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Bert Dunk on the Fujicolor F-series.
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ach time | start a new project, | read the script and then decide on the type of ilm stock
that | feel is appropriate for the job. My decision is based on the number of night shots, exteriors
trteriors, cast and the overall leok thar the director and 1 teel the picture should have

Becently, | find myself using Fuji Film more and more because [ like its black reproduction and the
ahility to differentiare the subtle differences amongst various hues of close proximiry. The excellent

fine grain structure of the hlm makes it my firse choice for night sock, It s also a terrihe flm for
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interiors on lecation and in the studio,
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An Award Winning Knight:

Interview with
Bert Dunk csc, asc

At the CSC Awards on April 24th, 1993 af the King Edward Hotel in Toronto, Bert
Dunk cse, asc recefved the C5C Award for Best Cinematographyy in a TV Series for
Forever Endght: Dark Enight the Second Chapter; shot in Toronto last year for
Paragon Enfertainment. In his over thirty years in the business, he has received
muny aepards. He was the first Canadian Director of Photography to be awarded
Judl membership in the American Society of Clnematographers in 1982, the year
after he was awarded full membership in the CSC. "Joan Hutton cse recently

triteruiered Bert Dok,

Hugen: fHow did vou get
inte the film business?

Dygnk: 1was brought upin
Weyburn, Saskatchewan

where [ developed an
interest m movie making
by watching Walt Disney s
Wondenfial Worldof Dismey,
Inthose days it was in black
and white and every once
ina whils they would show
how o movie was made,
behind the scenes and thar
sparked my interest.
Eventually lended upgoing
o New York City to study cinematograghy al
school called Germaine School Photography. |
worked as an assistand in Mew York for a few
years and then moved back to Canada aroursd
1965,

Hutton: Did you find it difficulf coming back o
Canada to work after working in the Stares?

Dgnk: Mol really because it
wasn't that busy in New
York. Asa mater of fact, [
worked with Graeme
Perguson in New York City
BE AT AssEiant CHMETAMAD;
he used 1o do all kinds of
docomentaries. Just after |
moved back to Canada,
Graeme called me wanting
to know if 1 would work on
Muan in the Polar Regions, a
film for Expo 67 8o [ ended
up spending six months
wrking with Grapme on that
which was great,

Hutton: War that your first experience in the
Arcric?

Dunk: Yes. We were there in the summer. |
rernerher we were in Fairhanks, Alaglks snd we
went for dinner about 10030 at night and the sun
wils just going down. By the time we came out
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from dinner it was back upagain. It had seg for
ot an heowr and a half? 1t was great fiun. We
had all kinds of different camera sfuff that we
were doing. Por example, we were doing a
shot where we had two Arris mounted on the
o of the plane Nying fight at an iceberg in
the fiords, When we pulled up, we Jost an
engine and we had to throw the equipment out
of the plane tx keep from crashing, We were
down for o week at a place called Mary River.
The eguipment was rented, but 1 can't
remember whose. Karl Shur was the
soumndemgn and I remember throwing his Magrn
oul which was great fun! We hung on to the
fitm and tapes snd thre'w the Magra out, theew
out ome of the Arriflexes, 'We were at the point
where we were going 10 chuck the seats out if
we gonld jus to keep from going down, D
inome of the fucl lines had caused the engine
io lose power, Had we lost it a hit earlier, we
might have been in trouble,

It was a preat trip thowgh, all over the

Arciic meeting these people. | rememser
doing this waterskiing sequence i Ingvik ag
330 in the moming! A year later, in 1967 1
ended up being the firg assisant on the plos
of It Takes a Thigfwith Robert Wagner which
wasshotat Expe. The direcior of photography
was Ralph Wolsey asc who'd shot all kinds of
shows whi later was one of my spoTksors mio
the ASC, He won an Emmy for this show,
Huttor: 5o you basically jumped right back
inia the film indusiry?
Dgnk: The problem was there wasn "t a Jotof
wirk i New York, but there was the whole
Viemamese sitwetion going on and [ didn't
perticulacly wang 1o get drafied so T came back
1o Camada before that happened.  When |
came back here, there were maybe a hall a
dowen companiss, Frite was working, George
Morita was working, Harry Lake had just
changed from a gaffer ioa cameraman, Sammy
wits shooting commercials and Herbie Alpen
wis also doing a fow things.

Hutton: Lel's get io the boltom of the oy
abaout Bert Durk the kol skol aperdior who
CAarme fo town carrying ks own wheels in g
lintle pase wearing wiite ploves to operase!

Dunk: (laughingy Well that's not tnec at all,
quite honestly. 1 started owlas an assistant on
Towa Sawyer for Hal Roach Productions, We
hed these BNC s that had been comverted over
to video, They were going to do one of these
viden projects where they have video taps to
the camera, 1L owas a reflex thing and they

figured they were going 1o save time. Tha
diractor, an old guy named James MNellson
who didn't want to know anything abot this,
buz I guess Mr. Glick had sold Universal on
this system. Well, a day and a halfl into the
shool, when they realized it wasn'i going 1o
work, we entded up having to switch all the
cameras back. They aleo changed cameramen.
O Jake Jarrell, the gaflfer"s recommendation,
I gotmy first operating break on one of the twg
cameras and from that beginming 1 gota job o
Police Swrgesn a9 camoera operator.  [L wag
probubly ahoat that time that the white glove
story came inte being. Working puside in the
cold weather [ still wanied to have a toial fisel
of the wheels, [ feli that I had beiter conirol,
preferably with nothing a1 all, bus | ended up
using white gloves. My senso of wowch was
still there and they kept my hands a lijle big
warm. But no, [ didn’t have my own wheels,
1 remmemiber o fellow named Ry Kelgrin who
might have had his owmn set of wheels. Buino,
I'm afraid not.

Mugon; 17 5 such g gread sory though, You
were talfking abows your first g break as an
operator, when did you get your first break ag
a DOP?

Denk: On Police Sirgeon. lended upworking
on that show for aboul three or four years,
Hasry Makin giaried out shooting the show
wnd then Leon, [ean't remember 1ds kast name,
out of New York shot it for a while, and then
Matt Tundo was made DOP on it 1 operated
for Leon and for Matt and wwards the end of
o season, Man got dred or wasa't fealing
well, whatever, lended uplaking over thee last
four or five shows and that was really my first
break as a DOP on the serles, So that was
really the first series that 1 shot until just
recently.

“I'was having unchand they came
and dragged me out and said, ‘Look,
you've got to take over the showand
finish it."

Huston: Didyou feel thal vou were ready for
Ar af thar fime ?

Dunk: Well, I"'m not quite sure. It happened
gofast. Iwas having lunch and they carmes and
dragged me o and said, “Look, you"ve gotto
take pver the show and finigh it and so 1 did.
Peter Luxfiord e, who had heen my assistant,
became my operator, then we had Rick



Bfaguire as an asgistant and [ think Brian
Thomson came in for a day or 50 also. It's
always a surpeise when you have to take over, |
I dom't think wou readby thimk about i, but we |
certainly got through it. |
Dae of the things 1 didn't realize and [
don't know if a ot of cameramen or operabors
realize it iz when you're getting a beeak like
that, if you don't have a frack record, the
producticn company is at & great risk because
they're mol covered by imsurance. The
msurance wan " Leower them forprobably about
a weck or 50 urtil you've proven in fact that
yout can doit. Tean think of many times when
yioul, git back and think, “1 coald do that, I'd
love that break,” but you don’t really realize
what other implications there are 1o i1,
Hitfon: Fou kave a reputation af being a
techmical pergon slarting with the Dunk
changing bag and then going from there. Do
you wanl fo discuss thar a fitile Bi?
Dunk: In the early T0s when | was still an
asgistant, I just got tired of changing bags the
waythey were. | had bought this meat rain coat
theat folded wp into fself and it was mice light
pratbeerial and 0 was from the rain coal that [ got
the kdea. My first wife's mother was a
geamatress and 1 got her into the production

misde, She saried making these things, 1 |
joined wp with Den Hall and we formed a
company called Cinetron and one of the things
o degigned was world s first digital exposune
mieter. We also did a slate that had a seoteh lie
fromt and everyihimg and kicked back the ligh
and somi specially built batteries and all these
different things, [ guess my imeresis kave
always been technical. OF course, when you
Wi an assistant in the earlier days, the cameras
thiat we worked with like BNC's and also the
NC's which were non-reflex, vou had 1w be
technically oriented just tokeepthem nunming.
I you palled the movement o il or lubricase
it you had 1o retime the shutber arsd everything
glsa, Mowadays the Panaflex movement just
pops ot 2nd pops back in, and there's noerrar
miraduced. On location you'd have o fix
cameras and make them e, Labways felt oo,
that the more you knew about your job and
anybody else’s job, whether it be the gaffer,
the grip, the labor whatever, then the bester off

you woukd be doing vour own job because
woua knew what the others reguired and what
wits neceszary, Mobody could "pull the wool”
over your eyes. If you had a problem al the
lahy, you could speak their language and talk 1o
them about it, you could often solve problems.

I"ve seen camerapeople fired for things that
were nol thelr fault bt theey didn't koow
entugh i defend themselves. 1 guess Thacame
technically oriemed from a survival poing of
vigw,

Once you undersiand the principles of
how all these functions work, then you can
take those principles and apply them. Enowing
the limitations of the film or what the cameras
can and can”t do, allews youw use them 1o yous
advantage. You can take the bad points and
make them work for you il you recognize
what they are, [ think if vou're going to bea
good operatoror a good DF the mone technical

backpround you have, the better off vou are.
It just mkes you much mone versatile laler on,

"When you're doing a movie-of-the-
week it's a snap decislon, you talk
and you do and then you sort of

lock yourself up, and away you go.
You've got to be fast on your feet.”

Hurmon: [t gives you a stronger base, How
wonld you say doing movies-of-the-week are
different than featire films?

Dunk; Preptime foronething, On atv movie,
you're lucky if you get a couple of weeks;
asually, it°s & week's prep. Youdon'thave a
kot of input, often locations are prefty well
picked before you get thers,

althaugh you have a look at them,

you don't have the input that vou

would have on a feature where

wori can have four to paelve waeks

prep which if you're trying Lo give

apicture a certain boepk and a style,

the more time that you can put in,

the better off the movie 15 golng o

be, It saves ot of money lager on

because vou can choose locations

Opposite;
Bert Dunk operated for DOP

Reg Morris csc on Black
Christmas in the spring of
1974, Black Chrisimaos was
directed and produced by Bob
Clark and starred Olivia
Hussey, Keir Dullea, Margot
Kidder and Andrea Martin.

that work from a lighting point of view or you
may goto these locations and say, “'ook we're
spencling a log of time here maybe we would
e better off budlding this in the studio because
we cam control where the sun's going Lo be, we
don't have 1o worry shoat the puy next door
with the lawnmower or chainssw or whatever™,

Ira v movie shiuatbon, you read the scripland
yiu try bo eoime up with a style Ukl you thiik
is approprizte and then try and make it look the
best you can within the allotied amount of
time which is anywhere from 18 1o 24 days.

[ In features wou have tme and more
resources available. You can sit down with
the director and talk every day aboat it & litbe
bil and then goaway and think aboat it When
you'ré doing & movie-of-the-week il's 2 snap
decision, vou lalk and you do and then you
sort of leck yourself wp, and away you go.
You've got to be fast on your feet. That's
where [think & technical background helps in
the decisions you make along with the
experierce you've bulll up over the years.
Hutton: How about stele considerafions? [
auk thiy af every DOP Fve nlerviewed. Do
you Rdve g consclons vl oF dn nconictous
siple that you work in

Dunk: Possibly an unconscious stybe. [don't
know. Like most great DP°s, [ think always
iry to adapt a style or a look 1o the particalar
film based onihe story; one style isn'l going 1o

apply to everything. Usually [ resd the seripl

CSC NEWS » MAY 1993+ D



a half & dozen times before talking to the
director, and see if [ come up with any strong
ideas aboui bow it should look and then
between us develop what we feel s the siyle
and the look. I iry 1o have o different style, |
don't know if style 15 the nghl wond, but &
different loak,

Hutan: Sryle o mie {5 ircorsclos,

Dunk; Yes, ] think vou'reright. Style maybe
bener describes the way you work, | don®t
think anyboddy wamis 10 suyn, “Yes, | always
pul in smoke and [ always put in backlight and

Hutier: | pthink pﬂr.lpl':' do i
unconscious siyle. There're places
I prefer key lighis and for exampie,
I mever put a frond key, T hate the
fook af it. Some people really like
the Rawizh, front key look and
persopally I don't,

Dank: | don't eihes, Someliones
you're forced imie that kind of
lighting depending on the sciors
with whom vou're dealing, [iryio
keep the lighting true to the natural
sourge where possible.  Or
soimetimes you use a very broad
brush, like in Forever Knight for
it's sty listic and colours and all that;
it doesn't nocessarily have to be
reality, 's the impression tual
you're pelting across. But in some
situations depending on the
aciresses, whene yon most 3o high

front lighting or whatever to make them look |

good, you try 10 do it im such a way that it
doesn't ook obwious that that's what wou're
doing. Actually, T ran ino that when [ did a
show with Barbara Eden called ! Sull Dregm
af Crenie, Wehad a really wonderiul make-up
artist, Bob Ryan, not the sarme Bob Ryan the
cameraman, but be amd [ worked very closely
together oo make Barbara look good and she's
great. She does look good, but we had v ke
spocial care just into the eyve area. We'd try
and block the scenes so we'd make her look
her best when ghe was o 3 medivm cloge-
g,

Hutton: When pou do have a slightly aging
actress who doetn' fwand to look slightly aging
hene o vou harale 312

Dunk: |doasmuch as §oan with the liphting.
Soenetimies you wse & fintls bit of filtration.
Unce 10 aowhile ' uge a black net behind the

lens if you're getting in a0 tght, it liry wdo |
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& much of it as Dean with the lighting and not
necessarily sofi light. A hard light sometimes
cin be even betier. Yoo have to look &t the
face and experiment. 1 iry to do tesis with tha
lead actress if | think these may be a problem.
In Barbara's case, she had the right of refusal
om the director of photography. S0 Lhad w go
over to her house in Los Angeles, [ wasg in LA
at the time, ]‘ming jl;.ml finishid wurl:mﬂ an
someof the Adars Family visual effects scenes

and was chatiing with ber. [ gave me a greay |

opportunity 1o shedy ber face and we gt
aleng great and [ got the job. 1 shot o test with
her before we began principal photography

Bert Dunk operating on Police Surgeon.

excellent stock, it brought up the warmth of
their skin tones whesne | feli that Kodak doean't
guite do the same. [ also did ashow with Alfry
Wooder called The Child Saver where | shiot
on Fuji. As a mater of fact, when we were
giarting o shopt J St Dream of Gerde | tested
the new Puji stock and [ szid, "1 want 1o use
this siaff, it's just wonderful, it"s grear™ Bill
Phillipes, head of produciion called 1o say be'd
had a bad experience with Fuji's carlicr stock
and would rather that [ shot on Kodak, We
igreed that 1'd shoot the first diy on Fuaji, be'd
fly up o Yancouwer and have a look al the
rashes and if he was not kappy with the look
of the Puji, we"d switch to Kodak.
Singe then Fuji has gone io
Columbia and thers haven"t been
any ehjections over which stock
o use. The celour, the subnletles
between the various shades of red
and oranges, it's just handled
beautifully. In this show, she's
runming around in ber costume
' and it’s & costume party and just
the subtle colour differences that
thig could handbe, i1 was just
gorgeows, plus i's very fine
grained, In this las show that [
Just did, 1 also pull processed.
Pull processing actually will
reduce the grain and, also of
corse, if it bowers the speed, you
can anly pall 273 of a gop. To
pull a full stop they would haveto

anad it gave me a lintle boof &0 ides on how she
reacted 1o filen amd to make-up, Like 1 said,
Bobs Byan was a great help, We were the first
in the world to shoot the new Puji BE570 stock
on that show and it was wonderful and che
looked great, Actually she's sixty years old
and you'd never know it And a very nice
TR

Hurton: How about this rew stock, Maybe
youi ol fust dercribe phat a Hide Bt

| Dunk: T'we used every siock godng, pretty

wiell, §heveen't used Agfa ver, Pve esied iy
and Thanven 't felt it wolald be the right stock for
the show. 1'm sure somewhere ahong the line
1"l find something for it 1" use Kodak o 11
wse Fuji, those are the two main stocks that 1
uses it depends on the story or 1he siuaiion,
The pilod that 1 just fimished shooting calked
Bodypuards with Kid"N'Play, two black
aciors, one has a very light complexion and
the other very dark, 1 found Fuji o be an

add rollers ino the processing
machine because it would have o spend more
time in the bleach in the fixer because you ane
cranking through at a higher speed, itneeds to
be in there a little longer. That's the reason
youcanonly go 23 of astop. | guess somebody
could build a special tank or add more rollers
depending on the processor, bt 1 never guite
felt that was neccssary.

Hutton: Do you mevmally pull the full 2037
Dunk; Yes, beciase for a thind of a siop '3
nol worth it. I ket"s me lower the ASA and
theeen if I*ve done combinations of pulling 2/3s
anel then over-exposing by a stop, this gives
mie prety well one film siock that T ean use for
theentire show and that's very handy and, like
[ sary, iherespomnse tothis stock s just incredible,
Hatton: Whal's the ASA of high speed Fuji?
Dk I's SO0 ASA, Drateiva 500, sometimes
400, Bast itis really, really good amd 1"ve been
very pleased with it. Depending on the job,



the new Kodak 93 15 alse g very good booking
stock. I'm still not crazy about their 96.
Huttom: Ir's soll a B correasny,

Drunk: It just doesn™t look as good as the Fuji
inmy opinion. 5o, that's why | stick with that.
When we were dolng the Adams Famidy, 1did
some visual effects on thar, [dida bot af shogs
wherg wa dd rotdscoping wih the hand,
“Thing" running around ard in that we wsed
4. It"s rated & a 100, 1 beliewve, The vigual
effects supervizor, Alan Munre, insisted that
we shool everything on the show speed Kodak.
O toge of thad, we rated it at B0 ASA to give it
a litile more exposure.  We did lots of blue
sereen work and it worked very, very well,
Yo sure nesed the lights when you stan playing
around with that,

I've talked with Fuji and Kodak shout
making me & slock thet has an ASA of 16
which would be wonderful for outside, then
you doin’' L hiave to 1oad up the camesa with all
the filters and that up from because when you
start adding filers, if they're nol perfectly
flagged, wou start dosng big wide shots and
telephone lines start disappearing.  Things
happen!

Huatton: Kodak's sort of gone kalfway there
with the new 45 stock. fi's 50 ASA and it's
daylight balanced,

Durk: In 1989, did a show czalled Passion in
Paradize in Jamaica and again | used Fuf, |
used B4 ungsten with an 85 which allowed
me to bring down the exposure (o 40 ASA,
which was closer to where [ wanied to be.
Personally, 1 soill wouold have rathes been
down around 16 ASA, 1 think they could
come wp with two socks that allow you the
full processing and latitude to go both ways a
bit, because the problem occurs when you
start shooting, you end up with four or five
different stocks and it’s crazy. By the end of
the show, you're trying Lo use i up and you
end up with miles of short ends if you're mot
careful. Also, the moee stocks you have, the
moee room you're allowing for eros;, an
assistant, i & ey, loads (e wrong siock.
Actually, Thaid that happen to me. [ was doing
a show in Los Angeles for Asron Spelling
called Rick Men, Single Women and somehaow
the assistani got the wrong rell in the mag, but
be wold me, We checked oul the wakes and the
first take wissn "L a primd, sowe called upthe lab
and 1 had them re-wind. They broke off 100
fi. and ram it throwgh the processmg to see if it
Wik DECEESAry W push i1a sop orrol. We had

| alook at iz and felt they could print it okay, so
we were okay, But one thing 1 must say, at
least the assistant had enough sense to be
upfromd abowt it and that's really what you
warl owt of any assistant.  1f you make a
mistake and we all do, be upfroam ahout it
bocause you can possibly sull do something
about jt.

“When you first start operating
you're quite thrilled to be able to get
them from A to B and then some
continuity girl comes up toyou and
. asks you “at what point did he take
| his glasses off? and you say ‘what
glasses? you were just so happy to
get them across the room and keep
| the mic out of shot.”

| Hutton: What advice would you have foF new
operators that are s starting oul operating?

A lot af operators, espectally iF they kaven't
gone the traditlonal roure of being @ focus

| puller for six or seven years, they ve been o

Jocus-puller for a short period of time and
they wanl o leap inke operating?

Dunk: The firs thing [uzl] them fs, don's leap!
I think a good assistant who really wanis to
operate will be spending all their time bugging
the operator, asking him "why are you doing
this?" or "what's a good frame?” and just
understanding how the shots get st up and
also trying o understand contimuity. All these
things arc imponant; they are par of the
apprenticeship of becoming a direclor of
photography in the film business. The film
s-hoads teach you thie basics, but it"s the “on
the job™ trainmg, "“on the floor™ training where
this staff comes into play,

If you want wo have some good cléan fun
fake your television el and get a piece of tape
.uudputanmﬁr:pai:ufcma&-haﬁinnlhe iv
screen and you can waich & whobs bot of bad
epmposition i you want because the crosshairs
will be dead cenire, people aren’t being offsei
and compoesed properly, their positions
determine the strength of the character in the
scenes and all these things which are used to
tell your stocy, all these things are developed
over time. [ watch probably fifteen films a
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week if [ can, just keeping up onwhat's going
on. The problem ocours when vou gel
wiontking, you get a backlog of stuff, but I'm

leaming every day, grabbing pieces of good |

ideas. Iremember when | first started operating,
[ don't think 1| slept for 8 month because wou
gart dreaming every shot, you sian seliving
every shol, When you first stam operating
you'ne duile thnlled to be abbe 10 pel them
from A to B amd then some continuity girl
comes wpio you and adks you “at what point
d||;|]||.,.|..:|ke|"||h|g| 33565 nfﬁ"aﬂd_-,-m%.y"whl
ElassesT" wou were just 50 happy 1o ged them
acroas the room and keep the mic out of shot
He could havenochothes on and you wouldn™t
hirve krvprwn the dilference &t (el point becapse
o't Concentralang or whik youreirying
do. When you're operating your cyes scan
the frarme i many different ways. [ don’t
think thene are any real shon cuts 1o becoming
a pood operator. 1 think you really hieg to
learn the process of flmmaking.

Hudton: I remember the first sigf§ operated
o vt e budpel”
Digak: Well, in my cage T was very lucky with
Tom Xguyper, 1 wm,‘uw,:rt_h:l axsretant arud [Eul
a break at the right tme, The dimector of
photography, Fred Mandle, by the way,
became my other sponsor in the ASC. He used
to be Erc Stradling’s operalos, he used 10
operate for James Wong Howe, (wo of the
nest cameramen going. Fred Mandle was
very hl:.'lpFuI 1o me when | made my break a3
an operator. He took the time io explain certain
concepLs 1o me aboul composition; about just
the way of handling wourself; how 10 get
throwgh the first month o two of operating.
Like [ say, it's a pretty big sep.
[ remember domg a commercial where
Harald Ortenberger was the asisant and be
MOTIOMN PICTURE CAM
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said he'd been thinking aboul becoming an
operator and asked me what was ineolved,
When I told him everything, he snid later that
[ scared the daylights aut of him and it ook
him another year before be got arpand to the
JdEﬂtr{]mlﬂﬁLl;E.ﬂnﬂ]l‘ml&ﬂ'. Hazald |.'||:'rEr.1IEd.
fowr e oo T Tneisbis and now he' s one ol the
10 Operaloes,

“Our jobs are really there to help
the director’s vision get made and
we're there to help him. The last
thing you want to do is make him
feel that you're trying to do his job
or worse take it away.”

Huotton: When you're Ririrg an operaior
wihat do Yol look for?

Dunk; Expenence usually. [ usually check
what shows they"ve done and [ want 10 screen
their work, because 1o me the compositon
arca is very important, |have feclings about
framing and certaln compositions that T like
that 1will ask that they do. The operator is the
guardian of my iaste a8 it were and he bos o
uriderstand what it is that I'm looking for ina
ahol. Quiteoften if I'm going tostart a project
Il make an operator and someLimes directors,
walch fowr or five filmes that [ fesl are pertinent
o the film we're doing. 'With the show [ just
finished, Bodyvpuards, we used some of the
things that they used in Raising Arizong, We
liked the technigues, so [ made copies of
different films and | had Bent Toupgas, my
opserator, wih ts now DPon Sieeer Lepal, ook
ot these techmigues and then wetalked about i,
Eweryday, when we were working, we were
always trving o sneak these angles and framing
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techriquees into what we were doing.

Bert had worked for me before on MHaunted
iry her Past with Susan Lucci. He's o very
g guy, very conscientious. Operating isa
wery difficult job, you'e got 1 be caneful
how yoscommuricate with the actors, Oneof
the things that Bert ¢hd on the shiew that | got
a real kick out of was the way he szid 1o the
direcior, "may | speak io the actoe?"” which [
think sums wp the job n that one staternent,
Chur jobs are really thene 10 help the director’s
vigion get made and we'ne there to help him.
The last thing you wand to do is make kim fieel
that you're ieyiag wdo kis job or woess take
it away, A very good operator i3 also a great
diplomat.

Hunon: How woitld you describe working in
Haollviood as opposed bo working inCanads.
Is {r very different?

Dramk: | goessitis, It's very factory-ish, the
closestthing youwcan compare it o is the CBC,
You've got all these deparmments and there
spems to be 50 much mone of every category,
depending of opurse what you're working on,
If you're working on a big film, there're all
kinds of crews, all kinds of very, very good
people, Canadizns don’t really realize how
well paid we archere. ['ve worked on different
projects there and belicve me, their wages arc
actually less than ours,

Huiton: Really? One would arsone they'd
b more, Thar' s always been the feeling.
Ihenk: Yas, That's what a lod of paople try to
tell you but that isn't necessarily true and it's
wery, vory compeitive there. There are so
eriany peaple. 1"ve scon bud gets where they'l
huve directors of photography down for 2
fearure for S3500 per waek and they're doing
those kinds of productions all the time. The
rates aren’t as highas everybody would likeio
think they are. Also, everybody’s gol an
agent. 1have an agent and I've had one for
yeurs down there, They're forever sending
recls and finding out who the director ison a
particular project and who ison that project so
they can chase afier that kind of material.
Persomally, I don’t go around musch banging
an doors.

Hution: I'd love to kave an agent up here,
There just don'I seem lo be any good ones,
Dunk: Cameramen are lerribie salesmen,
usually, and that's one of the reasons for
having an agend; tohave somebody who goes
out there and does your negotiating for youw,



Hawtor: Do you fInd thai you prefer working
i Holltrwood or in Cangda or do you kave a
preference?

Dunk: 1 don't really have a preference,
Califomia is nice, the weather's nice. Ti's a
nice place to work, bat you really wouldn't
want to live there. 1've got an apaniment there,
because if you're working there then it"s betier
than staying in a hotel, plus it gives you a
meailing address, but it’s sure nice to be able to
walk arcund Torento or Yancouver or
whesever and mol worry ahoul some guy
driving by and shooting &t vou which is really
depressing about the Ststes i general. 1 was
going o NAB but had to cancel because of a
meeting with a director; but | Hstened o the
news as they were winting for the outcome of
the Rodney King thing and heard they were
sold out of ammumitbon two weeks prior, It's
viry scary.

Huttom: How abaut the relatiorship wirh the
fimer?

Dunk: 1szpend a great deal of my life, when
I'm doing & film, with a dmer or a colourist,
LUsually, I'mat the lbat six m the moming o
look at what the night timer has dome from the
day before. Mormally at the beginning of a
prosbuction, say, if we were working at Film
House, we'd start oul by making sune that the
prijectors are comect by nmnmg an RP40,
which i3 an SMFPTE leader. Basically, it
checks bow steady the projector is, how good
the leng i acroas, and also checks the focus
across, On a feansre, | normally have an
optical howse photopraph approximately two
i three thousand feet of an BP40 and on
cobpur film, i's the magema layver that's
exposed anly and that's normally spliced into
our rushes after the countdown and before the
first pictare. It does the same thing as the rack
beader because all those dimensions ane there,
bugt primarily besides being a rack leader, you
cam imstantly 11l if you're in focus in or out,
Omee you focus an this, the focus is locked at
that positien and then you can tell for the
whole rushes if the assistant 18 on or off. Then
we do the registration esis on the camers and
check the colour lemperature of the projector
and then the timer and L will look at swff on the
screen, Liswally, the theatre where vou ook at
rushes is adifferent theatre than the one you"ra
going to look at at six in the moming with the
timer, s0 we'll check that both projectors are
colour temperature maiched and everything
clse matched.

Huton; Now woudd you do that? With o
color tempenaiure meter?

Duank: We could check the projecior with a
colour iermperature meder and we"d also check
that it"s got 16 foot lamberts, that the screen
brighiness is the same in both places so thal we
can git dewn and evaluate our work properly,
That's what you do at the start. Everydaylgo
to rushes, then on to work and sit with the
timer. [ work with Gepsge Busicher at Film
House who comes m a1 midnight, He preny
well understands what 1°m looking for, we™ve
worked 1ogether a bot so there 't & lot of
discussion that's necessary, In the moming,
wi'll have a look and I'1] say, 1 think we"ve
gt a hede yellow, cyan, maybe the density
should be a little heavier.” 1always keop track
of printer lights to make sure where | am
cxpoaing. 1 like 1o work up in the mid 30s,

| high 30s, When it comes to the answer print

time, it "susually presty straightforaard hecawse
we've kept controel over this from the
Hution: When [ was first starfing owl, [
remember golng o ruvhes that would be 50
ek thint you conld barely see the image.

Dunk: ["ve seen cameramen fired over sl
like thag and thas is why.

Hutton: But 'y the lab, ('s ot the
cameraperion, ' s always the lak,

Dunk: But I conldn"t wnderstand that because
obviously somebody izn't talking o
somehody. | would personally have seen il
before it ever got to the rushes stage. So, if
there's a problem, perhaps the direcior and
your eyes are different, then you've gol 1o
solve that right off the top, at least if you're
going up there and displaying your work,
you're responsible for it, you got hired for it
amd it" s your taste we"re talking abowt, nobaody
else’s. I you"re going wo get fired for it, then
&l least get fired for what you believe in!
Hutton: Al least let i be youwr fawll ar well!

Dgnk: Exactly, If somebody says, [ don’t
Tike: yonsr naste, than's fine, bata lessy it should
be up there the way you want it. This is a very
impontant iEoe, Some cameramen wm
over 10 the lab and that"s the last they see of it
and you're just asking for trouble becauss
how are they supposed 10 know what you had
inmind? They can el vou the middle of road,

| make the skin 1ones ook fine or whalever bul

that might not be what vou had m mind a2 all.
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Hutton: Youwrmay nothave wanied the normicl
key io shadow ranio,

Dunk: Exactly, My timers and colourisis all
get & copy of the script and any revisions, |
mzig) that they read the script so that they
know what they 're wlking about 50 that we're
all talking about the same thing, When [ was
doing Forever Knight, foe example, | was
dealing with Chrs Dover at the Dome, He
knew the script as well os anybody which was
really imporiant because it affected the look of
the show, His decisions were based on good
mformation he had from the script, it wasn't
just “weell T think it ghould be this way™. On
Foarever Kripht 1 spent the first month a1 the
Dome, 1 was working between 19 and 20
howrs per day. Wie'd star at five in the cvening
and we'd wrap at £ix i the moming and then
I'd bz ar the Dome at 1;30 and away we'd go
apain. But afier a monih we had everything
just exactly where we wanted il lasie-wise,
there was very liftle discrepancy, Chris also
didd By puards forme and it was great because
he understands the way | work. He's as
important a part of the production as my first
asistant,

Hutton; There' s nothing worse than o bad
COJPIrESE,

“You're working in a compressed
grey scale area compared to film,
and you're trying to make it look as
rich and as colourful as you can,
but you have to know where your
limits are.”

Dunk: The potnt is the cameraman really has
1 b om top of that, When [was working an
Adams Fomily, ot Deluxe, 1 would be thene
every moming a1 six o'clock with the timers,
Paul Alcock and Ron Coch. Deluxe is now
owmied by Rank House that owns Filtm House,
1 wineled be thene af six o"clock in the moming
and then I'd go straight on 1o the studio, 1ihink
the call was around 7:30 and it was great. He
wits quite thrilled thas 1 was there because
there had been other poople on the viswal
cffects unit ;nd nobady had bothered 1o take
the time and so they'd gose through a Lot of
poople. Lonlydid a couple of menths of it, but
thiey really thought it helped and made a big
difference, 11°s an area that anybody who's an
up and coming cameramam, should spend the
time in there becawse it"s going to save youa

lot of heartaches later, plus you're going o
hetter understand what you're diodng.

Hunton; | found when D was first slarting oul
it war invalweble because then [ oould see my
mEtakes.

Dgnk: Well not only mistakes, but you can
also find out the latitude of the film, what you
could do, what overexposure really means,
Onver expoaure! Youwcould overes posuse |ike
your wouldn't belleve, bacause the film has
such latbiude you can pring i down into range
in mogt cases, Underexposure, vou'll kill
yoursell with more than half 8 stop, but
knowing how towse these things it s all part of
what yvou do.

Mow that we're dealimg in the video mode
with movies-of-the-week, the negative goes
graight o tape, there is no such thing as
scTeening rushes anymoare. They used o give
o ahalf inch machine and a crusmmy monitor
and you're supposed 10 walch your stuff an
that. Well, if you're going to do that, most
people are going 1o gob up and go shogd
themselves becanse they're going 1o feel 50
depressad,

To me, it's critical that people see their
wirk, O our cameratruck on Forever Knight,
we had a Sony BYMIYLIO, it's like a 510,000
Somy monitor with the autoprobe setup, rashes
on Betacam 5P and we used waveform
vectorscope, he whole bit, so you could
actually see what vowwens doing, That's the
way we do it now.

When we staried 1o get completad shows
in Betacam SP, it made a major difference,
Direciors were just knocked out by how good
Uhe sl T booked and ihey were ablie to see what
their work Jooked like, The camers truck
becamea gathermg cenine where people would
watch rushes.

Producers want their shows to look
womderful, yet how can [ possibly make the
show look good, if | can't see and properly
evaliuate what's happening down at the Dome
with the colourisi, that he iz fulfilling my
wishas? You have 10 see it It affects your
lighting within the limited range of television.
You're working in & compressed grey scale
arca compared 1o film, and you're trying to
make it Jook as mch and as colourful a8 you
can, but you have 1o know wherg your limits
are. 50 to me, this is a very critical issue and
it really has made a big difference. It's made
a difference 10 the morale of the crew. On
Forever Kndghr, they could see the finished



product, they lovedit, they walled away feelmg
repud that it was something that thoy had
wirked on and that all their effons were mot
being dobe in vain, How ofien have you
worked on something and you worked really
hard and it looked termble and you lost
cnthusiasm? This was really a pood morale
bonsier,

Haton; Perhaps we eould falk abowl the
relatiorship with the ari direcior.

Dunk: On Farever
Kright, they'd 1ake
me 1o locations and
mat locations were
baring white and
we'reirying lemake
the series look
stylish. I we were
building this location
as & goi and if you
iresal it a8 such, you
wiould mod paint the
walls white, so bow
andd bebaold we were
abletopaint the walls
a nice medium gray
orcolours that would
wiek. The ant direcior, Bill Beatom, kept that
irt mind and he alloned it in te bodget and so
we staried painting houses, literally, we'd
paint them and then painl them back, if they
waned 0. Yery seldom did they want topaint
them back, by ithe way, because the colouss
were done with taste and style and it really
prbde & difference. A Little paimt will go a long
'l'.ﬂ_:‘l.

Again, if I"'m doing a picture oreven if I"'m
diring & series, the more time I can get in “up
front™ with the productson designer, ar direcsor
the better we can mike it look beciuse we can
talk about fixtures; lighting practicals; we can
talk abowt neom desipns, leaving enough room
fior the camera, Most people when they go on
& location survey, po into the roem and if you
ook this room and you want to & have a litle
scene amd 53 Forth, for it 10 Took the size that
w1 and 1 s it right noow, it has to be twice the
slza!

To me, o good production designer knows
hiw 10 take advantage of the space and make
it really work for you. Actually, when we
were doing the Adams Family, the house in the
Adamis Family was woenderful, 1 walked
through it with the production designer,
Richard MacDonald and this set was built in

e ‘“5? ' p

such a way that no wall was flat. In other
words, when you looked from the hallway
devwn towards the study, thene wasn"La siraight
wall in the place; they were all designed so vou
ot layers and layers and layers. In a normal
house, if it was this way, you wouldn't sce
what was over hese. All of these things were
designed.

Areal production designer makes the most
of his craft, understands the camera and what
you can see, I've had guys thal have designed
beutiful seis
that newver
m & a ot

alsg
umderstanding
whil the story
i& and making
the plot really work for you, that's what it's all
about. | did Murphy's Law in YVancouver
which wis a palot with George Segal . 1t wis
a 15 day shoot and 1 think I had 14 days prep
onit. The production designer, Dicug Higgins,
and [woeked together 1o make the lofi, where
a big part of the show took place, ook really
preat. 'We ended up putting window baxes on
the windows, we did all kinds of things, afl
desigred with the camera in mind.

The best money you can spend, i youo
don 't hiave a 1ot of money and vou're making
i little fikm, hare yourself a good production
designer that can make “something out of
Huton: What would you consider your
philasephy of working in film or your
philozophy about being a DOP, Obviowusly
you Fhirk a greaf deal aboud youwr fodrand Row
Yol Fe golng fodo i, yes muis! kave same sort
aff baaxic rades for yoursell, vou know, internal
rules, like kow you comduct your job, which
basically, ir' 5 like a philasophy of ijfe excepr
I8 mare narrowed fndo your working [ife.
For rome peaple 'y ay pmple ar being
konoured and doing a good job. Otker people,
I puess, pet more philosophical abous i,

Dunk: | cenmnly 1oy 10 do a good job. Ly
to koep o the story. 1iry toconvey the writer's
miessage the wery best [ can and you know
wa "1 b a storyielling mediom and 1 try to get
that story across the best I can, to the best of
my ability. [also try tomake the jobenjoyable
amnd fum. What the heck, if you're going to be
thene for that length of time you might as well
have an enjoyable time during the shoot. 1
dion 't know if that"s a philosophy or not.
Hutton; What's up next for you?

Duak: Well I'm not quite surs, 1°m waiting
i hgr (e pwicome on this piled teat called
Bodyguards, If it goes, it will be a one bour
prime time show for ABC that will be shot in
Canada, in Tosonto. Toronio for Mew York,
oisce again. And also, Forever Knight, they
haven't heard whether that's bemg picked up
what the story om that is and that's ceriainly a
possibility. 1'm alsoe talking 1o some people
ahout a featurs right now. -
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FLUXLITES - A New Way to Light?

by Lance Carlson

Fluxlite and Duolite by Balcar

A new lighting system which is making some serious inroads in
television siwdios in Evropeand England was recently demonstrated by
Mr. Mardick Balli of Balcar, Paris at MPSL Group in Don Mills
Fluxlites are made by Balcar, a leading maker of professional elec tronic
Mash for the last forty years. They have been in use in Europe for a few
yieirs and are only mow being introduced nto North America, They
seem o offer anumber of advantages over conventional guarte or HMI
lighting for small or large studio applications.

Fluxlites combine the efficiency and quality of a high freguency,
high intenzity Muorescence with a number of ingenious accessorics
providing a system which i3 quite versatile particularly as a source of
shadowless light

The basic unit is a square shaped refllecting light box abow 40 x 40
em (16") and 10 cm (4") deep, The patented optical desipn reflects
foreard most of the light from six 36W fluorescent lamps, putting out
7,200 Candelas. Each light has a set of reversible (silver and black)
barndooes, ahigh frequency ballasypower pack (with dimmer optional),
cord and yoke. The fluorescent lubes can be ongsicn or daylight CRI
95 lamps and the yoke will accommodate standard 58° or 1-1/8"
[ TS

The reversible barndoor flaps arc placed around the lamp
face and with the black sides facing the light they function much
like regular light absorbing barndoors. When the silver sides
face the light they can also be used to shape the light or with the
supplied comer pieces the Fluxlite becomes a 60cm {24")
reflector.  In this configuration one would expect the polished
reflectors tobe creating shadows all overithe place, however, this
iz nod the case since the light is diffuse 1o begin with. Mr. Balli
seemied 1w be more concerned with efficiency, than further
dilfusionof the light, but they dosupply adsal purpose prismatic
diffaser or one can of course ulilize conventonal spun, etc.

In terms of actual efficiency, compared o Halogen lights at
25 lumens per watt and HMIs at 80 lumens per wail, the Floxlile
provides 30 lumens per wall. A large advaniage arises when the
lights are dimmed, as they can be reduced 10% of full intensity
without any change in colour \emperature with a standard
dimmer,

Another gdvantage is that “daylight™ or “tungsten” bulhs can
ke employed with no boss due to flcaton, As well they do not
require a stan-up or cool down period, operate virtually cool
the wuch and generate no stroboscopic effect. Although they
require six tubes, these tubes last 53,0000 15,000 hours ata cost
of 315 to 320 per lamp with o fragile flaments or glass parts,
Apparenily the big auraction in the warmer climates of southern
Ewrope in addition 1o some of those mentionad above is the low
heat peneration which redwees air conditioning requirements
and consequently power consumption and cost by amajor facior,
nist to mention the comfon factor for performers.

Several Fluxlites placed arcund a subject will yield a
shadowless light with a different quality than when boxes ane
placed overhend. The relatively large size of the Fluxlites
facilitates banking them together to provide a form of window
light which could be useful in film applications,

Among the control accessories are diffusers, colour filters
and grid-spods. These interchangeable grid-spots operate a hig
like a sofi grid and do provide a form of spotting, 11 is not like
focusing a fresnel bt the light does stay even.

All in all these Lights seem 1o offer several interesting
advantages, particularly for television sudio applications.
Adapting them to flm or location use, or geiting lighting
directors and DPs to endorse them in an major way will require
aome hands-on wsage under proctical working conditions and
time will tell bow many inroads they can make, but from this
vantage point they certainly appear to offer some interesting
possibilities,

The BALCAR FLUXLITES are distributed in Canada by
Kingsway Film Equipment and [ will arrange a demonstration
for CSC members next season.

L55 154, telephone (416) 673-6171 and fax (416) 673-1069.

Corporate News ... Steve Dull promoted to Manager, Special Products at Osram Sylvania Lid, /Lige.

Steve was formerly Photo Optical Representative for Osram Canada . Earlier this year, Osram purchased the Sylvania Lighting
Division from GTE. Now operating as Osram Sylvania Lid./Liée, they have moved to 20801 Drew Road, Mississanga, Ontario
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Spotlight on
THE 1993 CSC AWARDS
by Natalie Edwards

“What do you want to know about the winners?” we asked some of the CSC students attending the elegant CSC Awards
Ceremony April 24, They replied: What staried them in cinematography? Were others in their family in the business? Where
did they leam the most: undversity, iechnical college, or as an apprentice? And the question-never-asked: what do they make,

disguised as; Are they satisfied with what they eam?

The respectable old (just umed ninety)
King Edward Hotel on King Streetin Toronio
was the site of the 1993 Awands, Hers,
where the linens are heavy, the silver
impeccable and the waiters have belter

manners than almost anvone you know (at
leasi anyyomne in the film business), some 250
guests satdown to the salad and soup courses,
chatting like long Lost cousins while Jim
Mercer periodically called owt ticket
numbers and pressed CSC t-shirts,
champagne and chocolates on the many
lucky winncrs.

When C5C President Joan Hutton csc
ook over the microphone to introduce the
evening, the tasty dinner was tucked away,
the wing drunk and the clatter of coffec cups
a genteel echo to the former hubbub.

“Thirty six years since its founding” she
said, “the CSC has continued 10 grow and
change™ and noted that the CSC now has
thirty-one sponsor members, with five added
last year, as well as forty new members.
Hutwon thanked the sponsors, organizers
Jim Mercer csc, Jennifer Hictala and
Marianne Gracey, and restased the credo of
the CSC: “that the art of cincmatography
remaing al the heart of what we do.”

Joan Hution csc then preseniod te awand

for Best Industrial Cinematography w Chris |
Triffa, for Tapesiry of the Land: The
Francophone Experience. Tnffo calbed it
an "' gwesome honowr™ which he mtended o
happily share with his wife, son and 3 week
old daughter, and this sentiment of
appreciation was echoed by other winners
all evening,

Among them was the winner of the

award for Best Unigue Cinematography,

Michael Ellis csc with All Soul's Night,
Loreena McKennin, in which the unique
ginger and harpist was presented with
subtlety and imagination.

Mike answered some of those student
questions: He said his training was 8005 to
Q0% on the job a5 &n assistant in 1963-69
doing commencials, becaws: of a lucky break
getting work al TDF wath Frite Speess csc
and people like Laszlo George cse, He
studied st Everzon, he said, but never
finished, and “never god any film training
there in those two years anyhow,”

Why did he choose cinemamography? “T |

tried theatre™ he said, modestly, “and was
horrific as an actor.” He considered going

[ into meds, but in the end the ans appealed,

he Joved pictures: 1 just went that way.”

And was he paid well? “Oh yes
Absplutely, I'm (reelance, have my own
company and conceniraie on documeniaries,
educatipnal and commercial work. [ direct
and shootnow, boi I'lnever gpive up shooting.
Mever. Ever. 1 feel real pride when I see
something ["ve shot on TV."

Above: President of Arml Canada, Joe
Sunday and Suzanne Sunday

Belowr: (left] Two longstanding
members - M, Jackson-Samuels cac
and documentary nominee Roger
Moride csc.

{right} Duncan MacFarlane csc,

our hard-working treasurer, and
Ghslatne MatFariane,
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Chris Trille winner ol Best Incuasiral Bill Hi

with presenter Joan Hutton cae

Some well-known figures appeared in several roles during the
evening, One was Frite Spiess csc, the first recipient of the Bill
Hilson Award, who presented it to Robert C. Crone cse, a populr
member of the film community. Crone, who had given the gwand
i Spiess (wenty years ago, now received it from him, saving simply
that, “there is nothing sweeler than having vour friemsds honowr you
like this."

Later Crone presented the Eoy Tash Award 10 Robert Cleator
from CFRN Alberta for his on-the-spol news item Gravel Truck,
news fooiage wld with compelling immediacy, Thiz Award was
presenied 21 years ago by none other than Pierre Elliot Trudeau!

In answer to our guestions, Cleator said he studied af the Morh
Alberta Institute of Technology but mostly leamed on the job at
CFRM, He loves news. ] seem to have a knack for telling a story
with acamers,” he modestly explained. Cleator was one of the few
recipients who eams a salary, but like the othars, considers himsalf
very well paid. "Even more important,”™ be says, “I'm given free

£ Al reciplent Hobest C. Crone
with presenier Fritz Spless s

Ancly Gibson was awamded Honom Iy
'!1E:I'I|H1I'!'i-:|I|FI with Edith Gibson

rein.”

An Honorary Membership Certificate was presented by CSC
Treasurer Duncan MacFarlane csc 1o Andy Gibson, a long time
friend of travelling cinemaiographers, whose apparent inghility 10
detect surplus baggage at Air Canada has made many a project
financially viable, Despite the challenge of Huntington's Chorea,
Mr. Gibson, aided by Edith Gibson and their son, accepied the
Award with the delighted, wicked grin of an accomplice.

An award is always an assel and the recipients of The Telefilm
Canada Swdent Cinemsiography Award presented by Debsorah
Parks, Financial Analyst ai Telefilm and C3C member, were
certainly gratefol. David Greeme won 5400 for Elevaror (York
Unirversity); Chris Soos won 3200 for Ansex Bikie (Ryerson) and
Francois Dagenais, 5 100 for The Caze af Dany Lester (Concondia
University),

Chriz 5005 said he received his training in commeencials 25 an
observer, was influenced by Laszlo George csc, Fritz Spicss csc and

Deborah Parks, Financial Analyst, Telefilm Canada presented the Teleflim Canada Student Clnematography Awards Lo

Dawiel Greene (181 Prize)
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Chris Soos (2nd Prize|

Francoeds Dagenads (3rd Prize)




Doug Dabes precented Best TY Drama
Awvard to Rere Ohashl csc

Gabor Tarko csc, as well as Bob Schulz and his godfather Toseph
Baranyi, but god his technical education in four years al Byerson. He
wiorks freelance, 15 making a demo rsel and aming al commencials,
which he considers “on excellent vehicle to develop and master my
craft.”

Oither students present were thase from the CSC's 1993 Camicéra

Aszistant Course, who stood nervously for a hand of applause from |

the pros as the course sponsors were earnestly thanked for letting the
students “play with their equipment for ning full days,”

Do Dales, Pregident of 5 Production Services, presented the
award for the Best TV Drama Cinematography 1o Rene Ohashi cse
for The Sound and the Silence (Atlantis Films International). This
wias a tough category, with competition from Peter Benison csc's
Raprere (TriStanParagon), Thomas Burstyn csc’s Liar Liar (CBC)
and lan Elkin csc's Curse of the Vikrg Grave (Muddy River/
Atlanms),  Chashi also won the award for Best Commercial
Cinemaiography presented by George Morita cse later in the

Michaes] Bodand esc [Besi Dotumenbang &
Mike Ellis csc [Best Unikque Produclion]

I:!mrge".‘ﬂnnl.'l L% |:|n:f.nnl1e:5- Hest
Commercial Award 1o Bepe Ohashl ese

cwening, a category in which he was nominated twice.

Chhashi graduated from York University, working as a camera
assistant on documentanies all through school and For the following
yEir,

“Iwent the long rowle™ he says, “news magazane shows, lots for
TVO, half-hour dramas, A CFTA Award tumed me w dramatic
films, then [ did MOWSs and then series and features, Mow [ve
switched pears and am doing commercials, Twentthe whale gamt,
[t"sallacreative experience. You realways leaming, heconcluded,

Ohashi always drew and painted and was a still photographer,
though mow he rarely shoots stills, He's received frequent awards,
hut his main incentive is his own cagemess and cunosity,

“Ialways like to keep pushing forward' he says. The work itself
i5 hiz reward. On top of that, however, he admits he 15 “very well
paid.”

“I woouldn®t ever give this up,” be adds. “And 1 do love features
and will always do those,”

Rabert . Crone with Boy Tash Awand
recipient Robert Cleatar [CEFEN)

Dr, Diane Fleming with Stan Clinton
Award reciplent Paul Wing [CPO0H)

Eenneth Post csc presented Bes?
Dramatic Short Award to Paul Sarossy csc
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Colin Davis presented the Kodak New
Century Award 1o George Morita cac

BEill White with Bert Dunk csc, asc
mecipient of Best TV Series Award

David Cheng presented the Fuji Awamd
in Fritz Spless os¢

The Award for Best Dramatic Short Cinematography was

presented for the first Gme this year, Pawl Sarossy csc was
nominated twice, for both Moaireal Stories and Petrograd, hisown

production, and won with the latter. The third nomines was Circle
af Fear, shot by Mitch Miess, the president of The Camera Guild,

Sarossy wenl o York University and was influenced by his
father, who shot newsreels for CKVE Barrie,

“T"m nidt & very technical person” he confessed, ™in fact I'm
quite ignorant and rely on an excellent team of technicians. What
INiowve isdealing with light. [enjoy what 1 do and it rewands me well.”

Mip oz was surprised that Michael Boland cse would win The
Best Documentary Cinematography Award for his work on
Millenniswm, Tribal Wisdam & Modern World - Strange Relations,
In his thoughtful apprecistion, however, he pointed oot that he
wiould like o share the award with fellow cinematographer Vic
Sarin but since Yic let his C5C membership lapse, he wasn't
gligible, (Take that as a warning, and keep up yours!) This team
attitude i5 1o be expected from an ex-hockey player who was a
professional fior soven years,

Boland said that afier he got his U of T Economics degree and
played hockey, he ended up in Australia withowt a job.

“1 thought ASA meant aspirin,” he says. "T loaded mags and
carried wripods for three months, then they gave me my own
camera.” He now has accumulaled iwo Gemini awards, a Silver
Hugro and an Emmy nomination,

“1 beligve in the lzam concept,” says Boland,

Competition was tense for the new awand for Best TV Series
Cinematography. It was presented 1o Bert Dunk csc, ase for an
episode of Forever Kright titled Dark Knighr the Second Chapier,
and was produced by Faragon, which also had a Beyvord Realiry
episocde shot by Maris Jansons csc in competition. The third
nominee was Manired Guihe csc with an Avenlea episode From
Sullivan Films,

Berl Dunk went from Weybum Saskatchewan to New York
Caty. What inspired him? Mot family or friends, bt of all things,
a program on The Wonderfil World of Dizrey which showed how
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amoviewas made, Heread American Cinematographer magarines,
borrowed money from his mom and headed for New York, He ook
an eight month course at the Germaine School of Photography,
which incidentally is still in business, and worked as an assistani
cameraman in Mew York from 1961-65.

"You have to be able to do it all™ be zaid, conceming technical
ahility with cameras,

And g for remuneration? *1"m frezlance and well enough paid,
I"we mewver complained™ said Dunk with a grin.

The final award of the cvening went, as always, for The Best
Theatrical Peature Cinematography, and was presented by David
Cheng, Marketing Manager of Fuji. Curtis Petersen csc and Barry
F. Peterson (no relation) wers nominated respectivel y for Talors af
the Eqgle (Film One Productions) and Mustard Badh (8765 Films)
but it was B.C. cinematographer Robert McLachlan esc who won
for fegralfite from B,.C, Pictures, Unforunately Bob wasnt present,
but ] cantell you that his is a maodest, friendly fellow whose 10 minote
short on peanot butier was one of my hotbest items st the old
Canadian Filmmakers' Distribution Centre in Vancogver over a
decade ago.

Congralations to all the winners, and o all those who recelved
special awards, These were an important part of the evening, and
inchsded The Kodak New Century Award presented o George
Morita csc for lifetime achicvement {"an incredible honour” said
Morita), the Stan Clinton Award received by Paul Wing for The
Last Hanging, for CIOH TV Ottawa, and the Fuji Award to Fritz
Bpiess csc.

George Morita csc, DirectorfCameraman and partner in the
repnowned and imeinently successful Panners Film Company, is
will known for his wizzardry in special photographic etfects work,

Panl Wing said he was humbled by this prestigmious award. He
studied at the now defunct Film Program &t Fanshaes Community
College in the carly seventies, and learned his trade ar CHRO
Ottawa, CFPL Lendon and finally CIOH For 10 years, “T'm nota
technical whiz," he said. “1 like o work with shadows, they"re half
of photography,”™



A final word iz saved for Prite Spiess osc,
g godfather figure in the industry, and one
who was frequently mentioned as an
imspiration or an aid by the winners, Spicss
comes from a photographic radition in his
family since 18%6, and certainly was
influenced by his grandfather, father and
brother, Headds, "l always liked the business,”

Spicss calculates he's made over 3000
commercials since the early fifties when he
emigrated o Canada. He started with Panda
Photography and 5W. Caldwell, and has
becn DOP at Robert Lawrence, TDF, Schulz
and Rawi-Sherman Films. The Canadian
Television Commercials Festival has named
an award after him, for furthering excellence
in TV advertizing,.

The swards ceremony held a surprise for
Spizss when David Cheng, Foji Marketing
Manager, presented him with the Fuji Award,
designated o recogmize those who have made
extraordimary contributeons to the C5C.

"I was very pleased that [ succeeded in
getting Georpe Monta here to spring that
surprise on him, and [ was itally taken aback
by getting that surprise mysell™ said Spicss
after the ceremony, s the tables emiptied, the
dancers moved on i the floor, and the clegant
waiters slipped quistly away,

Each VERT QuUr Sponsors contributed tremen-
diously to the swecess of the Awards Evening,
Thizs wear was no exception, The Sociely is
most grateful to them for their continuad sup-
port, The champagne reception courtesy of
Kodak Cansda Ine., dinner wines cowrtesy
of Film House and PS Production Services
and flowers provided by Arrl Canada Ing,
U show reel would not be possible without
the help of Andy Hunter, Doug Morris and
Mick Paubozza of The Image Group for pro-
viding the on-line tape edit and Chris Stone
Audie Productions Lid. for supplyving the
music. A special thanks to Bill Rhodes and
Irene Jonaitis of MPI Prodoctions for dub-
bing. Tebefilm Canada our new spomnsor of
the Student Cinematngraphy Awards.  Fuji
Photo Film Canada Ine, for the ligueurs and
coffee following the awards presentation.
Rosco Laboratories Lid. for providing the
music and Agfa for sponsoring the Program
for the awards evening, Thank you all wery
much.

Awards Evening photographed by:
Dan Daniels

|
|
|

Jim Mercer csc and Barbara Simon

Our Chairman Bows QOut!

In this era of political correctness, it's
easy toclaim that ome is a victim of some
real or imagined conspiracy (o cxcuse
whatever inadequacy one demonstrates,
Let me putanew twiston that by pleading
that I have found myself, as chairman of
our increasingly popolar A wards Dinner,
a victim of those who have conspired to
make me look much better than I deserved!

Aboutl five years ago, when Bob
Bouveroy csc relinguished the Presidency
of the C3C and the functions of the
executive were reorganized, T agreed io
take on the work of Membership Chairman
and to assist Jennifer Hictala with the
awards dinner for a five vear period. [
specified this time limit for two reasons,
First, I fieli that work should be shared,
over lime, withother members. Butmore
importantly, | observed that if executive
served oo long, the crganization became
perceived o represent their particular
segment of the mdustry, be thal a type of
work, soch as commercials or dramas, or
a source of work suchas the CBCor CTV.

After five years, T am still convinced
that my plan was correct; not only for the
reasons stated but because the dinner and
Judging of awards has grown to the point,
whare even with Jennifer's help, [ cannot
adequately cope with the membership
dutics and the awards work, T have slowly

accumulated the multi-formal screening
facilities, computér, fax machine and
cellular phone that facilitale membership
work and organizing the judging, and 1 will
continue o offer my help in that capacity
a bit longer, but 1 would like the aciual
chairing of the dinner o be assumed by
somcone  clse with appropriate
organizational skills,

Just as the evolving changes o our
executive have resulied in a new look w
our magazine cover and more active
involvement by our sponsor members, |
hope that a new face at the Awards will add
more energy 1o this partof our activity. To
remind us thai the C3C is truly a joint
venture of cinematographers and our
spomsor members, parhaps we could coax
oneof our sponsor companies (whoalready
make a wery valoable financial
confribution) to give us expertise af the
podium,

In additvon (o expressing my gratitsds
to Jennifer for her enormous amount of
work, please allow me (o take this
opporiunity to thank all those who have
helped with the judging over the Last five
yoears. [t has been a pleasure fior me and [
thank you sincercly,

Jim Mercer ese
Aveards Chalrman
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Saskatchewan Motion
Picture Association Hosts
Cinematography Workshop

The Saskatchewan Motion Picture As-
sociation presented 8 Cinematographers
workshop February 8-13 this year. The
workshop was the first of s kind held in
Regina, and proved to be valuable w all
who participated.

The workshop consisted of lectures, as
well as bots of hands-on experience.  Dif-
ferent areas of production were covered
during the lectures, such as “lighting as
stoey telling”, “the relatonship bétween
the camera and sound”, “industrial cin-
ematography ™, “varsous lighting systems”,
“responsibilities of the 151 and 2nd assist-
ant”,

The hands-on aspect of the workshop
proved o be equally as exciting. Ench of
the participants chosea scane which ranged
froen an elevalor intenor 1o the lightng of
acity block, and ok charge of the crew as
a P

Many individuals and organizations
coniribuied their time and resounces help-
ing this workshop become reality: Saszk
Trust, Saskfilm, Telefilm and Canada Em-
ployment and Immigration helped with
their much appreciated financial support.
AGFA Conads and Fuji provided the film
sock, and in mddition o film, AGFA's
Steve Mayhew and Pavl Bourque discussed
their ne'w ling of stocks. Dave Harding of
Gastown provided the processing and film
i tape transfer, CEKCK-TV provided the
SRII package and Peter LaRocque of Pro-
duction Services provided the dolly and the
lighting/grip package. The realization of
this workshop was made possible by the
hard work of SMPIA, Rob Ramage and
Ron Jacobs.

Chris Triffo

Carrot top Corner will return
next month.
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Make more money...

rent from us at our exceptionally low rates.

CCD Package -

BTS DXC 537 Hyper-HAD™ CCD Camera, plus
BTS BYV-5 Betacam SP Recorder

* Electronic Shutter with Clear Scan™ -
record on oxide or metal tape

* 750 TVL

0+4$250.00 per day

— weekly rental also available.

Or, you can save on -
DVR 10 D2 Recorders at $750 per day
BCB 75 Recorders at $425 per day
BCB 50 Field Recorders at $250 per day
BCB 22 Players at $125 per day

e L +800-265-8888

In Toronto Call 238-0654
Fax (416) 238-6182
3216 Wharton Way
Mississauga, ON

L4X 2CI

BTS Rep



FOR SALE: Mitchell ME 1, 16 FREO Am (faciory]
Baper 16BL, Bolex BXS, EliM, 10mm 26 maco 75
e switars or irsde for Ao 1L BLIOT, BL TV, Call
Cireg Akeusis at Grigor Productions {4 16) 604- 8696,

FORSALE: ACL BEcair 2ol magazmes, under-
waler housing wath refllen veewing, halBery pack,
1 Ormen lens, Armi svoum, Angeniean 12.5-75mm zoom
lens, hattery bali, I x cablos, Am iripod and head -
37500 Am IC - 2x400" magazeves, variable speed
mctor, 35mm fist bed motor, 18mm lens, Jordan
Klen undersster housing, battery pack and charger
- 57.000; ACL Eclair, 3x2{F magazines, Angenseus
2.9 lens, undersmer housing., batiery pak - $4,500;
S00mm leps (A meossnt)d - 52000 100
Cryaeal Recornder - £200; Angenienx 25- 25 0mnm zoam
lens plae sceeiiorie: - 5 1,000, [nserensl mguinies,
ﬂnﬂ: armiaa Mako Fitms Lul [RAEH EH 06

ARRIFLEX SEIL, 3 mags, outension viewfinder, 3
haineries, batery charger, 2 canrying cases, Digitach
. For fenher mformacion call Bemand Coure
(514) 466-0451,

FOR SALE: 8%mm Hi-Speed Feiis Lens with Aavos
a5 1,000 Niken B-30mem D oo Lena 128
SBOE Sony WAL-Y WTSC Receader Unic Adsgaor
5T00; Mortyuki Medol TS- 10 Time-Code Readuer
Insemes 51 200, B0M-3 Blimer with Case
51,500, Cadl Jins Aquills esc ai (416) 3455786,

FOR SALE OR RENT: Many ssoriod Tiffem
Filsers: | Bme 4- 127, 355" Senas & Alsof, 658"
Lex gradizned fileess with fiher-holder for Armiflex
Production Matie: Bex. For further inloemagion pleise
call Frinz Spiess cxc at (416) 225-5970

Camera Classifieds

Compleze BETACAM Packsge. Compler: CFES
Peckage with 3 pomeni. Comgplere LIGHTING
PACKAGE . BETA | OFFLINE EINT SYS-
TEM. All in mint condition, Best alfer. Call Deanid
Omtriker cec (416) 9231331
CAMERAS WANTED:  The Aslsnric Filmesak-
e Cooperalve @ looking o purchase ks ARRI SR
or AATON synem. Call Geosge Tavlor s (902)
423-KR33,

CAMERAS WANTED: Interested in parchasng
a 1%mm Filme andior 35mm Eyemo in working
order, preferably with eleciric metor. Call David
'Prmdl{-llﬁ} T:'E-Hﬁﬁl.

FOR SALE: "n:mg,l V- 300 Video walkman, Elml
charpes, fresh haSerics, hinnhnam, leater ciss -
H1, 000 Ssctiler Swdio Ta T Muid e, logs, speeader
wned s - $4,000: Sony PYW 3000 Betacams- 5P
player, serial port, very low hours, travel case, undes
warraniy 510,000 IV RRS-R220 SVHS Bditoe/
Reconder with 5A-RIT me-code resder pereralod
board, cablus, yery low hours, under warmaniy
56,0000 The PVW. 2600 and the BRS-EZIU with
E4-F2T make an excellent off-line edit system.
Please call Dawved or Liza w {4 16) S200T979.

WANTEE: T6mm or 35mm camers package, Call
Fubin a1 (416) TRA-TT46 o (514) TT2-ThdE

FOR SALE: Custom-mouli lesthes cases. Idealio
help profect your melens, viewimdent, and loeees,
St looking and durstde. Call Lo mi {4 16) 476
4T

FOR RENT: Sosy Bewscen 5P Cemers Package,
500y with ssilstant. [Inchades: Camera - 700
Lines of Resclutim, 62 8 5™, Hyper Had Chip,
Clear-Scam, Shutlersd, and Fugison Lens with Wide
and Super-Wide Adaptor; Sachiler Fluid Hesd Tri-
punl: Arsi Presme| Lighning B Seny Monior, Lavalser
Mice: Banterses, Charger snd AC Adapeor. Betacam-
BP alf dine suite and sevll siudio sbeo svailable, Call
Lise Bodnarchek al 4 16) 920-T97%

Business Classifieds

“Business Classifieds® 1s for membess who wish o
adverise telr services or cquipment. There fs &
charge of 25 e insmimn.

Memibers who heve equipment to sel orame looking
10 purchss egaipment sy rom an ad in the "Cam-
wrm Clannilieds” b ol so charge.

For maore infomsatios call (416 XT1-4684 ar fax

| (418) ¥T-Ta60

SINEV]

LILAGE

When only the best will do.

PS & Cinevillage. 85 Heward Ave_. Toronto, Ontano M4M 275
(416) 466-0037 Fax: (416) 466-9612

With the availobility of foster film
emulsions ond more sensitive wideo
temerns, there is on increosing wse of
indirect, or “bounced”, light. Resce has
recently odded some new moteriols
designed spedifically for this purpose.
Ultrabounce W (#3824) is o 4 mil. thick,
listrous, white, foom poper type producl.
Stopled, gleed or taped in ploce, it
transforms omy Flot surfoce inte o beight
wed soft hownce source.

White Gneboumce (#3820 i a & md
thick, matte, white, vinyl Iype product
offering o very saft bounce quolity of light.
It van easily be applied 1o & frome and s
witerproof, durnble ond washabls. As this
is 0 “soft” winyl, it also has the same
properties os other ROSCO soft diffusion
muoderiaks; it i rottle-free in the wind, and
does not chonge diffusion chorocleristics
whien wel.

In oddition, White Ciaebownce is alio
available wlirasonically welded and
finished with binding plus grommets to fit
stondard butterfly ond overheod frames;
61, 12, 20 Costom sizes con oko be
fobrimnted.

White Cimefoil (#2001 is an cpoque,
matte, white, shuminum foil designed 1o
provide o soft bounce reflection, It can
gasily be shoped 1o any surface or
configurotion. This flexibality aflows the
light tu be direcled wheraver i i needed

Coll r write with any product suggestans,
af o receive o FREE ROSCO Ginegel
Swnich Book contoining somples of the

tpmplete ronge of lighfing filters.

For further information, please contoct
ROSCO ov your nearest Rosco dealer,

1271 Desmison Street, #65, Morkhem, Ont. L3R 485
Phone: (414) 4751400 « Fo |416] 4753351




IF ONE
| HAVEN

RI CHARD LEITERMAN 15 ONE OF THOSE RARE

HOWIDLALS WHE HAS NOT BEEM TAINTED BY SUCCESS. O HE 15 NOT
TEE FLAMBOYANT CIEMIE AWARD WINNER ¥OU'D SOMEHOW FYPECT
i Tor RATHER, HE |5 AN ELCGUENT, UNDERS [ATED MAN

MORE AT HOME TALKING ABOUT HIS LOVE FOR CINEMATOGRAPHY
THAM ABOUT HEMSELF. <) HE SA¥S TO BE TRULY SUCCESSFUL AT HIS

CHAFT, N G3E MUST MOTICE HERWIOHE & I'VE BOKE MY 108 WHEN

THE AUDIENCE 15 NOT ASTOUNDED BY. Tl

'HOTOGRAFHY, BUT IT 5008 El-.IC

=]

LR &0 [ CREALETY, THAT 1T FFTS
a1 East, & THENE ATTENTION SHOULL NG
BE ON THE ATMOSPHERE ['VE CR
FOR THEM. BUT ON THE STORY TS
IT SEEMS SOMEWHAT IRONIC THEN,

THIS SELF-PROFESSEDN “IN¥ISIHLE :
SHOULD WM & JENIE AND COU

OTHER AWARDS. o PULLING HIM RE

NOSE=TO=-THL -GRINDS TGN

“HILOSOPHY - POES  UF

PERSON
IN THE

"That was a beautifully shot film’

DONE
™E Y

wOidic BEST ST WHATERER 15 OM $OUR PLATE 2 THIS
—_—

e

AUDIENCE SAYS
OB.

08 WHAT A DIRECTOR EXPECTS + Collaboration is & key waord
im my yecabularg™ he states matter-of-factly. « His speech is
also peppered with words like 1eamwork and mutual respect
o When asked what & director expects frosm 8 clnematod
raphier, he savs simply: « The derector bas Rieesd voo Decanst
ol your expertise in interpreting the page fo the soreen. =
And althouch wou Both have input into the film as a whaole,
it is the cinemalgorapher's. experiise
the direcior & OOUMing on i 9iveE
a particular mood o feekine 1o the
srene.” « oM coLoun = “Colowr 15 one
af the thines thar concerns me the
mest. 16 05 a0 1eol o be wsed By the
cinematographer.” says  the master
crafisman, « "To create mood N &
period piece for example, you can use
BeEmtitul, ol pastels, Applied in A
Bembrandt-like way, they can lend a
ferrilic lyrical tone fooa picture” « o8
He ponders @ moment before answering
n'.'l".ri: heen .a;'ri'l.n.ngl;im:. “he reflecs, “and someday | woulkd

dearly ke todirect something of my own« Until thes, | owil

Wﬂ'ilnhe i e the best cinemaroerapher | can be’*

OFTEN IM COMVERSATION WITH RICHARD UEITERSIKN, m mhﬁ:qﬂhunﬂm.lnim'ﬂﬂ LE]TERMAN

HE 15 & CIMEMATOGRAPHER  WITH -AN  UNWAVERING  FOCUS

.. =N

1 L i
Cinematographes. and Eastman user for ower twenty ypears

a4

[TV
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