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Sherman
Kunkel..

“Perfect Strangers is my first situation comedy: It's a different type

¢ of challenge. You have to light for three cameras without block-
on I m ing the view of the live audience. That used to require flat light-
& ing with no separation of characters from the background. We

weren't willing to settle for that. We imitate reality. We do that with light and color, shadows
and highlights. The camera crews have to be perfectly choreographed, like a ballet. We
anticipate every move, so a key light for one camera is a backlight for another. We take
advantage of every practical light. At night, we bring the color temperature down to get a
colder look. It all helps to create an illusion. The ‘fast’ film helps, too. It ‘sees’ subtle details in
the shadows. The blacks hold up nicely, and that’s where contrast begins. Also, it allows us
to work at comparatively low light levels so the actors and audience are comfortable. Every
show is different. | learn something every week”’

Sherman Kunkel’s other TV crediits include “Hawaii Five-0," “Fantasy Island,” “Hart to Hart,”
‘Magnum, PI.” and “FAME””
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Motion Picture Films
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From The Editor.:

the U.S. Army had chartered from N.F.A. (No Frill Air-

ways) to fly my 17 man unit to an assignment deep in the
Texas desert.

My buddy on the adjoining seat calmed me with his com-
plementary beverage service, but I made the mistake of look-
ing out the window. The wings were flapping up and down,
as though they were loose! The co-pilot/navigator, who also
brought the luggage aboard, explained that vertical wing move-
ment was normal for this old DC-3. He swore on the Bible
I was memorizing that I would soon laugh about my first flight.
His confidence was contagious; it wasn’t long until I started
to believe that maybe N,F.A. wasn’t such a bad deal for the
frugal traveler.

We have all had scary experiences. How many of you remem-
ber the day of your first driving exam? Who has come close
to drowning in deep water? Have any of you been lost in a
foreign city, a rough neighborhood, or even in the wilderness?

I have experienced all of the above in my lifetime. But I’'ve
always felt the danger would disappear when an hour, an eve-
ning, or a day had passed. I always felt time would work to
dissipate my fear; I've never had to deal with a terror that might
last a lifetime. I have definitely never felt that I might forever
be incapable of earning a living.

Some of my fellow editors are worried they will never work
again. They are very concerned about editing of prime-time
television and some feature films going more and more to elec-
tronic systems. They panic as they see assignments not going
to the film editors who might have gotten those jobs 2 or 3
years ago.

In the early days of this film editing/video editing transfor-
mation, jobs were often given to those who knew how to op-
erate various systems; in effect, experience and ability were
momentarily discounted. Editors lost jobs because they could
not operate the new systems. Now a concensus seems to be
building that knowledge of editing is more valuable for an
editor than knowledge of a particular computer keyboard. Stu-
dios, producers, and directors of important projects now want
editors to do their editing —and they’re willing to help retrain
their editor on whatever equipment is going to be used.

However, there is no question that schedules and budget
pressures often tilt the assignment to the qualified editor who
has already had some experience on the system to be used.
It’s apparent that training on various editing systems, partic-
ularly the “hot” equipment of the moment, will be a factor
in the awarding of future editor jobs.

Manufacturers of electronic editing systems have been gener-
ous in making machines available for the retraining of film
editors because of a simple logic. As more editors get familiar
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with and prefer a system, the more units of that system will
be demanded and subsequently sold and/or rented in the mar-
ketplace.

The obvious is now taking place. In some manner, there is
a training program available on most systems to most accom-
plished editors. However, that is creating a new hardship. If
an editor is concerned about losing assignments because of
a lack of training on electronic systems, he or she can go and
sign up for training on several systems. At present, the editor
or assistant editor must outlay a minumum of three to six hun-
dred dollars for training in each system — out of his or her own
money—with no guarantee of a job bringing income back.

So some capable editors and assistant editors find them-
selves stuck on the horns of a dilemma. If they don’t get train-
ing on the “hot” systems, they may never work in television
again. If they do get training by paying these fees, they may
pick the wrong system or a training situation that doesn’t ade-
quately prepare them to positively answer the interview ques-
tion, “Can you jump right in and do a rush show on our
equipment?”

Next year could bring a new “hot” system or a variation
to be re-learned. Moreover, each trainee must keep in mind
the necessity of securing an assignment using this knowledge
soon after training. But training seldom results in jobs and
credits for editors. As a result, some will find themselves in
a endless loop of frustration and expense.

You may ask if the training systems are donated, and the
facilities are usually provided at minimal cost, why are these
training classes so expensive? The answer is instructors.
Teachers are usually the single most expensive part of the re-
training process. Yet, it is unreasonable to expect editor/teach-
ers to give considerable time and effort to this process with-
out compensation for their trouble. Somehow, somewhere,
there should be a way to provide training, at lower cost, to
those who have been hurt by the advances of our industry.

In recent months we have often heard about the plight of
the homeless people. Many loud voices have shouted in the
media to draw our attention to this growing social problem.
But how about some quiet words on behalf of the men and
women who have lost their “home” at the studio? How about
a few whispers of concern for the dignity of some very talent-
ed professionals who fear they will never work again?

The Cinemeditor readership includes many of the most crea-
tive post-production minds within the English speaking world.
Perhaps it’s time for our industry to give thought to a subject
not often discussed. Perhaps it’s possible someone out there
has a worthwhile solution to this very unfortunate situation. [J]

Howard Kunin, A.C.E.
5



Or TV Hits

half-man, half-beast lives beneath
Athe streets of New York, rescues

a beautiful young woman and be-
comes her vigilant protector. Four senior
ladies live together without sweet, pre-
cocious children or darling, devoted
animals, Could these be story lines from
which successful TV series are made?
The answer is yes, when presented by a
talented executive producer like Tony
Thomas, and his long-time partner, Paul
Witt.

Golden Girls, which is the Emmy
award-winning comedy series that centers
on the adventures of the aforementioned
four senior ladies, is one of Thomas’ im-
pressive credits. Currently he is co-
executive producer of the show under the
Witt-Thomas-Harris production banner.

Beauty and the Beast, with the pro-
tagonist as the previously mentioned
half-man, half-beast, is the newest tele-
vision hit for Witt-Thomas Productions.

It’s A Living, a current production for
syndication, is also executive produced
by Witt and Thomas. Their past credits
include Soap, Benson, It Takes Two, and
Hail To The Chief.

During his career, Thomas has been
a producer of numerous TV series and
movies of the week. He has been respon-
sible for post-production in the partner-
ship and has had the unique experience
of working in both film and tape.

“Paul and I went kicking and scream-
ing into the tape business,” Thomas
recalls. “We had always done everything
on film, and we did not want to be in
the tape business. The moment we got
used to it, we realized that we would
never go back and try to do a three-
camera comedy on film.

“There is more control when a show
is shot on tape, particularly in comedy,”

6

says Thomas. “You can see what you are
getting as you are getting it. It’s all
brought to you in the office; you watch
the show on TV. Since that’s our medi-
um, I don’t need a big screen to see the
product.

“Shooting comedy on tape has many
bonuses. Golden Girls uses four cameras
on both the dress rehearsal and the live
show. The tape editing system has the

capability to run and compare, in sync,
all cameras for each line reading or reac-
tion, and this is a definite advantage that
can never be accomplished on film.
“Picking the material for a Golden
Girl show is a six-hour process,” ex-
plained Thomas. “We analyze the eight
set-ups from the dress rehearsal and the
air performance, the restarts, (perfor-
mances that are done while the audience

AMERICAN CINEMEDITOR



is still there) and the pickups (shots done
after the audience leaves). All cameras
are lined up straight across in sync; we
literally go from camera cut to camera
cut, using four or five monitors. We view
the beginning cut for possible cutting
changes until the director has gone to the
next camera angle on the edited tape.
Then we look at the coverage of that an-
gle change and continue this procedure
through the show. This whole process is
called selection. The editor, production
assistant, and the producer work togeth-
er compiling the show all at one time.”

On Golden Girls and It’s A Living a
Calaway linear editing system is used at
Pacific Video. On Beauty and the Beast,
a Montage non-linear editing system is
used at Pacific Video. The work tapes,
generated by the two different styles of
electronic editing, are brought to Tho-
mas’ office. He doesn’t feel restricted by
either style of tape editing when giving
his input to a show.

There are many TV executives who still
prefer to see a beautiful big picture on
the projection room screen. But Thomas
has a logical and straight forward ap-
proach to how a producer needs to see
the product.

“I don’t miss the big screen. That was
one of the things that we were clinging
onto and why we didn’t go into tape earli-
er. We thought that it was all part of the
magic of TV production. Paul and I do
enjoy going into the screening room, and
we kid and say ‘Do you remember?’ But
actually all that atmosphere was per-
sonal. When you get home you watch it,
just as your audience does, on a regular
TV set.”

There are some trade offs in the use
of tape. “What can bother me,” says Tho-
mas, “is the tape quality in the work
print, because your print has often gone
down so many generations. Sometimes
you're surprised by the more accurate pic-
ture from the online room; it doesn’t ap-
pear the way you first thought it would
because the loss of quality in the work
print tape has disguised a movement or
a cut. That’s why 1 like to check the
results of the online sessions.

“Everyone I know likes to see shows
on the air. That’s where you get an idea
of what they really look like, commer-
cials and all”

Thomas is a graduate of the Universi-
ty of Southern California Film School,
and as the son of the multi-talented en-
tertainer and producer Danny Thomas,
the younger Thomas had the opportu-
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nity to be involved in the business at an
early age. As a teenager he attended cuts
and was privy to a great deal of produc-
tion shop talk. At that time he had no
idea what everyone did after they left the
screening room.

“I didn’t really know all the intricacies
before I went through my film school
education. Of course, it really didn’t all
come together until the hands-on work
experiences.”

Thomas’ years of post-production
responsibility have given him a special
opportunity to evaluate the contribution
of editing to the finished product.

“I am a confirmed believer in the old
cliche of making it, or breaking it, in the
editing room. The editing makes sure
that what you planned in pre-production
actually gets executed. All the conversa-

dead spots, and are the tracks clean?
Most importantly, the sound has to en-
hance each scene and take care of the
weak things that we couldn’t help.”

During the past few years, Thomas has
begun to rely on and to appreciate the
great potential of electronics in the field
of post-production. He believes that
there will be more and even faster
electronics.

“It’s certainly going to happen in TV,
and that won’t minimize quality. I think
the faster the mechanics of electronics
become, the better off we are going to
be in TV.”

A busy future is projected for Thomas
and his production company, including
a CBS pilot, an NBC on-the-air commit-
ment, and several feature projects in de-
velopment.

“I am a confirmed believer in the old cliche of
making it, or breaking it, in the cutting room.”

tions you had about script, all the inten-
tions of the scene and of the characters,
are definitely decided in editing. And
that is the last chance you have to make
sure that the job gets done.”

Choosing the editor to accomplish the
task is another important matter. Tho-
mas acknowledges that credits and ex-
perience are valid criteria for judgment,
but equally significant is how he and the
editor relate to each other.

“There are many hours spent with the
editor. Therefore he has to understand
me, understand the way I think and talk,
and relate to my sense of humor. And
vice versa, I have to be able to commu-
nicate with him. The editor has to be
someone who knows what I am all
about. Of course, the editor’s work has
to be good, and he has to be someone
who is going to bring something to the
party.”

Another post-production area for
Thomas’ attention is dubbing. The mix
has to have a dramatic impact on the
show. Thomas has one minimum require-
ment: does the music work?

“Of course there are additional con-
siderations. Is the sound filling in the

However, It’s A Living, the currently
produced syndicated show of the com-
pany, will finish in a year. He does not
see any further involvement with the syn-
dication market because at the present
time it isn’t economically feasible. “We
are always hoping,” Thomas added, “that
the market place will turn around, and
it will be economically sound to do these
things. However, I am not sure that there
will be as much profit in this area as there
used to be.”

During the nineteen years that Tho-
mas has been involved in TV post-
production, his shows have won critical
acclaim and have also delighted vast TV
audiences. As a co-owner in his own pro-
duction company, Thomas can select any
area for his personal involvement, He
chooses to give considerable time and at-
tention to the area of post-production.

“The script, the production, it’s all im-
portant,” Thomas states. “But I have al-
ways looked at post and the cuts as the
last chance to make it great—it’s truly
the last moment.” [J

by Claire Schall and Howard Kunin




The State of the

SHOOT ON FILM
FINISH ON TAPE

lectronic post-production has
Egrown rapidly in the last few years.
Almost all TV shows are eventually
delivered on tape these days, although
prime-time action and dramatic shows
are practically all shot on film negative.
Post-production executives are not all
in agreement on the answer to a simple
question: At what point in the post-
production process is it wise to start
finishing on video tape? There are three
procedures being followed by current
shows.

All Completion Work

Done On Tape
® Developed film negative is transferred
to a one inch video master with time
codes.
e 3/4 inch cassette or disc is made for
the assistant editor or editor to input on
an electronic editing system.
e After final editing, the editor’s work
is recorded by the editing system on an
EDL (Editor’s Decision List).
¢ The EDL goes to a video online room
where the show is assembled on one inch
video tape. This is accomplished by us-
ing the EDL, the one inch tapes made
from dailies, other one inch tapes with
added material (such as second unit
shots, inserts, special opticals, stock,
etc.), as well as simple opticals generat-
ed in the online room itself.
¢ Depending on facility procedures, the
show is formatted, titled, and color timed

at the preceding session or a subsequent
one.

¢ The above one inch tape has likely
been finished to American TV standards
(N.T.S.E.). If a foreign (P.A.L.) master
is required, it must be transferred from
the NTSE tape in a PAL conversion
transfer.

The full video completion has been
used on many prime-time TV series in
the last few years. It gives maximum cost
savings to the production company to-
day, while allowing the original film neg-
ative to stay uncut and accessible if a film
version is desired at a later date.

Some productions are now shooting
film negative using three perforation
frames instead of four. These shows must
do complete electronic post-production
simply because there is no standard film
equipment to handle 3 perf. There are
no 3 perf Moviolas, projectors, etc.

A common objection to the complete
video finish relates to the poor quality
of the PAL transfer often sent out in for-
eign distribution. However, proponents
of the complete video approach believe
the quality of PAL conversions has
suffered due to lack of attention in the
transfer process. New transfer proce-
dures, particularly using the concept of
going back earlier in the process for the
PAL conversion, will increase the quali-
ty of the international master.

All Completion Work
Done On Film

e Developed film negative is printed, and
the film dailies are given to the editor.
¢ Film opticals are made during the edit-
ing process and cut into the film work
print.

e The final edited work print is matched
in negative cutting.

¢ Color timing of the cut negative results
in the printing of the answer print.

e A one inch video master (NTSE) is
made in Telecine from the cut negative,
or it is made from a low contrast print
made from that negative.

® A one inch video master for foreign
(PAL) is made in Telecine during anoth-
er pass from the cut negative.

The above procedure is the most time
consuming in terms of scheduling a
show. It is also the costliest in present dol-
lars but allows the most latitude for fu-
ture distribution.

Completion On Film
Through The Cut Negative,
Video Opticals Added Later

¢ Developed film negative is printed, and
the film dailies are given to the editor.
® The final edited work print is matched
in negative cutting,

* A one inch video master is generated
in Telecine from the cut negative and then

...pictures composed for the TV of today
will not have a good look on the
high-definition screen...

Another concern is the cost of elec-
tronic editing. The weekly equipment
cost is considerable, but savings in the
editor’s time are calculated to be approx-
imately one-third. However, the problem
often is more complex than 12 hours of
film editing changes translating to 8
hours of tape editing changes. Savings
in time are often used by directors and
producers to work with the editor longer
in an effort to make a better show. Com-
petition in the equipment marketplace
may force down the price of electronic
editing equipment in the future.

brought into the online room to assem-
ble elements and add opticals.

¢ Assuming the video master just made
is for NTSE (American) standards, a
PAL (foreign) conversion is later made.
However, some will make the PAL trans-
fer during another pass from the cut neg-
ative, with the video opticals repeated
where possible, or re-done if necessary.

This sequence does not take advantage
of electronic editing but does generate
some savings by incorporating video op-
ticals into the finishing process.

continued on page 32
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FLAT-BED EDITORS
GET BETTER

any editors are given a choice of

viewing and/or editing their film

on either a Moviola or a flat-bed
editing machine such as a Kem or Steen-
beck. In recent years, flat-beds have be-
come almost standard in a feature film
cutting room, despite the fact that the
rental charge is at least 5 times that of
a Moviola. Moreover, in many cases it
does not replace but is used in addition
to the traditional Moviola.

Steenbeck 8 plate ¢

The two most well-known brands,
Kem and Steenbeck, are made in West
Germany for the world-wide market.
Moviola also produces some flat-beds.
Kem is the predominant system in Holly-
wood and on the West Coast, but Steen-
beck is better known in most other mar-
kets. New innovation by these manufac-
turers, and the companies that distrib-
ute or service the product, have brought
wider choices to film and video users.

EASE OF FILM EDITING/
VIEWING IMPROVES

New flickerless prisms have answered
former complaints of poor picture qual-
ity. For example, the previous Kem stan-
dard prism was an 8 sided solid prism;
the new flickerless prism has 18 hollow
sides. The larger number of flat sides in
the rotating prism means smaller angle
changes of images to the human eye
processing the screen pictures. It’s almost
showing the eye a gentle dissolve between
images.

Flat-beds operate on a modular sys-
tem; picture and sound modules can be
interchanged to run one more track mod-
ule and one less picture, etc. Picture mod-
ules have been re-designed for greater
flexibility. Previously, a television user
would need an academy module to run
the standard 1.33 ratio for TV. When
someone wanted to run a wide screen for-
mat feature on the same machine, a
different picture module would have to
be available and then replaced.

New academy modules are flicker free
and have bigger screens. They can be
matted to show 1.33 and 1.85 (theatri-
cal) ratios; the module is so large that
the matted 1.85 image is as big as a Pana-
vision module would show in 1.85. New
Panavision modules can handle 1.33,
1.85, or scope formats. All the new pic-
ture modules give brighter, sharper
images.

confinued on page 33

Kem Universal 8 plate with film to tape
transfer module

SPRING 1988

Film Cornprary

Phaota Courtesy Eaple Eve



_
Kodak Honors David Putnam

Eastman Kodak Corporation and the
Hollywood film and TV community
joined forces to honor David Puttnam
as the recipient of the Second Century
Award.

Puttnam, the creative and successful
producer of such films as Chariots of
Fire, Midnight Express, The Killing
Fields and The Mission, was praised for
his unselfish contribution to the future
of the film industry.

Recently retired as chairman of
Columbia Pictures, Puttnam gained the
respect and admiration of his peers for
enthusiastic support of the Discovery
Program. Through Discovery, first-time,
untried directors are given an opportu-
nity to direct short half-hour feature
films.

Jonathan Sanger, one of the speakers
at the luncheon, pointed out, “One year
ago I went to David to ask for his help
in getting the program off the ground.
He sparked to the idea immediately, ar-
ranged for financial funding, introduced
us to Columbia’s production staff, and
gave the start that allowed us to go to
Eastman Kodak and ask for their sup-
port.” Sanger also mentioned that there
were 20 job offers generated from the five
films that were produced. Eastman Ko-
dak recently hosted a special premiere
showing of these five films.

Roland Joffe, who directed The Kill-
ing Fields and The Mission, was the key-
note speaker and presenter of the award.

In his acceptance speech, Puttnam issued
10

a challenge to the industry. “It is our
responsibility to turn this media into an
influence for the good...especially where
minorities groups are involved. An art-
ist must have a place to display his
dreams, and society must help. Talent
doesn’t emerge by accident. Any wealthy
nation that wishes to consider itself tru-
ly civilized must first recognize its
responsibilities for nurturing and en-
couraging creative geniuses.”

An independent Board of Governors,
which represents all aspects of the enter-
tainment film industry, helped to select
the winner of the Second Century
Award. The Board included chairperson
Renee Valente, who is past president of
the Producers Guild of America; Gilbert
Cates, past president of the Directors-
Guild of America; Frank Daniel, dean
of the USC Cinema and Television De-
partment; Jean Firstenberg, director of
the American Film Institute; George

Schaefer, chairman of the UCLA
Theatrical Film and Television Depart-
ment; and Robert Wise, president of the
Academy of Motion Picture Arts and
Sciences.

Eastman Kodak sponsorship of the
Second Century Award is “a continuance
of this company’s long history of com-
mitment to the Hollywood community,”
said William A. Koch, vice-president and
general manager of Kodak’s Motion Pic-
ture and Audiovisual Products Division.
“We are also drawing attention to our
mutual obligations to the next genera-
tion of filmmakers. Burt Reynolds and
Steven Spielberg, recipients of the 1987
Second Century Awards, are exemplary
role models. We are delighted with the
choice of David Puttnam in 1988. His
commitment to the future of the enter-
tainment film industry transcends the
physical boundaries of Hollywood. His
actions speak for themselves.”

Cinematographers Honored

The American Society of Cinematog-
raphers gathered at the Universal Studio
Alfred Hitchcock Theatre for the second
annual ASC Awards banquet on March
6th. Fifteen finalists competed for the
three different Outstanding Achievement
in Cinematography awards.

Allen Daviau, ASC, won the theatri-
cal length motion picture award for his
work on Empire of the Sun. Philip
Lathrop, ASC, was honored for his 1987
television special, Christmas Snow. The
winner of the achievement award for a
1987 television series episode was Woody
Omens, ASC, for the pilot of Heart of
the City.

Highlight of the evening was the first
Lifetime Achievement Award from the
American Society of Cinematography.
This honor was given to George Folsey,
ASC.

Folsey is a true pioneer of cinematog-

raphy. His career in motion pictures
stretched over a 50 year period, and dur-
ing that time he compiled a list of 160
feature film credits and 13 Oscar nomi-
nations. Earl Holliman and Nina Foch
presented the award and praised Folsey
for his “significant contribution to the
art of cinematography.”

An additional highlight was the dis-
closure of a 9-foot replica of the golden
camera statue given by ASC to the win-
ners. Adding to the enjoyment of the eve-
ning was a surprise showing of a brief
excerpt from the 1928 silent classic, The
Cameraman, starring Buster Keaton.

Michael Margulies, ASC, chairman of
the awards committee, saluted all the
honorees and added, “Our goal is to hon-
or the family of cinematographers world-
wide —not just our own — from all corn-
ers of the globe who have exhibited out-
standing artistic achievement in their
craft.”

AMERICAN CINEMEDITOR



Celebrating the 60th Annual Academy Awards,
the Academy of Motion Picture Arts and Sciences
has granted a

SCIENTIFIC AND ENGINEERING AWARD

To Montage Group, Ltd. for the development, and
to Ronald C. Barker and Chester L. Schuler for the invention, of the

MONTAGE PICTURE PROCESSOR
Electronic Film Editing System

% The Montage Picture Processor is the first video editing system designed specifically for the needs
of feature films. It allows random access to any frame or section of film stored in its memory,
enabling the film editor to make rapid selections for previewing temporary versions of the
final cut! Advanced microprocessing techniques are combined with film-to-tape transfers to

create a menu-driven, non-linear, film-style ‘lectronic flatbed’ editing system, providing editors
”

and directors with increased flexibility and a wider range of creative options.

We wish to thank the Academy for this very rare honor. And we are deeply grateful to all our
friends in the industry whose continued support and guidance made it possible: all the post-
production facilities who were quick to embrace this new technology and put it to work, and
all the editors, directors and producers, whose faith in the system never wavered.

RANNITACLC

GROUP, LTD.
1W. 85th St., New York, NY 10024 ¢ 212/362-0892
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Letters

to the editor

Dear Mr. Kunin,

One of your charter members and a
former A.C.E. president, Warren Low, is
currently residing at the Harritage House
retirement home in Camarillo, Califor-
nia. He is mentally alert but physically
restricted to a wheel chair and to his
room.

Warren is very depressed and lone-
some. His wife can’t afford a car so she
seldom gets a chance to visit him. He
rarely has visitors, and there is no one
with common interests with whom to
CONVerse,

The Motion Picture home has had
Warren on a waiting list for over two
years. | am hoping that someone from
A.C.E. or 776 can influence the Motion
Picture home to speed his admittance.
Mixing with people of similar back-
grounds is the best therapy I know to lift
the spirits of a man who gave so much
to our industry.

Thank you and your readers for any
consideration on this matter.

Yours very truly,

Byron W. Schmidt

President

Airline Film and TV
Promotions, Inc.

We hope this letter will spur old friends
to visit Warren. Do we have a caring
reader who can do something to quick-
en Warren’s admittance to the Motion
Picture home?

A

Dear Editor,

We have been reading your magazine
for the past year. We are happy to report
it has been a useful tool in our work. Un-
fortunately, we do not have the oppor-
tunity to work with the highly advanced
equipment that is available in the states.

Would it be possible to write articles
on less sophisticated technology? Your
efforts in this area would be a great help
to some of us “down under.”

Peter Brown
Sidney, Australia

AMERICAN CINEMEDITOR



Good Things Do Come In Small Packages . . .

At Mix Magic, sound mixing is our business and our Studio C may be
the answer to the Independent Producer’s dream.

Personal attention, years of experience, highest quality, and a very
efficient crew.

Four channel stereo (Ultra or Dolby).
Two channel stereo (T'V) or Mono.

Check out Mix Magic for great sound and a great deal!

Call Ruth Corbett

MIX MAGIC

SOUND & VIDEO SERVICES
839 North Highland Ave., Hollywood, CA 90038
(213) 466-2442



NOM ES:

Editors are
listed in
alphabetical
order

Fatal Attraction The Last Emperor Broadcast News
Paramount Columbia Picture Release Twentieth Century Fox

Peter E. Berger, A.C.E. Hemdale Film Corp. Presentation Richard Marks, A.C.E.
Michael Kahn, A.C.E. Gabriella Cristiani

The Father Clements Story Right To Die Fox Fire
Interscope Communications Inc.—NBC  Ohimeyer Communications—NBC Marian Rees Associates—CBS
Byron “Buzz” Brandt, A.C.E. James U. Galloway Jr., A.C.E. Paul La Mastra, A.C.E.

The Two Mrs. Grenvilles Part Il Queenie Part | Murder Ordained Part |
Lorimar Telepictures—NBC New World Television—ABC Interscope Communications—CBS
Jerrold L. Ludwig, A.C.E. Eric Sears Benjamin Weissman, A.C.E.

Michael Ripps

“Turn, Turn, Turn” Part | “Tour Of Duty” (Pllot) “The Idiot and the Odyssey”

Cagney and Lacey—CBS Tour Of Duty—CBS St. Eisewhere—NBC
Orion TV Tour of Duty Productions MTM Enterprises

Christopher Cooke John Duffy Robert P. Seppey, A.C.E.
Douglas Ibold

Lions of the African Night Treasures from the Past Infinite Voyage—Unseen Worlds
WQED Pittsburgh—PBS WQED Pittsburgh—PBS WQED—PBS
National Geographic National Geographic Catherine Shields
Barry G. Nye, A.C.E. Barry G. Nye, A.C.E. John Soh, A.C.E.

William Dreyfus Robert Potter Howard Spiro
Pennsylvania State University University of Texas/Austin University of lowa
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Benjamin Weissman, A.C.E.

Photo Courtesy Interscope Communications Inc./CBS
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SALUTES

EDDIE WINNERS

Ballroom was filled to capacity on

March 19, 1988, as the A.C.E. or-
ganization saluted the winners of the an-
nual Eddie awards. Principal speaker of
the evening was veteran Hollywood pro-
ducer Walter Mirisch.

Claire Simpson, the winner of the Ed-
die last year for her work on Platoon,
presented the feature award to Gabriella
Cristiani for her work on The Last
Emperor.

In the television special category, Paul
La Mastra, A.C.E., was the winner for
his work on Fox Fire. As he accepted his
award, Paul remarked, “I have been for-
tunate to work with people that care;
that’s the secret ingredient. .. making fine
films, not cheap movies. I think that’s
the bottom line, and I wish the entire
business could get back to that bottom
line.,”

The winner for editing of a TV Mini-
Series was Benjamin Weissman, A.C.E.,
for his work on Murder Ordained Part I.

Contention for the Eddie award in the
TV series category had two long time
running shows pitted against a newcomer
to the TV scene. The nod for excellence

The Beverly Hilton Hotel Grand

4 Scene from
§ Murder Ordained

went to Robert P. Seppey, A.C.E., for St
Elsewhere—The Idiot and the Odyssey.

This year’s documentary award was
taken home by John Soh, A.C.E., and
Catherine Shields for their work on In-
finite Voyage— Unseen Worlds.

A student Eddie award is given each
year by the American Cinema Editors.
Each contestant is given a set of
dailies,similar to the set previously used
by a professional editor, and his or her
work is judged by the same standards as
those applied to working editors. The
winner this year was Robert Potter of the
University of Texas at Austin,

Blake Clark acted as master of
ceremonies for the evening, and regaled
the audience with humorous insights on
current issues. Presenters were Laine
Kazan, Annie Potts, Ken Swofford and
Sherry Shepard, former winner of the
Miss USA contest. Music was provided
by Keith Williams and his orchestra.

Ed Abroms and George Hively, the co-
chairmen of the dinner committee,
proved that they are not only talented edi-
tors but also capable organizers. The 1988
Eddie awards evening was truly a
memorable event. []

Phaoio Courtesy Marian Rees Associates, Ine.

Scene from Foxfire Iy :
—Hallmark Hall of Fame




ibriella Cristiani

L sea LT

Scene from The Last Emperor

Paul La Mastra, A.C.E.

Robert P. Seppey, A.C.E.

FPhorto Courtesy Columbia Pictures Indusiriss, Inc.,

M.TM. Enterprises, [nc.

Scene from St. Elsewhere
—The Idiot and the Odyssey



Catherine Shields

20

Photo Courtesy Metropolitan Pittsburgh Broadeasting, Inc.

Student winner Robert Potter and President
James Blakeley

Editors Note. .. All pictures of the 38th
Eddie Awards on March 19, 1988 were
taken by photographer Ed Abroms, Jr.
Reprints of his work are available by
calling (818) 506-1154

Presenter Sherry Shepard




CONGRATULATIONS!

PAUL LA MASTRA

American Cinema Editors
Eddie Award for Best Editing
of a Television Special

FOXFIRE

STARRING
Jessica Tandy ¢ Hume Cronyn 4 John Denver

MARIAN REES ASSOCIATES, INC.



14 (heir highest tribute to Barbara McLean, A.C.E., and Gene

Dl UGS
Career Achievement Award
To McLean and Milford

On March 19,1987, the American Cinema Editors gave $ i

Milford, A.C.E. McLean and Milford became the first
recipients of the American Cinema Editors Career Achieve-
ment Award.

This prestigious award honors editors “whose creative
and artistic talents throughout their impressive careers have
served as models for future editors, have elevated the art
of motion pictures, and in the highest tradition of the
American Cinema Editors, have advanced the art and
science of the editing profession.” »

Prominent director Jean Negulesco presented the Life 3 L B
Achievement Award to Barbara McLean; the award was ~ (left to right) son Robert Milford, grandson
accepted by her long-time friend Jack Hively. Mclean’s Geoffrey Milford, honoree Gene Milford,
notable, twenty three year career began in 1933 with the wie Darctiy Milord
movie Gallant Lady. She was an Oscar winner in 1944 for
her work on the feature film Wilson. Les Miserables, Song
Of Bernadette and All About Eve were three of her six
Oscar nominated features.

Delbert Mann, veteran Hollywood director, presented
Gene Milford with his Life Achievement Award. Milford’s
exciting, fifty year career began in 1926. He was a two time
Oscar winner for his work on Lost Horizon and On The
Waterfront. Milford received an Oscar nomination for One
Night of Love.

As he accepted the award, Milford displayed some of
his well-known wit. “If I knew I was going to be treated

so wonderfully, I would have retired sooner,” he Jack Hively accepts award for Barbara
sdiaimed. [ McLean from Director Jean Neguleso

s

SPECTRA SYSTEM™ the Emmy
award-winning laser disc edit
approach to Electronic Post-
Production.

Let your film editing skills fly,
give our editing system a
fest drive.

SF=r7rA.5 V5T =5

2040 N. Lincoln Street
Burbank, CA. 91504
818-842-1111

Training is available at IATSE 776.
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gHRRD LOCK SYNCHRONIZER

IN USE
AT MAJOR

Thanks From A.C.E. | " | OO

“The A.C.E. Society wishes to
thank all those who helped to make
the 38th Eddie Awards such a re-
sounding success,” stated President
James Blakeley.

Blakeley applauded the support of
the following companies: Howard
Anderson Company, Big Time Pic-
ture Company, C.F.I., Deluxe Lab,

i i

You can create soundtracks filmstyle for video.
The completely self-contained LOKBOX connects to any piece of film editing

Walt Disney Productions, Eastman equipment and forces a videotape to behave like a film workprint!

Kodak, Motion Pictures Editors You don’t have to be a rocket scientist to operate it, yet it's dead accurate to %
Guild Local 776, Interscope Commu- frame. It's like putting sprocket holes on videotape!

nications, Lorimar, Metro Color Lab, Our incredible price — $2395.

MGM/UA, MTM Productions, New

World Pictures, Orion Productions, CO Soun

Pacific Title and Art, Pacific Video, t t (213]462-6981
Paramount Pictures, Aaron Spelling 6110 SANTA MONICA BOULEVARD * HOLLYWOOD, CALIFORNIA 90038
Productions, and 20th Century Fox

Films.

FLM SERVICES .=

COMPLETE POST PRODUCTION FACILITIES
INCLUDING A COMPUTER ASSISTED
SOUND ASSEMBLY SYSTEM

(818) 841-4114

NEW ADDRESS

sound editing 4119 BURBANK BLVD.
Russ Tinsley BURBANK, CA 91505
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Anyone know what the
editor does? . ..ismace

The editor cuts and splices the film...
throws out the bad parts...throws out
the good parts...keeps the film in
sync...saves the film...ruins the film
...comes in late and leaves early...
the editor is a genius. ..the editor is an
idiot. What takes so long?...if we

could just snap our fingers to assem-
ble the film we wouldn’t need an edi-
tor...why didn’t you do it right the
first time...just get it up on reels
fast...it doesn’t matter...just do it
fast...just put together what we
shot...anyone can edit...anyone...

Find out how
the rich manage to get
richer.

Asset Management Strategy. From Merrill Lynch.

You've managed to make money; now the challenge is to
manage the money you've made and make it grow. What
you need is a strategy that will help you consolidate your
assets, including cash, securities and other investments, in
a way that is convenient and flexible.

Merrill Lynch, recognizing your need, made this
strategy the basis for its Cash Management Account®
financial service.

The Merrill Lynch CMA® account ensures that your
money is working virtually all the time, through automatic
investment of idle cash, and is easily accessible with a
Visa® card and CMA checks. A glance at your compre-
hensive monthly statement will show you all the activity
in your account and help you plan your next moves.

You also gain the added advantage of a working
relationship with a Financial Consultant, who can open the
door to all the Merrill Lynch resources and provide you
with the information you need.

To receive the prospectuses and other information
containing all sales charges and expenses, call the
number below. Read the prospectuses carefully before
investing or sending money.

Learn more about asset management at Merrill Lynch
today. You'll find it an enriching experience.

Gary Kunin

818-995-5609
@Menill Lynch

@Copyright 1987 Merrill Lynch, Pierce, Fenner & Smith Inc. Member SIPC.

24

Does anyone know what the editor
does? Probably not. The editor hides
away in some dark, noisy room and
emerges, eventually, with reels of film.
Then the screenings and the changes.
Why does it take so long? Why so many
changes? What is editing? Is editing a
creative art or is it merely a mechanical
procedure?

A painter has tubes of paint. He puts
the paint on a canvas in a certain way
and creates a painting. A composer has
notes. He arranges them in a certain or-
der and creates a composition. A writer
has a world of words. He simply has to
put them in the right order to create a
story. Michelangelo had a block of mar-
ble. All he had to do to create was to find
the statue within it. These creative artists
start with raw materials and arrange
them in the right order. Is this what an
editor does?

In the making of a film, the writer
created the story—the director created
the translation to film —the cameraman
created the visual mood—the actors
breathed it to life (that’s creating) —and
the producer created the project itself,
With everything already created and on
film, what is left for the editor to do?
After all, anyone can put it together—
no? Let’s see what the editor does.

Take an example. Say that there are ten
shots and that they may be arranged in
any possible way. Incredibly, there are
3,628,800 different ways to assemble just
those ten shots. We’re not talking about
cutting, just arranging. Add one more
shot and you have almost 40 million pos-
sibilities.

In the scripted film, the choice of the
order of shots is somewhat limited by the
script continuity. The thrust of editing
is toward maximizing the impact of the
story as written and filmed. In the
documentary however, an added burden
is imposed on the editing process because
there may be no preconceived arrange-
ment of scenes. The story often unfolds
during the filming and the filmmaker has
only a rough story line in mind-saving
the “story telling” for the editing room.

Therefore, to tell the story effectively,

AMERICAN CINEMEDITOR



the documentary editor must often use
disparate shots in intimate juxtaposition.
In other words, because the material it-
self has no pre-determined continuity,
the number of editorial arrangement
possibilities grows very large.

Even carefully scripted material falls
into this category when a documentary
style of shooting is involved —such as
battles, chases, montages, fantasies, ac-
tion scenes, etc., where a lot of discon-
tinuous or differing types of shots must
be assembled to properly tell the story.

Thus, before the pacing and timing,
the subtlety, the fine tuning, the knit
picking and the fly specking —before
anything else, the scenes must be put in
the proper order.

So the first thing the editor does is to
make the decisions necessary to achieve
this proper order or arrangement—
taking into consideration, of course, all
those millions of possibilities.

Next step. How long should a shot be?
Ten frames...three feet...fourteen sec-
onds...arm’s length...up to the torn
perfs...how long—each shot. Decide,
feel it, try it, make it right. More millions
of possibilities and decisions.

All right, the editor makes each shot
the right length. Then that should be
it—we have the film in the right order
and each shot is the correct length. The
picture is cut, right? Wrong!

The picture is a bore. The pace is un-
balanced...the lead actor can’t remem-
ber his lines...the actress is overact-
ing...the story doesn’t play...every scene
is a hypnotic monotone...a bore!

Does anyone know what the editor
does? No, but somehow, after editing,
magically, the actor is at his most elo-
quent best, the actress has become total-
ly credible. The story is a masterpiece of
creative writing, and the dynamic pac-
ing keeps you on the edge of your seat.

Is the editor a mechanic who merely
carries out the plans of creative people?
Is editing a job that anyone can do? Of
course not.

Editing is an instinctual creative art.
Editing takes the raw material and makes
it work in the best possible way, often
magically. Editing refines the suspense,
the timing, the pace, the reality, the sto-
ry line, and makes it all work.

The editor makes an astronomical
number of conscious, unconscious, in-
stinctive and often agonized decisions in
order to find that statue in the block of
marble.

But does anyone know what the edi-
tor does? Sometimes even the editor
doesn’t.

SPRING 1988
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ShowBiz Expo Begins

The fifth annual ShowBiz Expo open-
ing on June 1l at the Los Angeles Con-
vention Center promises to be the most
comprehensive film and video trade show
to date.

A highlight of the show will be the
Video Post Theatre, a working online
post production suite with the latest in
currently available technology. During
the three day show, visitors will have an
opportunity to watch top editors demon-
strate editing with special effects.

In the Computer Graphics Explorato-
rium, attendees will learn how to create
high-end broadcast graphics on ad-
vanced systems. Personal demonstrations
in the New Technologies Workstations
will display over 25 editing, graphics, and
desktop publishing, word-processing
systems.

One interesting display to Cinemedi-
tor readers is the Christy editorial sup-
ply display of the Lok Box (it syn-
chronizes sound tracks to a video picture
in order to work film style on film equip-
ment) and Compufx Studio System, a
rapid access digital locator and
reproducer for sound editing of film and

CINEMA RESEARCH CORPORATION

"
creaves T 1°

Titles & Optical Effects
for
Motion Pictures/ Television

And just abont amything
else the most creative editor
could ask for.

CINEMA RESEARCH CORPORATION
6860 Lexington Avenue
Hollywood, California 90038
213-460-4111

tape.
85 b
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EDITORIAL FILM SUPPLY + SALES & RENTALS

FOR YOUR MOTION PICTURE NEEDS

FAST DELIVERY

« SYNCHRONIZERS

- SPLICERS

- MOVIOLAS

« REELS

« CANS

* SHIPPING SUPPLIES

* TABLES

* REWINDS

« STORAGE RACKS

* FILM HANDLING SUPPLIES
ok
QO

(818) 845-1755 from VALLEY
_1_7__J (213) 849-1148 from HWD.
135 N. VICTORY BLVD. « BURBANK, CA. 91502
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—THE TRIM BIN——-

Edward Abroms Bob Bring Dick Darling

COHEN AND TATE PRIVATE PRACTICE _ O’HARA
Producers: Anthony Rufus-Isaacs, Executive Producers: Aaron Spelling, Executive Prqduccr: Tony Whamby
Jeff Youné George Eckstein Pr_oducer: Brian Grazer
Director: Eric Red Directors: Gene Reynolds and others Directors: Tony'Whamby, Bradford May
Cast: RO')" Scheider, Adam Baldwin, Cast: Ensemble cast includes Cast: Pat Morita, Bob Clo’hessy .
Harl;:y Cross , Kate Mulgrew and Ben Masters “Starting in February, QHara will
“For Nelson Films, Inc.” “A new series from Aaron Spelling leave the Tas_k Force unit and
’ . Productions” become a private detective, For
Warner Brothers TV.”
David Blewitt Donn Cambern Michael Eliot
G MEN RED RIVER
f():l‘HdIll(: .‘:'G]gnln\‘iz?gis Producer: Ivan Reitman Producer: Frank Levy
Di(:ectgr'.Colin Chilvers Director: Dan Goldberg Director: Richard Michaels .
Cast: Michael Jackson. Joe Pesci Cast: Rebecca Demoray Cast: James A}rness, Bruce Boxleitner,
“\if‘e had to move to’Produclion “For Ivan Reitman Productions, Gregory Harrison _ ‘
Center from Culver City Studios editing at Compact Video.” “My hats off to a}l film editors :
because the editing building where grlzge?agdt% lfglitﬁxl{?;in?m cattle
bGéfgg tl;l)’;;hd?(;zen E’de was cut s Hollywood Studios.”

ASHFIELD FILM & VIDEO |
VIDEO TAPE TRANSFERS

I FILM TO TAPE & TAPE DUPLICATION
SMPTE, ADDRESS TRACK, TIME CODES, FEET/FRAME
59.94 HZ & 60 HZ CAPABILITIES
TOMEET YOUR ADR, FOLEY, & MUSIC
J TAPE REQUIREMENTS

B & WREVERSALS
ONE TO ONE SOUND TRANSFERS

747 NORTH SEWARD STREET ¢ HOLLYWOOD, CA 90038
(213) 462-3231
%
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In an effort to better acquaint our readers with cur-
rent credits for the ACE members, Bob Bring asks
them. . .
WHAT PICTURE
ARE YOU CURRENTLY EDITING?
The following responses were received by the
deadline for this issue.

CRIME STORY
Producer: Michael Mann
“I'm supervising editor for Michael
Mann Company and New World
Television at Universal Studios.”

TWINS
Producers: Joe Medjuck, Mike Gross
Director: Ivan Reitman
Cast: Arnold Schwarzenneger,
Danny DeVito
“Along with editing responsibilities,
I am Associate Producer, for
Universal Pictures.”

PARADISE
Producers: David Jacobs, Jim Brown,
Bob Porter

Director: David Jacobs

“An hour pilot about the toughest
gun for hire in the old West who
suddenly finds himself raising his
sister’s four children, for Lorimar
and CBS.”

BABY M

Director: James Sadwith

Cast: Jo Beth Williams
“For ABC Circle Films.”

FOXTROT

Producers: Dag Alveberg,

Hlynur Oskarsson

Director: Jon Tryggvason

Cast: Valdimar Orn Flygenring,

Steinarr Olafsson, Maria Ellingsen
“Shot in Iceland (in English) by an
Icelandic director, cast and crew.
Post-production in Norway and
Sweden. For Filmeffekt A/S Oslo
Norway.”

continued on page 30
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VIDEO TAPE TRANSFERS
ONE-TO- ONE
SOUND TRANSFERS
B & W REVERSALS

TorP QUALITY

FILM TO TAPE
& TAPE DUPLICATION
SMPTE, ADDRESS TRACK,
TIME CODES, FEET/FRAME
24-TRACK CAPABILITY

213-464-0121
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TRIM BIN continued from page 29

Carol Littleton

THE ACCIDENTAL TOURIST
Producers: Lawrence Kasdan,
Michael Grillo, Charles Ikun
Director: Lawrence Kasdan
Cast: William Hurt, Geena Davis,
Kathleen Turner
“Based upon the novel by Anne
Tyler and adapted for the screen by
Lawrence Kasdan, for Warner
Brothers.”

John A. Martinelli .

KING OF THE OLYMPICS
Producers: Pat Finnegan,
Bill Finnegan, Sheldon Pinchuk
Director: Lee Phillips
Cast: David Selby
“Filming in Europe, for
Finnegan/Pinchuk Company.”

David Rosenbloom
FRESH HORSES
Producer: Jerry Weintraub
Director: David Anspaugh
Cast: Molly Ringwald,
Andrew McCarthey
“David Anspaugh’s first film since
“Hoosiers,” for 20th Century Fox.”

David Saxon

ONASSIS
Producers: Konigsberg/Sanitsky
Director: Waris Hussein
Cast: Anthony Quinn, Raoul Julia,
Jane Seymour
“Shooting in Spain and editing at
Pacific Video.”

J.J. STARBUCKE-xecutive

Producer: Stephen J. Cannell

Supervising Producer: Jo Swerling Jr.

Directors: Various

Cast: Dale Robertson, Ben Vereen
“Filmed on location in Vancouver,
Canada. Post-production at
Stephen J. Cannell Productions in
Hollywood.”

Michael A. Stevenson

GROUNDED

Producers: Penny Finkelman,

Tom Smith

Director: Joe Johnston

Cast: Rick Moranis, Marcia Straussman,

Kristine Sutherland, Matt Frewer
“On location at Estudios Churu-
busco Azteca, Mexico City, Mexico.”

DIRECTORS
SOUND
&
EDITORIAL

SERVICES

1150 W. Olive, Burbank, CA 91506
(818) 843-0950

» 2 ADR/Foley stages
« Complete transfer facility

* Temp dubs
* Rental of editing rooms

N

7!

%
-

® 0 0 0 €0 000 OGSO OSSOSO OO S OSSOSO POPTOES
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Neil Travis

COCKTAIL
Producer: Robert Cord

Director: Roger Donaldson H
Cast: Tom Cruise, Bryan Brown, T A L F P R I C E —
Elisabeth Shue

“This film will elevate bartending

o e whmsmieny' (e o SYNC FILM is alive and well as a
stone at Disney Studios.” division of NEWSFILM LAB.
Frank J. Urioste
gzgugglggl Sihiei Lok Gordai For a limited time only, return to the good old
Bitsir T M y days with a special offer of $3.25 per roll for
Cast: Bruce Willis, Bonnie Bedelia oMM sags numbering.
pg;t;?e]}ﬁkzgtEoéeedr:zsiyoll:]o;m??irst ANY EDGE/BASE-EMULSION/ESTAR-ACETATE
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FINISH ON TAPE continued from page 8

There are several factors to consider
when deciding on the proper procedure
for a show.

A judgement must be made on the
possible value of high-definition televi-
sion in the future marketplace. If a pre-
sent show is sold for high-definition TV
programming, it will need a master with
at least 1125 lines of resolution for broad-
cast. Present NTSE is 525 and PAL is
625; a film negative contains over 2000
lines. Those specifications preclude the
use of a present one inch video as a high-
definition master and would appear to
make a film master, or the capability of
creating one, absolutely essential for that
future market.

A little known number may make a
large difference in the thinking of some
decision makers. The aspect ratio of
high-definition TV is 1.78 —very close to
the prevalent current feature film ratio
of 1.85. That means 1988 TV shows, with
their 1.33 ratio, will have big problems
filling the wide screen format of high-
definition. Tops and bottoms of every
frame will be severely sliced by the new

matte requirements, close-ups will look
strange with a centered face in the mid-
dle of a squashed frame, etc. In short,
pictures composed for the TV of today
will not have a good look on the high-
definition screen of tomorrow.

Regardless, economics will often be
the deciding factor in the choice of
finishing procedure. Emory Cohen,
President of Pacific Video, makes a
strong argument for the full video ap-
proach. He asks the crucial questions,
“How many shows of today will be sale-
able to future audiences in 5 or 10 years?
How much extra money do you want to
spend today so you can keep all your op-
tions well into the future?”

The American Cinemeditor would like
fo thank the following for their assistance
in the preparation of this article:

Emory Cohen, Pacific Video

Randy Blim, Pacific Video

Bill Breshears, Laser Edit

Joe Dervin Jr., Aaron Spelling

Productions
Larry Sherwood, The Post Group
Ken Yas, The Post Group
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FLAT-BEDS continued from page 9

Sound has been enhanced by new de-
velopments. The Kem Studio Quality
Module produces a higher quality sound
with less wow and flutter by using an air
pod dampener and extra springs and
rollers. An added pre-amp will cost
$200/$250 more on the monthly rental
but can be invaluable for quality sound
work or viewing. Equalizers, 12 channel
sound, preview capacity—all can be ac-
commodated with new sophisticated
configurations.

Steenbeck has just developed an ingen-
ious device. It’s called Variable Speech
Control System ST-76. When the editor
is fast forwarding, the system will con-
tinually sample 3 seconds of audio to
play at normal speed for every 10 sec-
onds being shuttled. Therefore, the edi-
tor doesn’t have to stop and playback
periodically in order to find a targeted
location within the roll. The pitch of dis-
torted music or sped up “Mickey Mouse”
dialogue, from 50 to 300% of playback
speed, is corrected in the sample. The sys-
tem will even read sound samples when
rewinding and play the sound as if run-
ning forward at normal speed.

Switches have been altered to make
editing easier. The number of switches
on some units has been cut in half by
pairing the number of plates on each
switch. Left hand plate cut off switches
are being used to allow the editor to work
with the right hand take up reels with-
out the distraction of left hand plates
flopping around.

Unique design work has resulted in
special configurations. Some special ef-
fects companies are now using Vista Vi-
sion optical elements to take advantage
of the large 8 perf Vista Vision film
frame. However, VV film runs horizon-
tally, and there were very few projectors
and cameras ever made to run the for-
mat. There is one known Moviola in the
world able to run Vista Vision.

The Eagle Eye Company in North
Hollywood is fabricating a Vista Vision
Kem by using a long throw for a distor-

WE'VE EXPANDED:

BIGTIME

PICTURE CONPANV INC
NOW OVER 10,000 SQUARE FEET

B Luxurious Ediing Rooms B 35mm Edpe Coding
B Complele Ediling Equip. Renfals B Supply Sales

Screening Room Coming Spring '88
(213) 207-0921
SPRING 1988

tion free projected image, a custom made
12 sided prism, Nikon projection optics,
electronic focus, and a costly Vista Vi-

sion camera movement. Upon comple-
tion, the customer will have a unique

viewing system to check the quality of
Vista Vision optical elements.

THE VIDEO ERA COMES
TO FLAT-BEDS

A video image can be synchronized to
film units running on a flat-bed by us-
ing the Lok-Box device. The film sound
units can be edited or previewed as
though the editor were working with a
film picture.

Video transfer modules are now avail-
able to make a picture transfer from the
film running on the flat-bed to a video
tape recorder. The transfer is optical, and
not electronic, and is not intended to be
broadcast quality. This copy has been
nicknamed a “Xerox” copy of the print.

Two major studios have bought the set-
up, using it in-house to lessen the poten-
tial of unauthorized copying of their
films. The equipment can also be used
to make Lok-Box tapes for sound edit-
ing work. The transfer system, includ-
ing camera, adds approximately Y3 to the
cost of the flat-bed.

Time codes can be generated or read
on flat-beds. Video has given the indus-

The Light

“Walker's book is a treasure chest of
historical tidbits and anecdotal gems,
worth reading by anyone who
loves film lore”
—Robert Osborne
The Hollywood Reporter

The ASC Press

“The Light on Her Face”

On Her Face

P.O. Box 2230, Hollywood, CA 90078

try time codes as an electronic means of
identifying or synchronizing each frame
of picture and sound. Time code or
character generators and time code read-
ers can be used where camera slates are
impractical.
For instance, the shooting of a con-
cert film can generate much footage, and
it is difficult for the crew to put a cam-
era slate at the front of each take. Time
codes can be generated easily during pro-
duction; these codes can find their way
to the balance stripe of the mag-stripe
and then run on the flat-bed. Using a
time code reader, an assistant editor can
then find the sync on these numbers cor-
responding to the time code numbers
shown on a video monitor and thus sync
the dailies. [ The American Cinemedi-
tor would like to thank the following for
their assistance in the preparation of this
article:
Don Mack, Steenbeck, Inc.
Michael Zolkover, Big Time Picture
Company

Craig Saavedra, Big Time Picture
Company

Paul Rodriguez, Eagle Eye Film
Company

James Tucci, Eagle Eye Film
Company

Chimhda Khommaraph, Eagle Film
Company
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he magic of spring is in the air.
T Gone are all the winter doldrums,

and the A.C.E. hot line is buzzing
with lots of get up and go news.

Russ Tinsley, affiliate member, Em-
my award winner and president of Echo
Film Service, is gearing up for another
Little League season. Russ has been in-
volved in Little League since 1968, when
his boys started in the program. As a
member of the Western Regional Tour-
nament Committee, he helps to organize
the ten-day tournament that selects the
Western Regional champions. When the
winners journey east to Williamsport,
Pennsylvania, Russ is there too, serving
as the official photographer for the Lit-
tle League World Series.

The Tinsleys enjoy cruising the high-
ways in their Apollo motor coach. Russ
is president of the Apollo International
Motor Home Club and his wife Lee is
secretary-treasurer. The club roster in-

Gregg

cludes over 520 members and their
spouses in the U.S. and Canada. If you
want more news about Apollo local
chapters, you will find it all in the Apol-
logram. Can you guess who the editor
is? Right, Russ Tinsley.

Another traveling member of A.C.E.
is Dick Wormell. Look for him in the
Castaic Lake area or in the Sierras where
he likes to go fishing. Dick reports that
he isn’t always the world’s luckiest fisher-
man, but it’s always good to get away
with good buddies and fellow editors
Grant Hogg and Richard Rabjohn.

On the more domestic side of life, you
will find Irving Rosenblum and his wife
Lillian enjoying their favorite pastime,
baby-sitting with their five grandchildren.
The youngest is eight-month old Elise
Rosenblum, sister to nine-year old Bri-
an. There is also two-year old Grant
Glazer and his eleven-year old brother,
Gregory. And let’s not forget four-year
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Official photographer Russ
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old Tiffany Lyon. Quite a handful, but
lots of fun, reports doting “Poppa” and
“Mema” Rosenblum.

Robert Estrin is enjoying some quiet
moments between assignments, and he
finally has time to devote to a new in-
terest. Robert has become part-owner of
two race horses, so look for him to be
out at Santa Anita race track in the ear-
ly morning hours keeping tabs on wor-
kouts and track times. If you want to be
part of the “team,” then put money down
on Best Solution. This four-year old Irish
colt is back from resting at Del Mar and
is ready for action and a win. Another
good bet would be Abrojo, a four-year
old filly, who did very well last season.
Her last big win was on Thanksgiving
Day, and Robert looks forward to more
excitement and fun this year with this
special filly.

While we're talking fun, George and
Jean Turner tell us that there’s no time
in their busy lives for outside recreation.
George is the editor of The American
Cinematographer magazine and Jean is
his assistant. Jean reports that they of-
ten go locationing to follow stories, thus
work can turn into a mini-vacation.
There are also luncheons with many in-
teresting people so the Turners don’t seem
to miss a social life after work. They have
been working together on the magazine
since 1985, and Jean is happy to say,
“We’re a pretty decent team.” When time
permits, George will slip back to his first
love — painting. His first career was as a
story-board artist, and Jean maintains
that George is an accomplished water
colorist.

Another very capable artist is Christa
Zinner, wife of Peter Zinner. Christa,
who was a successful fashion pho-
tographer for 30 years, is now a serious
student of sculpting. Christa enjoys
creating statues of people and animals,
and she confides, “I love my work and
can’t stand to be without it.”

AMERICAN CINEMEDITOR



There’s good news from the Gregg
McLaughlin household. Jackie, Gregg’s
wife, has recovered from a serious bro-
ken hip and is back at work in the Ad-
missions and Records office at Pierce
College. Now that Gregg isn’t helping
Jackie out with domestic chores, he has
returned to his hobby, restoring MG au-
tos. It’s a slow process because every part
is assembled by hand, but look for a
sleek, two-tone maroon and grey MGYA
sedan to be out on the roads within the
next six months.

There is news from the East Coast.
Alan Heim is happy to be very busy with
feature work but not happy to report that
there is little time for recreation. His wife
Alison and daughter Kate are the lucky
family members who are taking terrific

skiing trips to Vermont and Utah. It ap-
pears that editing on either coast presents
the same “no vacation blues.”

Linda Grinberg, of Sherman Grinberg
Film Library, reports that she will be on
a “working” vacation when she travels to
London and Brighton in April. She will
take time out from the FOCAL (Federa-
tion of Commerical Audio/Visual
Libraries) meeting to see some of the
sights before flying on to Cannes for an-
other business meeting. With Monte
Carlo so close, Linda hopes to sneak off
for a little excitement at the casino.

Did you know that there is a special
variety of corn that is grown for pop-
corn? If you want to know more about

Abrojo by a length

the subject of corn farming then ask Tom
Houton, the engineer who usually tends
the electronic editing equipment at Pa-
cific Video. Tom and his father, Thomas
Nelson, are successful partners in a farm
which has been in the family since 1822
and is located in Culver, Indiana. This
year, instead of planting normal corn,
they switched to the popcorn variety and
literally doubled their profit.

Travel, sports, hobbies—it’s evident
that the A.C.E. editors, their family and
friends do it all. Dig into the archives and
keep us informed, so we can continue to
be Scene and Heard. (]

by Claire Schall

The Stock House

Motion Picture Stock Shots 6922 Hollywood Blvd., Suite 621, Hollywood, CA 90028, (213) 461-0061
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