Our EXCLUSIVE interview with Moonlighting,
now Boston Legal editor Phil Neel

By Diana Maiocco

On the morning of Monday, February 14, | drove to Manhattan Beach Studios to interview Phil
Neel, one of the editors of the hit ABC series Boston Legal. Phil worked on Moonlighting as its
Post Production Supervisor, Editor and Associate Producer (Seasons 3-5) and he was very
happy to sit down with me to discuss what it was like for him to work with Glenn Gordon Caron,
Neil Mandelberg and the rest of the Moonlighting cast and crew. In fact, 20 years later, Phil is
now working right next door to Glenn and Neil, as Medium is shot on the same lot. Isn't that iron-
ic? Not only did we discuss Moonlighting, but we also talked about Boston Legal, including
episodes he edited, Hired Guns and It Girls and Beyond. After the interview, Phil was gracious
enough to take me down to the set to meet some of the cast and crew and view the filming of a
scene from the amazingly powerful episode Death Be Not Proud, which he also edited.

DM: You were an editor on Remington
Steele. Is that where you met Glenn Caron?

PN: Yes, Glenn was a writer/producer. The way it worked
that first season wasthat whoever wasthe writer of record on
the episode would work with the editor and bring the show
to find cut. | think Glenn and | worked together on two or
three episodes. We got to know each other pretty well and
enjoyed working together. | think it wasmid-season or so thet
Glenn darted talking about a show he was developing, a
series of hisown. He asked meiif | knew Artie Manddberg
who he had worked with on Breaking Away. Artie was dso
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an editor who later became a producer on Moonlighting. He
thought that someday | should meet him because we might
enjoy working together. Of course, this was a year or two
before Moonlighting had started.

DM: You were the post production supervi-
sor on Moonlighting beginning with the
third season. Can you explain the role of
the post production supervisor, and you
were also an editor and associate produc-
er, so can you get into that also?
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For thefirst seven or eight shows
| was the post supervisor, and then
became associate producer. | wasaso
editing a the same time. A post
supervisor is like an associate pro-
ducer, basically responsible for bring-
ing the show from find cut to air. |
worked with the sound supervisor spot-
ting effects, background ambiances,
andADR (looping). | wasdsoinvolved
with music and would St with Glenn
and Artie while they spotted music
with the composer. After | became
associate producer, | supervised the
dubbing stage, where all of the sound
effects, dialogue, and musc were
mixed together. Regarding music,
there are two types typicaly used in
editing and mixing. There's needle-
drop music, which is existing records
and songs that Glenn would ve
sdected during the writing of the
actual script, and we would edit to
those songs. There were other times
when Glenn would have us edit-in
needle drop music after the show was
Ccut, just to give the scene an attitude
we never saw before. Alf Clausen,
our compose, scored the other type
of music we would use in the
episodes. Alf would underscore the
emotional scenes, plus any other
whimsical or comica cues
that were necessary. | for-
got to mention that as post
supervisor | aso super-
vised the color correction
of the shows, and made up
the post schedule for the
ddivery to the network,
which was adways done
under an extremdy accler-
ated amount of time. I’'m not
sure a what point it's best
to talk about our schedule
because it was sort of infa-
mous, the post schedule.
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DM: I'll ask it now. What were
the challenges of working on
a show like Moonlighting?

Wl, obvioudy there was the
physical aspect of getting the show
on the air. We congstently shot until
Friday with a Tuesday airdate.
Turning the show around for post
production was definitely a big chal-
lenge. Thiswasin the days of cutting
on a Moviola, not eectronicaly. It
wasdl cut on film so that wasadow-
e process. Nevertheless, even by
today’s standards, this would be con-
sdered atight turnaround. We devel-
oped a system that seemed to work
pretty well to get the show on the air
quickly. We'd usudly mix the show
on the weekend. Then we'd play the
show back for Glenn on Monday
morning, one day beforeair. Thiswas
in the days when shows 4till cut the
negative, so we would have the nega-
tive cutters doing their work over the
weekend, and we would start color
correcting in telecine Monday morn-
ing aswell. Another chalengewasin
the creative sde of editing a show
like Moonlighting. It was an extreme-
ly well written series and editorialy
we had to support the writing with

proper pace. It was comedy, and it

was drama, and a times it was a
musicd. It was a series that tackled
al three very well. Usudly you have
a series that's one or the other, but
Moonlighting was consigtently all
three. As an editor, it was very chal-
lenging because we had to know
when to dow down the pace and play
the moments, and then turn around
and edit David and Maddie doing rat-
atat didogue.

DM: And overlapping dia-
logue.

Yes, and overlapping didogue,
just the physical aspect of cutting a
scene where two frames can make a
crucid difference in the pace. It was
definitely a chdlenge to give the
sory the emotiona fed it deserved
and 4till give the show its trademark
pace. | remember when | first got
there, | cut a scene together where
therewas alot of back and forth with
David and Maddie. | was making
cuts that were ten and twelve frames
long. It went back and forth, back and
forth, and Glenn looked at it. Heliked
it, but he said, "Can't you get back to
Maddie just for that one word?' And
I literaly don't think | had more than
six frames to devote to that word, so
here | thought | was cutting
the scenetoo tight and it was-
n't tight enough.

DM: So what were
the most challenging
episodes that you
had to get ready for
air and why?

One show was Tracks of
My Tears because Bruce and
Cyhill had each been off the
show at separate times.
Cyhill was pregnant and
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...when they (Bruce
both
returned, | remember
ABC said, "Look. Now

and Cybill)

Yes, and the show that aired
after that, Eek!l A Soouse, was
even more difficult. We had to
shoot that episode Saturday and
Sunday and dso Monday morn-
ing for Tuesday night air. It was
definitely chdlenging. | think it
was Sunday night a midnight
and | was measuring the show as
| was editing. At one point we had

thClt we hClve bOth Of five of usediting at the sametime

them back, whatever
it costs, get it on the

air.

and | was trying to go from room
to room to measure the show and
see where we stood length-wise.
If the show was too long by as
much as a minute, we could

varigpeed it (speed it up) on the

s (€/€CIN€ rank (the machine used

while shewas pregnant we shot around
her. We shot her dlose-ups when she
was dill there and after we rdleased her
we had to shoot with her photo double
over her back. Then Bruce injured his
shoulder just before Cyhill returned, 0
now we had to shoot around Bruce.
Ironicaly, we shot around Cyhill’s
pregnancy to hide the fact she was
pregnant for many months. Then after
she returned, the writers had a new
dory ac where Maddie was now
pregnant, so we had to make her look
pregnant for the next severa months.
Altogether, Cyhill must have fdt like
she was pregnant for 18 months.
Findly, when they both returned, |
remember ABC said, "Look. Now that
we have both of them back, whatever it
cods, get it onthear."

DM: Tracks of My Tears is
when Maddie returned from
Chicago by train and she
walks into the office and
tells David she’s married (to
Walter Bishop, portrayed by
Dennis Dugan).

-
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for transferring cut negative to
videotape). | think | made a math
error somewhere dong the way and |
told Artie at midnight on Sunday we
were not two minutesover...wewere
nine minutes over. There was a scene
that 1 had been working on al day
with Jay Danid, a big chase in the
parking lot that was maybe two and a
half minutes long, so the first thing
we did was drop that. Within three
hours Artie had gone through and
made enough liftsin the show that we
got it to footage. Meanwhile, the neg-
aive cutters are trying to cut nega
tive, and the sound effects and music
editors are trying to keep up with our
changes, and of course this impacts
the dubbing stage as well. And then
Monday morning we're still shoot-
ing, so | sent one of the editors home
ealy so he could come back late
Monday night to edit the scene that
was shot that morning. He had to
have the scene edited by about 5:00
in the morning Tuesday (day of air),
so we could view it and make
changes before the sound effects and
music editors spotted it at 6:30 in the
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morning. Then we were on the dub-
bing stage by 10:30 am., mixed it,
married it to the picture and ddlivered
it to the network, | think, at 2 or 3
o'clock that day, which is about as
late as they take it. And it looked
beautiful! Everything came out won-
derfully. The sound was greet, the
picture looked great. But this editor
sad it was the drangest experience
for him because he came into work,
edited dl night, went home, went to
deep, woke up and turned onthe TV,
and it wason theair. It was as though
the network had just plugged a big
cable into the back of the moviola

DM: ABC didn’t even both-
er screening it. They just
plugged it in and prayed
that there was nothing too
risqué in it. (Laughing)

Exactly. Right. As a reault, |
think that | had one hour of deep in
about four days and | felt it. It was
redly tough. But it was a lot of fun,
you know? We never stopped.

DM: Working on adrenaline.

Yes, exactly. | don’t know if any-
body el se had mentioned this but one
of my favorite quotes, just to define
the post schedule and how tight we
were, was when Will Mackenzie,
who had finished directing an episode
on a Friday, asked, "I'll see my first
cut Wednesday?' and he was told,
"Wel, it will be on the air Tuesday."

DM: Yes, yes. It was Will
Mackenzie asking about
Atomic Shakespeare. He
asked Glenn, "When will I
see my director's cut?" And
Glenn replied, "You'll see it
like everybody else, on the
air on Tuesday night."
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Yes. What a great story. Another
example | just thought of about
Glenn's musica influence happened
in Blonde on Blonde, the one where
David waswandering in the Strests. ..

DM: Following Maddie but
he was really following
Donna Dixon.

Yes. But the song was the Dion
and the Belmonts song.

DM: Run Around Sue.

Yes. What Glenn wanted to do
was have David hear the song com-
ing from here, there and everywhere
as he walked down the street. We had
to keep giving the song different per-
spectives. As he walked by one store,
it was coming from the speakers of
the store and then it would come out
of a car that drove by, and then he
would hear it coming from the out-
Sde speskers of a dore across the
dreet. We were a mono show. We
weren't stereo, so it wasredly hard to
do that. I remember that was a big
chalenge, and it ended up working
farly well. That'sthe kind of creative
way that Glenn had music comment
on the scene. In another episode,
there'sagreat example of how music
can add another dimension to the
scene. It's where David is following
Maddi€'s father around because she
thinks he's having an affair.

DM: Yes, Every Daughter’s
Father is a Virgin.

Yes. Exactly. Love that title. It
was the scene where David isin the
car following Maddi€'s father to his
lover’s hote room. But Glenn looked
a it. It was aready a strong enough
scene and Glenn goes, "Here. Try this
song" and it was Papa Was a Rolling
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Sone. The editor dropped it in and 8 —

it suddenly took on a whole new
fed.

DM: Yes. Great! Excellent!
Very memorable. The way
they cut between Papa
Was a Rolling Stone when
David was driving and
Love Is a Many Splendored
Thing when Mr. Hayes
was driving.

Right. Yes, exactly.

DM: Songs that tell a com-
pletely opposite story.

(About a Moonlighting reunion
movie) | think it would be loads
of fun and be very popular with
a huge, huge following. | can't
tell you how many people I've
met who are in their twenties
whofollow reruns of the show

religiously.

That's right. Another post |

production story was when Cyhill
returned after she was pregnant and
Bruce was out because of the shoul-
der injury. It was the episode where
Mark Harmon and Bruce get into a
fight in the parking lot.

DM: Yes, yes. In the under-
ground parking garage.

I’ve forgotten the name of the
episode. Which one wasiit?

DM: It was I Am Curious...
Maddie.

WEell, | was editing that scene
when they fought in the parking lot
and like | said, we would have
either Cybill but not Bruce, or
Bruce but not Cyhbill. But in this
particular spot, we had Mark
Harmon'’s character as well. Bruce
and Mark were in this fist fight
(over Maddie). At no time did |
have al three actors in the scene.
We first shot half of the fight with-
out Bruce, and then shot the other
side, days later, without Mark. |
think he was already scheduled on
another show so he wasn't around.

Then | had Cybill without Mark
and Bruce. So | was cutting a fist
fight scene without the two actors.
At one point, when the camera
dropped back wide, | had none of
them. They were al stunt doubles.
That was the fun of editing the
show.

DM: I think Chris Howell
was one of Bruce's
stand-ins.

Yes.

DM: Because you could
tell in that sequence that
it wasn’t Bruce's hair (as
seen from behind).

Yeah, exactly. You could see
it. Couldn’'t stay for too long on
that shot.

DM: You had to cut away
real quick so people
wouldn't notice.

And you know who Chris
Howell’s son is?

DM: Yes. C. Thomas Howell.
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PN: Yes.

DM: He did some stunts. C.
Thomas Howell showed up
a few times in Moonlighting.
He was knocked around a
few times, as a waiter (in
Lady in the Iron Mask) or in
Come Back Little Shiksa
when Bruce and Curtis
Armstrong (Herbert Viola)
were in a department store
and he was store clerk
adjusting a mannequin. He
did some stunt work on
Moonlighting.

PN: Oh yeah.

DM: Now, any memorable
instances dealing with the
network executives at ABC,
especially since Moonlighting
liked to poked fun at them?
Anything that they had you
edit out at the last minute?

PN: Well, the dialogue was risqué,
so we usually had standard’s notes
to deal with, but nothing | remem-
ber about poking fun at ABC.

DM: What I meant by pok-
ing fun was that in the

beginning of the episode
Fetal Attraction, there's an
ABC executive lying in a
hospital bed in a coma.

PN: Ohright! Yes.

DM: Moonlighting was
always poking fun about
how ABC had to deal with
the production delays or
what was going on with the

storylines. The opening to

Fetal Attraction was where

an ABC executive was in a

coma and when he came

to, he asks the nurse if

David and Maddie are back

together yet, and when she

replies no not yet, he slips

back into a coma.

PN: Oh yes! | remember that.
There's another one with a crystal
ball.

DM: That's the episode
where they were audition-
ing all these David
Addisons. (Cool Hand Dave,
Part 2) because David was
missing, and so they had to
find another David Addison
because the
real one was
stuck in prison.

PN: Right. | remem-
ber editing that
sequence where dl of
the different Davids
arejump-cutting from
oneto the other.

DM: Yes, with
the wanna-bees
singing, "There
she goes just
walking down

the street singing ‘Do wa
diddy...""

PN: "..diddy dum diddy do." Yes.
| remember that. | mean, | was not
as involved with the direct contact
with the network as much as Artie,
Jay, and Glenn were, so | don't
know as much about that.

DM: What was your rela-

|
(About Boston Legal) To

quote another editor, "If
i's this much fun, how can
we call this work?" Like
all of David Kelley's
shows, Boston Legal is
extremely keen-witted,
has the comedy mixed
with drama, and very

distinctive music.
]

tionship with Glenn like?

PN: It was a lot of fun. It was
rewarding to work for someone
who demanded the best out of peo-
ple. During the editing process, we
would first do a pass for Artie.
Artie definitely knew what Glenn
preferred, and he would give us
notes that would get the show pret-
ty close to Glenn’s liking. Then we
would go into a screening room
with Glenn for his notes. Glenn’'s
acute eye for editing taught me a
lot. His notes were more about the
emotion of a scene. He might say
this is Maddie's scene or vice
versa, this is David's scene. That
was an interesting approach and
SUMMER 2005 °
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that might mean she gets more
close-ups versus David's shots,
which would be wider shots taken
over her shoulder. Maybe play
more of David's dialogue over her
close-ups as well. As | mentioned
earlier, after we had edited the
show and it was locked, Glenn and
Artieand | would sit in aroom and
gpot the music with Alf Clausen.
Thisis where Glenn would describe
where he wanted music and what
kind of music to score. Then after
the show was mixed, | would sit
with Glenn, usualy on Monday
morning when it would air on
Tuesday, we would sit together at
8:30 in the morning and view the
show on a three quarter inch tape,
and Glenn would react to the mix
and give me notes. Meanwhile, |
had the dubbing stage starting at
10:30 that morning and | would go
back to the stage to make the
changes. While we're talking about
music, just for a second, | remem-
ber on Atomic Shakespeare, again,
we were kind of under the gun, and
we spotted with Alf Clausen on
Wednesday the week before it aired.
I'll never forget, Neil (Mandelberg)
had edited one side of a sword fight
scene with David shot but not the
other sde. Nell just had oneside so it
was cut against "scene missing” ban-
ner. It's extremely difficult to time
what the final scene will look like,
so for the composer, he doesn't
know how much music to write for
acertain point or where the hits are
going to happen. When Glenn got
to that scene, he said to Alf, "Just
give me ten yards of action adven-
ture  swash-buckling music.”
Obvioudy, Glenn knew that the
scene was not ready for him at this
point but just ordered enough
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yardage for the music edi-
tor to cut together once the
rest of the footage camein.

DM: So the people you
worked most closely
on Moonlighting
would be Glenn, Artie,
and Neil?

Yeah. Glenn, Artie, Nell
and the other editors a the
time were Harvey
Rosengtock, Roger Bonddlli
and Curtis Fridich and then

cadled him "Large'. Jary
Frizdl. | want to mention that
in the fina season of Moonlighting,
Nell left early to edit apilot in Irdand,
S0 we brought in an editor from LA
Law | knew named Jonathan Pontdll.
He worked the find 2 months of the
series, and technicdly edited the very
last scene of the find show where
David and Maddie are in the church. |
mention this because Jonathan has
been my baoss for seven of my eight
years & David E. Kelley Productions.
Anyway, | dso worked closdy with
the post houses, Compact Video, the
sound effects editor and supervisors.
Va Kuklowsky was our supervisng
sound editor and he was pretty unflap-
pable. He had pretty much seen it dl
and it didn’'t matter how late we gave
him reds, their company would just
drop everything and tackle
Moonlighting as soon as it walked in
the door.

DM: Did you interact with
Bruce and Cyhbill?

Yes, more in my first season (the
show’s third). My only involvement
would have been in having to loop
them after we shot scenes because of

Are we missing a good rivalry?
Some Boston Legal fans have asked as
later we had...everyone the Brad and Alan confrontations were

stifled during the show’s first season.

bad sound or if thereé's any didogue
that we needed to change because of
rewriting. | would meet with them on
the ADR stage and we would do loop-
ing. In later seasons, it was easier to
just gototheir trailers and record what
we needed because their schedule was
just sodifficult. It washard to get them
off the sage when they were in 0
many of the scenes and so we would
do the best we could with that and just
drop the didogue in. Also, because
looping them became more and more
difficult, as editorswe dl had to make
aure the didogue tracks were "dub-
bable’, meaning we fixed as much of
the bad sound as possible aswe cut the
scenes and we could ar these tracks.
Nell, who was the Supervising Editor,
wasthe madter at this. Nell wasaways
the "go to" guy when scenes were in
trouble.

DM: Was it the same thing
with Allyce and Curtis? Did
you have much interaction
with them?

Yeah, for the same reasons, just
having to loop them, but | was not as
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