
a certain direction. The cells are unaffected by magnetism but 
are affected by environmental cues and landmarks (yes, they 
talk with the boundary-cells). Could keener head-direction 
cells explain that uncanny permanent “sense of north” some 

scouts possess? Or are 
these scouts’ hippocampi 
just better at inputting en-
vironmental data?

When we are first scout-
ing a new place, all five 
of these cell types are 
firing frequently. Then, 
once the new place has 
been mapped inside the 
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mapping new territory. Eleanor Maguire, a neuroscientist at 
University College London, discovered that when London 
cabbies memorize every street in labyrinthine London, their 
hippocampi enlarge. More places to track? More place-cells 
thus needed. The hippocampi of most location scouts and 
managers are probably enlarged as well. 

Of course, all these cells must actually be activated for map-
ping to occur. If a person is distracted by, say, reading emails 
on her phone, these cells remain dormant and the location is 
not mapped. Similarly, using an electronic navigation device 
appears to shut down the hippocampal systems, and any des-
tinations fail to be mapped into the hexagonal grid. 

At birth, the boundary-cells come online first, suggesting 
that our first mental maps are built on the edges of our cribs. 
As grown scouts, the boundary-cell system still exists, but 
now is used primarily indoors. Perhaps it’s the switch from 
boundary-cell navigation to place- and grid-cell navigation 
that causes the momentary vertigo experienced when exiting 
the enclosed space of, say, a movie theater out into the open 
street. 

This inner GPS system was first discovered in rats in the 
1960s. Since, it has been found in other rodents and monkeys, 
suggesting it may be a universal system for all mammals, and 
possibly all invertebrates. It is a very flexible system: bats 
and fish, which navigate in three dimensions, also possess the 
same five-cell system, which explains why a location scout 
can hop on a helicopter and easily incorporate “height” into 
her mental map. However, it’s unclear whether birds possess 
this “inner GPS”; their sensitivity to magnetic fields would ar-
guably add a sixth sense to their inputs.

hippocampus, the firing slows. You probably recognize the 
cerebral relaxation that occurs after having “gotten your 
bearings.” And, as you have experienced, the resultant hip-
pocampal maps are quite stable, enduring with high accuracy 
for months or years.

Ever suddenly realize you’ve been somewhere before? And 
experienced a second, different cerebral sensation of add-
ing that new geographic information to some broader men-
tal “map” in your mind? That is exactly what occurs, as your 
place-cells are cataloging a new location onto your inner grid. 

The genius of this “inner GPS” is its scalability: the same 
place-, grid-, boundary- and speed-cells can map both your 
desk and your globe, tracking in centimeters, meters or kilo-
meters. More, all these cells communicate with both types of 
memory: recognition and independent recall. 

And as with many things, use increases ability. The more 
we scout new cities, the more effective we are at internally 
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where one has been and where one is going, directly create 
the concepts of past, present and future. Proving true the tag-
line:  location, location, location.

At frantic times during production, Rebecca “Puck” Stair can be 
found at her desk, eyes closed, mentally scrolling hippocampal 
maps of previously visited locations, a process she terms “scout-
ing in my head.”

Given our propensity for air travel, jumping us from place 
to place without passing through interconnecting areas, 
the modern scout brain probably generates many discon-
nected maps. Those are likely placed onto a global map, 
akin to a hologram or fractal. In fact, the hexagonal hip-
pocampi maps of very good scouts may actually be global. 
Plunk her down in Tunisia and she could walk directly to 
Kamchatka.

When you sleep, all five of these cell types are active. This 
replay of location-cell activity is probably memory con-
solidation. Lack of sleep can possibly create spatial disori-
entation. Which explains that momentary disorientation 
experienced while waking in a strange hotel room in an incen-
tive state.

But this five-cell positioning system may be responsible for 
much more than just navigation. We know structural damage 
to the hippocampus causes spatial disorientation, but such 
damage occurs also with Alzheimer’s and amnesia. This sug-
gests that the hippocampus may manage memory along with 
navigation. In fact, patients who’ve had their hippocampi re-
moved are often unable to encode new memories. It makes 
sense that the very foundation of memory may be location: 
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StubHub Center
Studio Air Conditioning
Tejon Ranch 
The Bee Guys
The Huntington Library 

Art Collections and 
Botanical Gardens

The Intercontinental Los Angeles 
The Location Portal
The Manor Hotel and Celebrity 

Centre
Toni Maier-On Location, Inc.
Tracey Danielson 
Truenorth 
Two Rodeo Drive
United Site Services, Inc.
Universal Locations, Inc.
Unreel Locations
UPS
Virginia Film Office 
Visit West Hollywood
Wall2Wall Layout Inc.
Watford Moving & Storage
Weather Trends International
West Virginia Film Office 
Western Norway Film 

Commission 
Westside Pavilion Mall 
White Trash Set Cleaning 
Willow Studios/Crazy Gideons/

Odyssesus Investment
WSR Film Locations
Xpress Layout Board, Inc.

BUSINESS
MEMBERS
* New members

213 Filming 
24/7 Plan-It Locations, Inc.
Abu Dhabi Film Commission
Acumen Studios | Acumen Locations
Aero Mock-Ups, Inc.
Agua Dulce Movie Ranch, Inc.
Air Hollywood
Albuquerque Film Office 
All Pictures Media
American Tents, LLC
Andaz West Hollywood Hotel
Atlanta Production Services
Bear Creek Restroom Services, LLC
Big Bend Film Commission
Big Sky Movie Ranch
Board Patrol
Calibu Cleaning Services
California Film Commission
Canyon Ranch
Cap Equity Locations
Caruso Affiliated 
CAST Locations
Castle Green 
Central City Stages 
Chef Robert Catering, Inc.
Churp Signs LLC 
Cinema Air, Inc.
Civic Center Studios 
Coast Anabelle Hotel & Safari Inn
Creative Handbook
Crew Protection
Dallas Film Commission
DoubleTree by Hilton Los Angeles,  

Downtown, Kyoto Gardens
Edison Downtown, Inc.
Encore Air Inc.
Exchange LA
Executive Assurance Security
Fairplex Southern California
Ferguson’s Film Property Mgmt. Co.
Film Commission Chile 
Film Friendly GA
Film In Iceland
Film Liaisons in California Statewide 
Film US Virgin Islands 
FilmWerx Locations, Inc.
Go For Locations, Inc.
Hilton Checkers Los Angeles
Hollywood Honeywagon
Hollywood Locations
Home Shoot Home
Huesca Film Office
Humboldt-Del Norte Film 

Commission
Hummingbird Nest
Image Locations, Inc.
Imperial Arts Studio 
Indochina Productions
Irwindale Event Center
It’s A Wrap Motion Picture Cleaning  

& Equipment Rental  
JCL Traffic Services
Joe’s Auto Parks
KFTV 
L.A. Film Locations

Lacy Street Production Center
Lay’d Out, Inc.
Layout By Bubbles
Lemke Software GmbH
LocoMats
Long Beach Locations, Inc.
Los Angeles Convention Center
Los Angeles Police Museum 
Los Angeles Times Square
Lunchbox Transportation LLC 
Malibu Locations
mapthisout.com
Maryland Film Office
Master Chef’s Production Catering 
MatMen
Media Locations
Meyler & Co., Inc.
Millennium Biltmore Hotel  

Los Angeles
Minnesota Film and TV
MNM Locations
Mondrian LA
Montana Film Office
Monterey County Film Commission
Morocco Film Production
* Nevada Film Office 
Newhall Land Film Locations
North Carolina Film Office
NorthStar Moving Company
Oakwood Worldwide
One Stop Leasing Inc.
* Oregon Governor’s Office of 

Film & Television 
Pacific Palms Resort
Pacific Park on the Santa Monica Pier
Pacific Production Services, Inc.
Pacific Traffic Control, Inc.
Paramount Pictures 
Park As Directed 
Pasadena Film Office
Pietro’s Italy - Your A-List Entrance

to Italy 
Placer-Lake Tahoe Film Office
Power and Communication  

Services Inc.
P.R.O.P.S. Security
Rancho del Cielo
Ready to Shoot - Production service 

in Portugal
Real to Reel Locations
Reel Locations
Reel-Scout Inc. 
Reel Security Corp.
Reel Waste & Recycling, LLC
Ridgecrest Regional Film Commission
Riverfront Stages, Inc.
Rocky Mountain Security LLC
Sagafilm Iceland
San Telmo Productions
Santa Anita Park
Santa Barbara Location Services
Santa Clarita Valley Locations 
Santa Monica-Malibu Unified School 

District
Sarasota County Film & 

Entertainment Office 
Skye Rentals
Skyline Locations
South Carolina Film Commission 
* South Scout Locations
Sportsmen’s Lodge Events Center | 
	 River Rock Restaurant and Bar
St. Moritz Security Services, Inc.

LOCATION
PROFESSIONALS
* New members

Joe Abel
Keith Adams
Joseph Akerman
Chris Allen
Ted Alvarez
João Alves
Kokayi Ampah
Thom Anable
* Stephen Andrzejewski
Andrew Areffi
Melissa Areffi
John Armstrong
Gerald Averill
Jimmy Ayoub
Greg Babcock
Andrea Babineau
Lori Balton
Mike Barry
Roger Barth
Chris Baugh
Glenn Beadles
Ernest Belding
* Robert Bentley
Kathy  Berry
David Berthiaume
Justin Besemer
Michael Bigham
Brian Bird
Marylin Bitner
* Stephen Blake
Robbie Boake
Keith Bohanan
Rich Bokides

Christine Bonnem
Brooks Bonstin
Per-Henry Borch
Bill Bowling
Alasdair Boyd
* Taylor Boyd
Paul Boydston
Paul Brady
Becky Brake
Kenny Brant
Mike Brewer
Kevin Briles
David Broder
Terry Brooks
Bree Brozey-Chierighino
Michael Burmeister
Joe Burns
Adam Butt
Paola Cambo
Billy Campbell
Nick Carr
Michael R. Casey
Matthew Cassel 
John Cefalu
Matthew Chamberlin
Batou Chandler
Kate Chase Pitzarella
Michael Chickey
Deven Chierighino
Patrick Chisholm
S. Todd Christensen
Robert Christoffersen
Bruce Chudacoff
Robin Citrin
Dominick Clark 
Scott Clark
Anna Coats
Denise V. Collins
Elisa Ann Conant
PJ Connolly
Jack Constantine
Dan Cooley
Joni Coyote
Bob Craft
Bob Crockett
Stephenson Crossley
Martin Cummins
Dustin Daniels
Bill Darby
Fermin Davalos
Kim Dillinger Davis
Roberto De Biase
Robert Decker
Kristine Delgado
Brian Deming
Alissa Desler
Scott Dewees
Kristin Dewey
David Norman Diaz
Michael Dickinson
Mandi Dillin
Clay Dodder
David Doumeng
* Valerie Douroux
William Doyle
Pamella D’pella
Dale Dreher
Douglas Dresser
Rita Duffey
Frank Duffy
Kristen Dunn
Jennifer Dunne
Claudia Eastman

LMGA MEMBERS Promoting Excellence on Location Worldwide
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Kathy McCurdy
Stacey McGillis
David McKinney
Michael Meehan
Beth Melnick
Robert Mendel
* Matt Messina
Patrick Mignano
Barbara Miller
Chris Morgan
Maida Morgan
Dennis Morley
Nick Morley
Jeff Morris
France Myung Fagin
* Alison Naifeh
Lucas Nalepinski
Galidan Nauber
Jill Naumann
Stevie Nelson
Stuart Neumann
Peter J. Novak 
Sophia Ochoa
JP O’Connor
Kyle “Snappy” Oliver
Brian O’Neill
David O’Reilly 
Jennifer O’Rourke-Smith
Peter Orth
Manny Padilla
Debbie Page
John Panzarella
David Park
Pat Parrish
Marino Pascal
Paul Pedevilla
Evan Peller
Michael Percival
Brittany Petros
Ellen Pfirrmann
Janice Polley
Scott Poole
Peggy Pridemore
Jen Prince
Richard Prince
Neal Prosansky
Zachary Quemore
Ron Quigley
John Rakich
Mick Ratman
Osceola Refetoff
Will Regan
Errol Reichow
Steve Rhea
Patrick Riley
Tony Rimwah
Jesse Rivard
John Rizzi
Adam Robinson
Daniel Rosenthal
Walter Roshetski
Lisa Rothmuller
Kei Rowan-Young
David Rumble
Lori Russell
Ian Rutherford
Will Ruvalcaba
Paulina Salazar
Tony Salome
Jason Savage
Bear Schmidt
Jordan Schmidt
Paul Schreiber

Guy Efrat
Leann Emmett
Jacqueline English
Taylor Erickson
Caprice Ericson
Luis Estrella
Gil Evans
Mike Fantasia
Russ Fega
David Ferdig
* Scott Ferlisi
Leo Azevedo Fialho
Perri Fichtner
Carol Flaisher
David Foster
Robert Foulkes
Billy Fox
Diane Friedman
Chris Fuentes
Kevin Funston
Lyall Jack Gardiner
Andre Gaudry
Marco Giacalone
Karen Gilbert
Eliana Ginsburg
Robert Girardin
Michael Glaser
Peter Gluck
Marie-Paule Goislard
David Golden
Sarah Goller
Ann Goobie
Mac Gordon
Dan Gorman
John Grant
Trish Gray
Barry Gremillion
Dow Griffith
Klaus Grosse Darrelmann
Terry Gusto
Chris Gutierrez
Heather Haase
Ken Haber
Russell Hadaya
Nancy Haecker
Wes Hagan
Raine Hall
Jimmy Hang
Julie Hannum
Jof Hanwright
Paul Hargrave
Howard Harnett
Michael Haro
Janet Harold
Kenton Harris
Gahan Haskins
Marie Healy
David P. Hebert
E. Michael Hewett
Timothy Hillman
* Kyle Hinshaw
R. Richard Hobbs
Andrew K. Hodge
Tom Hogan
Thomas Holaday
Jonathan Hook
Kim Houser-Amaral
Victoria Howard
Shawn Hueston
TeriLee Huff
Joshua P. Hughes
Jody Hummer
John Hutchinson

Mark Indig
Ariel Leon Isacovitch
David Israel
John Jabaley
Kent Jackson
Nick Jamison
Saisie Jang
John A. Johnston
Barry Jones
Ilt Jones
Welton Jones
Jennifer Joyce
Geoff Juckes
Jason Kadlec
Phill Kane
Jason Kaplon
Stephen Kardell
Catou Kearney
Orin Kennedy
Ted Kim
Brian Kinney
Shasta Kinney
S. Dylan Kirkland
Alex Kivlen
Brooke Kivowitz
Eric Klein
Eric Klosterman
Richard Klotz
Paul Knaus
Adrian Knight
Jordana Kronen
Chris Kucharski
Christopher Kusiak
Christina Labuzetta
Barry Lacina
Eric Larson
John Latenser V
Michelle Latham
Nancy Lazarus
Angus Ledgerwood
Jodi Leininger
Michael Leon
Robert Lepucki
Victoria Leskin
J.J. Levine
Dennis Light
James Lin
Joe Liuzzi
Scott Logan
Jesse Lorber
Michael B. Louis
Brian Love
Charlie Love
John Lucas
Ann Lukacs
David Lyons
Jim Maceo
Jason Madison
James Mahathey
John Maher
Flint Maloney
Don Mann
Steve Mapel
John Markel
Donny Martino
Peter Martorano
Kent Matsuoka
Bill Maursky
Edward Mazurek
Kevin McAteer
Peter McClafferty
Tim McClure
Cyndy McCrossen

Promoting Excellence on Location Worldwide
Rick Schuler
Florian Schura
Carole Segal
Mike Shanahan
Ned Shapiro
John Shelde
Joshua Shull
* Ivan Siebel
Bonnie Sills
J. Max Simon
Joel Sinderman
Aidan Sleeper
* Brad Smith
David Smith
Michael Smith
Sharon Smith-Herring
Laura Sode-Matteson
Leah Sokolowsky 
Michael Soleau
John Spady
Randy Spangler
Chelsea Squyres  
Rebecca “Puck” Stair
Patti Stammer
Eric Stangeland  
Rowan Stanland
Matthew Storm
Jason Stowell
Kyle Sucher 
Robert Swartwood Jr.
Golden Swenson
Beth Tate
Jack Tate
Alison A. Taylor
Duffy Taylor
Nate Taylor
Sam Tedesco
Kayla Thames
Dorion Thomas
* David Thornsberry
Leslie Thorson
Kai Thorup
Andrew Ticer
Sam Tischler 
Marta Tomkiw
William Toscano
Alex Tridimas
Scott Trimble
Jim Triplett
Tano Tropia
Andrew Ullman 
Craig W. Van Gundy
Keomanee Vilaythong
Lary Vinocur
Veronique Vowell
Gina Vreeland
Kristan Wagner
Deborah Wakshull
Lee Wall
Stephen Weissberger
Dan Welch
Michael Wesley
Byll Williams
Dennis Williams
Daniel Wilson
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37° 36' 13" N / 118° 44' 14" W
MARTINI SHOT

Tufa Vents
Crowley Lake, California 
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LOVE PASADENA MORE
REASON #365: PASADENA IS FILM-READY
3 DAY TURNAROUND• OVER 1,000 LOCATIONS• WITHIN “THE ZONE“

ph
ot

o:
 J

ai
m

e 
P

ha
m


