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JASPER FFORDE
In conversation with SHIRLEY SCHUMACHER

At the beginning of this century, JASPER FFORDE was a well established Focus Puller working on
films |like o0QUILLSSOG, OGOLDENEYEOGO and OENTRAPMENT
2000 when, having received over 76 rejections, his first novel THE EYRE AFFAIR wasfinally

accepted for publication.

Since then he has had 10 books published, gained a reputation for writing tightly scripted

playful plots (without a Chapter 13 or alliteration ), won the Wodehouse Prize for Comic

Fiction, moved to Wales where he regularly flies his DH82 Tiger Moth and does a host of other

wonderful things @ including spending time answering questions from Guild Board Member,

Shirley Schumacher.

Can you give us a brief run -down of your film career?

I started as the runner on OPirates of Penzar
more pictures doing coffee and photocopying, got my break into the Camera Department

on O0Secret Pl acesd i1 n 109 8tBAank youpEddid -eandyunderfthe Ed d i €

watchful eye of then -| oader Eamonn ObKeef e, whose att
expectations and professional approach to our trade stood me well, not just in the
i ndustry, but I ife in general. Back then gett

as this was the closed shop days, with the gates to further employment guarded by
Lynda Loakes. So | joined Beechurst Film Productions as an in-house loader, and did
three years of commercials under the exceptional technical tutelage of Mike Connor.



After Beechurst | did several features as a loader - one with Edmund Purdom, no less,
before moving up to Focua position | h@duntil loleft thé Tr ou b |
industry in 2000. By that time | was beginning to do camerawork, and had completed ten

shorts and six commercials. But then | got published, and everything changed. All told:

Nineteen years and thirty -two films, including six pictures in anamorphic which should
alwaysbe-i f 1t I s ntbetSilvar|Stareas shgrping, just before the Holy Grail of

70mm, which alas, | never did. Along the way | met a huge number of crew who enriched

my life. Family, in fact - and | look back on my nineteen years with a great deal of

affection.

I n o0Lost in a Good Book" you hyg2d a dedication
Yes; | feel quite strongly about this. The dedication goes like this:

O0This book is dedicat ed Ydumakea ishappentfa thens Teey er y wi
couldn'tdo it withoutyou. Yourcontri buti on i s everything. o
Having been an assistant for nineteen years and doggedly worked to support my
Commanding Officers in the best manner | could, one sometimes gets the feeling that

you are knocking your pipe out for very little spiritual gain - yet one carries on through a

sense of purpose, and the satisfaction of a job well done. A common gripe to any

assistant is a lack of appreciation. | thought assistants should be recognised more, as

they rarely are. Wedve all pulled some Direct
the swamp only to be dumped on t heAssistants| o wi |
everywhere - Yay!

When you were a Focus Puller, how did you find time during shoots to write, do the
research and so on?

For the most part, | wr otheee iswdligtla time, otheatbamat f i | r
daily journal which I 6ve kept since 1995. Whe
6a shotdo in 1995, I 6downgradedd my work | ev
being with my thousands of childrenor si mply wri ti ng. | 6d do a |

then write, then work again when Fforde Preferred Shares hit rock bottom. In the good
old days when there was tons of commercial work about, | could put everyone on a
second pencil with Wizzo, and work wit h who | wanted. Paul, Chris, Roger, Peter. It
worked out quite well.

When and how did you give up the film industry?

On the 3rd September 2000, in the Grand Sasso mountains on a Commercial for Italian

Tel ecom, not a stoneds t hrsdiberatédrby @tto Bkozeng Mu s s
Leonardo DiCaprio starred. (I'n the commerci
final shot in the industry was on the trusty 300mm Canon set at short infinity, F5.6. A

distant mountain view. Probably an ND6 85, too. | remember it because | knew it was

my | ast |job. | 0 d-bgoludedl from ®engum tingdhe States,tamdait was
enough to go writing full ti me. Il got lucky,
get lucky for a long time.

Do you ever mi ss it?

All the time. | still have film set dreams, and more than once woken up thinking | had
overslept the call. | miss the people - all those wonderful, funny, eccentric people who
illuminate the set with quips, chirpiness or other nonsensical banter. 1 mis s bacon rolls,
too, and driving into Pinewood, and watching rushes, and walking around a new set for
the first time, and foreign locations, and the relief of dawn on a night shoot, and the
fizz and crackle as the arc is struck, and the hiss of a mini -mist, and the dry chemically
smell of film. But most of all I miss the excitement of hunkering down to a tricky shot.



Red light and bell - dead quiet boys - Ready? Ready. Turn over- speed- mark - and the
thesps are off, acti ng lipiiskoa boards@vitheeight jpositiorts,h e r e .
the | oaderds on the jib with four. The nervy
focus twelve times and then hit a split. Half way through the cameraman leans in to

adjust the Obie and the operator has to ex pertly step over the jib when the grip goes

from four wheels to two. ltds a seven minute
for those few minutes, as one: A ten -armed, nine -eyed creature that can record a scene

perfectly, and invisibly, and quietly. And then you cut, and there is that two -second

hole in the air when anyone who has bolloxed it can speak up, and we all look at one
another and nod and wedve done it, and in thea

perfect in the world, and you relax , and check the gate, and have some tea, and

someone tells a joke about something Hammond did years ago, and we laugh. | miss

that most of all. And | think thatds why | can | eave
industry, only you do all the jobs yourself - from acting to set building to lighting and

even continuity and hair. And when it all comes together, and the ideas  work, and you

touch someone, then t hereds that feeling all/l over aga
and you are your sawoodthimgs buttherbazz df $haoting is hard to

beat, and I still miss it.

Are you still in touch with former colleagues?

Not as much as | would Ilike. Living in Wales
make as much effort as | should. Mind you, we are kind of trained not to see people for
a long time and then work and get al ong as t

easy to fall back into conversation, tell old stories - complain about hours and poor pay,

and the state of the traff ic on the M4. A couple of people | parted company with was

not on the best of terms, which is a constant regret. Bridges might have been rebuilt

had I been around, but they werenot . I still

Would you ever consid er releasing the film rights?

For some of my books, no, and for some of my books, yes. | know that any producer will

simply look upon my books as a way to make money in the most expedient manner, so

itds far easier to say no oabeidg tumed intohaecroak oft h e m
shit. My books woul dnot be easy to adapt, ei
films very well, and Stephen King short stories adapt best of all. The thing about selling

books is that it has GONE and there is nothing you can do about it. They own it and they

can do ANYTHI NG. Writers sometimes moan abo
but really, what were they expecting in exchange for the shiny new car or kitchen

extension? You take the money and you wave goo d by e . Il f you donodt
cinematic farrago of the highest order, dondt

And if you were approached with total control, which of your books would you most

likely choose to turn into a film?

If | were to direct? Probably none of my books . Something new, something original, not

an adapted work which | always feel is like trying to run a Mac on PC emulation

software. | fail to see, in fact, why a film should be seen as the next logical step for a

book. | n many way s ksiate Gesy pexsoralttoetheir rbaglerskas no twB o o
readings ar e ali ke, s o It 0s littl e wonder
adaptations. When | am God-Emperor of the universe | will decree that a director puts

their name ahead of the title so we unders tand that this is their interpretation of it.
oPeter Jacksonds Lord of the Ringso6é Makes mo



Would you ever consider writing scripts?

| wrote one, once. It was okay for a first at
twice as hard now as | ever did in the film business. A book a year is a tall order with

marketing, publicity, festivals, tours - and trying to slot a film script in there is an even

taller order. I simply dondét have tdamdami me.
truly well established and out of the danger zone, | can relax a bit and work on other

projects. But 1 tds hard. |l was in the freel
|l ast jobdo edict has become i n galyadribbend as theyl 6 1 |
nai l the coffin | id down. And 10611 stil | be

This interview and the still canonly be reproduced with the written approval of the copyright owners.

Back to top



BO AND THE SPIRIWORLD
by Director of Photography, MIKE SPRAGG, GBCT

Back in January | was approached by producer Nick Pitt and director Jon East about an
unusual childrends drama for the BBC. Having
of crime, forensics and dead bodies on shows like Waking the Dead, The Commander

and Trial & Retribution ,1 wasndt so sure about 10 x 30min
Jon enthusiastically pitched the idea. Bo was to be shot with only 4 days on location in

the O6real d world in East London and 11 weeks
The basic story is that Bo (age 15) and her younger sister (age 11) and 3 friends are in

fact the last 5 spirit warriors charged with defending both the real world and the

Chinese fantasy world and in Ep1 they are whisked off to the spirit world to fight the euvil

Emperor Li. They have to acquire 12 spirit pieces before he does otherwise h e will

destroy the world. Simple enough!

Their journey would be through 4 different worlds/levels & wood, ice, earth and fire.

We had to reuse the same basic sets for these, but with clever design changes and

strong colour, we were able to make itfeel | i ke a progressive jour
palace for the final confrontation.

The reality was that here was a very ambitious project with too small a budget and a
series of sets that would constantly have to be redressed (often overnight) as we shot,
but with little or no pre or re -rig time.

Two substantial stages divided into caves, forest, desert, palace interiors, a monkey
world in the treetops, various Chinese streets, temples and domiciles, a massive blue
screen area .... and 4 sparks. | was also told that we would constantly have to move
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around the sets daily wokingahousodmnoorsiom see- (vetrstdl ki d s
shoot a 10hr day). The Designer, Catrin Meredydd, did an unbelievable job and managed

to secure substantial set elements from a number of recently wrapped feature films .

What the BBC ended up with was far, far beyond what they actually paid for in the

design budget as a result of the amazing creativity of the design team.

The project was to be shot virtually entirely handheld on the HDWF900R Cinealta
camcorder, supplied by Take Two. Jorge Luengas operated 06A
Ware as 1AC and Louise BerNat han as 2AC) . I operated oI
required. | did consider using both the Red and the Arri D21 but after consultation with

the CG supervisor and knowing the speed at which we would need to work, |1 went with

the 900R. There was a massive amourt of CG work to be considered; fortunately, Jon

was across the whole project and had actually hand drawn beautiful and extensive
storyboards for every major setup. What was also putin place was a dedicated web site

by the CG artists, RetroJuice, where all concept art, design plans, relevant reference

material, and even taped stunt rehearsals could be viewed and discussed.

The biggest challenge was going to be installing a rig that was flexible and fast. My

Gaffer, Joe Burke, suggested that as many of the lamps as possible should be remote in

terms of their movement and our ability to change the colour temperatures. Finally we
installed an overhead rig using Martin Macs T
2 control desk supplied by ELP and suppl ement
| would always need a punchier backlight. Installed in the middle of the sets almost on a

mountain top, our Desk Op was able to see over the whole stage. These remote lamps

could move to any position in seconds and although not exact in their colour temp, we

were able to reprogram me colour internally (closely enough for our purposes), were

fully dimmable and we could store every scene on the desk, so whenever we went back

to part scenes ofr Oworl dsdé these were recall
achieved it any other way and would never have achieved the average of 50 slates a day
otherwise.

OQur final 6toyd was the Phantom high speed
1000fps, we averaged 350-400fps on our blue screen and this gave us some stunning slo

mo pictures. It j ust gets very hot with that many Kilowatts of tungsten light on set -

about 50-60kw including the chroma cloth.



Jon, Nick and the BBC seem very pleased with the final results, we even had a set visit
from Sir Michael Lyons, Chairman of the Board of Trustees, Jana Bennett Director of BBC

Vision, the head of CBBC channel, the head of
senior execs. | think it will be quite a high profile series for the BBC and  will hopefully
sellwellinter nati onall y. Letds hope the BBC contin

and support innovative filmmakers like Jon East!

| have a great crew who regularly work with me but a special thanks to two exceptional
ACO s, Eamerarad Lalise Ben-Nathan!

Mike Spragg
Director of Photography

Back to top



FROM ACORNSeéee.
By RUPERT LLOYD PARRY, GBCT

The British Cinematographer magazine published a GBCT  article about its new Trainee Scheme in the last issue. Here is a
distilled version of that article - with a few extra bits!

The GBCT ecently launched a completely ov erhauled Camera Trainee Scheme with the
primary aim being to provide productions with camera trainees of varying knowledge,
skill levels and experience to help work on films and television programmes. This is a
project that a number of Guild members have been involved with and dedicated a lot of
their tim e to make sure everything works properly!

GBCT membershave:

Sifted through over 250 applications and provided interview short lists

Sat on the interview panels and selected people for the training course
Provided their skills as tutors for the 6 -day training course

Observed, tested and assessed trainees on their skills

Become mentors to the trainees (Anybody out there willing to help, please?)

Competition was fierce but all the trai nees have now agreed to either join us dor - in

the case of the existing trainees, stay with us . Over th e next 3-18 months (the duration

of the i ndi visduiapldd sd efpternadisnecen e xi sting experi e
all aspects of camera assisting, be placed with and mentored by Guild members as they

gain more knowledge and experience of working on different productions.

The GBCT has a remit to pursue the highest of standards and that means a solid
foundation in the basics. The course was extremely comprehensive in nature and many
of the students had quite a steep learning curve, although all t he tutors were highly
impressed by the quality of everyone who attended the course.

The course would not have been possible without the support of Tom Hannon of Hannon
Media, John Sutton of Panavision, Phil Cooper and Alistair Smith of Arri Media, Justin
Doran of Alpha Grips, Vince Wild and Tracey Pryor of Take 2 Films, Millie Morrow of Fuiji,
Julie Taylor -Butt of Kodak, Dan Mulligan of Rogue Element Films, Nigel Horn of ilab, Len
Thorne of Soho Film Lab, Paul Cable of Media & Entertainment Insurance Services d and
everyone else involved in helping out our trainees. We are very grateful for all
contributions made.

Some of the Guild Members involved include:

Julian Bucknalll; Hi | da §8tevé Brooke FBSeiithe Tim Rotek i p 6
Graham Martyr; Emma Edwards; Axel Ulrich; Renee Willis; Rupert Lloyd Parry; Dermot

Hickey; Clive Mackey; Paul Wheeler

Since their initial 6 -day training course:

The trainees have been working on dailies f¢
Justicebo; 0 Gaullsld ;v edTOlse THRarvgotten Fall eno; oPo
oHol by Cityéo; oM. I . Hi gho; oLife Goes Ono; t
olnceptiono/ 60l iverds Arrowo, oNanny McPhee

films, pop promos and virals



The GBCT Camera Trainees are :

(Existing Trainees who will shortly be completing their time with us are also included
Angel van den Akker dBased in London

Niall Cullinane - Based in Dublin and London
Tommy Holman dBased in Brighton and London
David Palmieri dBased in Berkshireand London
Jamie Starr dBased in Berkshireand London
James Watson - Based in Devon and London
James Blann - Based in Chesterand London
Nick Crew - Based in Surrey and London
Svetlana Miko dBased in Bristol and London
Martyn Culpan & Based in Yorkshireand London
Paul Keating - Based in London

Milos Moore dBased in London and Hereford
Christopher Nunn - Based inLondon

Roland Phillips - Based in London

below)

This whole project is reliant on support from Guild members and the industry in general.
Soremember, if you need a camera trainee for your next job - or know someone who

does - please contact the office.

Back to top
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A short(ish) extract from an article written by Chris Patm ore of an interview with Vilmos
at the Thessaloniki Documentary Festival, where the film screenedwas 0 NO SUBTI TLE
NECESSARYLASZLO (KOVACS) & VILMOZZ S| G M QINabRs to Moviescope magazine.

The full article can be found in the current issue dVol. 3. No. 1]

0Ol consider a good cinematogr
artist, a sort of a painter, but not using brushes and
paint but using the technology that consists of camera,
| enses, | i ghting, camera movVe:!

If great cinematography is all about capturing light, does the medium on which you

capture it, whether it is film or digital, really matter, or is there something in the

organic nature of film that sets it apart?

I n reality, it shouldndt be any differences
The only difference | can see today is that digital cinematography is done on low budget

movies d with the Red camera, for exam ple. People use the Red because it is

i nexpensi ve, but the cinematographer s-tindeonodt
cinematographers have. | think they should concentrate on making good lighting. Just
because the digital camera gives you an image imm ediately when you turn it on, that
doesndt mean you have got good |lighting for t
each scene has to have a different mood, and it has to be lit. | hope the art of lighting,

the art of cinematography, is not goin g to die because we have digital photography.
Because it is actually nothing to do with the camera you use. There is good lighting and

there is bad lighting; there is good photography and there is bad photography. | think

you can make brilliant movieswi t h di gi t al camer as. Look at
All the digital sequences have the right lighting for that. It was not pretty lighting but it

was the right lighting for the story. The composition was very important, the camera

moves drunning with the camera, it was exceptionally beautiful photography.

11



With all this digital technology in cinema these days, how much of the work is art

and how much is now technology?

|l tds totally combined and you candt r gyl |y s
comes first, thatds the base of everything.
cinematography, you have to learn how to light, how to compose the picture, how to

move the camer a. Thatds a given.

Everyone has to learn all that before you can use i t for the sake of art. We have to use

the techniques to create something that can be considered as an art. Film is an art form

dit exists A& not often & about ten per cent of the movies are shot artistically. Most of

them are basically exposing the film and telling the story. This works because the
majority dondét really care about cinematograp
saying, the performance of the actors, and the story. That is what most of the people

want to see i n t hé&Vehaveva eelucatehaadencesdo cénsider film as

an integral part of the story and therefore an art form.

So what are the particular processes you follow when working on a film? What are

your basic techniques?

| drink lots of coffee ditis most important to wake up and start the day in good spirits.

What is interesting is that in my career | have had to work with so many different

directors who are improvisers. It is very hard to cope with that kind of system because |

like to be prepared.

Mybasic technique, everyoneds techniqgue is ba:
dondt try to |ight something wuntil I see wha
need a rehearsal from the director. If there is no rehearsal, | want to at least fin  d out

what a director thinks will happen in the morning when they get on set. Once | know

where the actors are going to move, | have a pretty good idea of how to pre -light the

set. Then first thing the next morning, | will tell the director to have a reh earsal with

the actors before they go to make -up, because it can sometimes take two hours to

make-up some women so we can shoot them, then we have the stand -ins to duplicate

t he movement of the actors, t hen | canmosteal |
important thing for me dto get to that stage.

Have you used any particular technigues to en
I n the old days we didnot have much choice i
film because it was all standard developin g. We were searching for things with which

we could make something look different and one of the techniques was the flashing

technique, where we would pre -expose the film before developing in order to make it

look different. It was a little bit grainy, especially if you pushed the film and
overdeveloped it to make it grainier, which is what we did on McCABE & MRS MILLER.

You have that old look, like antique images. Sometimes we also flashed the prints. On
HEAVENG®S G MaBHied tkee negative and prints also, and not so much
overdeveloping. On THE DEER HUNTER we pushed the film two stops to make it look like

war footage and to make it blend in with some 16mm newsreel footage we had. We had

to do this bec av she money toddcréatednthat theanewsreel footage

showed. This was basically the only thing we could do. Later on came the bleach

bypass, which a lot of people used until digital came in. This also gave an interesting

look. SE7EN was actually shotlke t hat whi ch was beauti ful i n
to do it right but Khondji did a hell of a job to get that definite look.

12



Today we have digital technology and the digital postproduction when you go to an
intermediate. Now we really haveachance to do all kinds of
in the past, and we can do it much better because we can shoot the film straight and
get all kinds of effects in post. If | take the colours out of a colour film, it makes it a
better black -and-white looki ng film, strangely enough. | made tests and it looks better
than shooting on black-and-white.

What is your process for doing this?

The nice thing with the digital intermediate process is | can decide on that day, on the
set, what | would like to see late r on in that digital intermediate. In order to do that, |
take some still photographs of each scene. Then | go home and when everyone else has
gone to sleep, | work on the computer for a couple of hours with a stills photographer
and we change the look of that still. Then | can determine how much of the black -and-
white look | want in it and how much contrast | want. More contrast, less contrast.
More colour, less colour. So we can do that in Photoshop. Once we have that, we can
emalil it to the labora tory, by which time the hard drive has been flown over from Los
Angeles and the lab is waiting for the stills from me , then they make the dailies on a
hard drive and send it back to me. We see the dailies basically in the form that it will
probably look i ke when we do the answer print.
and everyone who wants to see, can see what we are aiming for. The wardrobe people
can see what happens to the colours. It has a lot of advantages that we never had
before. At the mo ment it is the best of the two worlds  dthe film world and the digital
world & shoot on film and end up on digital. And once you have finished on digital, go
back to film projection or to electronic projection, which is very, very good these days.

|l didndt believe it ten years ago that the
film projection, but it is that good and
of problems like in film projection. These are the good things to tell, but wher e we are
going | dondt know. Ten years from now
to shoot on, or it will be very costly because the fewer people who shoot on film, the
more expensive it will be, and we will only have digital front projection, front work and
digital postproduction. 1 still think the problem is how to store the film, because digital
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6fil md doesndt | ast very long and they predic

preserve it, which will be very costly. When you think ab out how costly it is going to be
to preserve digital they will be wishing to go back to the old days of film where you
di dndt have to go through any conservat.
was safe forever dor a hundred years anyway. In the long run it is going to cost more to
shoot on digital than on film.

Back to top
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THESE BOOTS ARE MADE FOR WALKING
FROM JOHN OO0OGROATS, TO L
By PETER HAZLE, GBCT

Every year for the last ten year s, Guild Member, PETERHAZLE has completed a

different charity walk for Hope House (www.hopehouse.org.uk), a Chi | dr ends Hc
This year, he had an amazing journey and wal ked f r om at3 wmhands@BdGr o
What follows are some words from Peter that describes a journey that took him 6

months to prepare for. (If you would like to see some rather beautiful pics that Peter

took of the journey , log onto the Hope House website in about a week or so by which

ti me the stills will have been loaded. )

PEDIGREE DOG TAG TEAM/« ey &

1ST MAY

PETER HAZLE®S MARATHON WALK

On May f' this year | began along-hel d ambiti on to walk from J
End. This was not my first long distance walk since being retired from the film and TV

industry as a cameraman. | have completed 10 walks since 1997. With a combination of

footp aths, bridle ways and roads, | completed this 1000 mile walk on 8 ™ July &in 60

days!

The task would have been impossible without my support team dmy cousin Derek and his
wife Jane dwho provided their large motor home to stay on 3 2 campsites along the way.
They also provided their car for pick -u p 6 s a nodf fdor seeposactioa of the route. |
walked from the bleak landscapes of parts of Scotland to the beautiful scenery of the
Great Glen, covering Loch Nessand the Caledonian Canal to Fort William, onwards along

14


http://www.hopehouse.org.uk/

the West Highland Way, passing the beautiful Loch Lomand for many of its 23 miles.
Then turning eastwards to Falkirk and the Forth Clyde Canal Path, onto Peebles,
Jedburgh and across the Cheviots by way of an old Roman Roadd Dere Street. Soon
found the Pennine Way path from Kirk Yetholm to Byrness and despite wind, rain and
heavy cloud cover over the hills; | walked 22 miles that day to the pick up point where
Derek and Jane waited for me.

After two sections of the Pennine Way to Bellingh a m, I decided to stick
crow fliesd6 principle, keeping to 6B&d and min
for the walk and for the pickup mileage to and from the campsites. The first half of the

walk 8580 miles to the end of the Penn ine Way in Derbyshire d was achieved by walking

for 33 days with one restday. Then | stopped for 5 day o6hol i
home in Lincolnshire before starting to walk the last 420 miles on 9 ™ June.

| t s S0 mu ¢ h m® and cemainlty rlessc arduous 0 walking through the
countryside of Shropshire, Staffordshire and Gloucestershire and then Bath into
Somerset. The rolling hills, meadows, quaint villages and small towns are quite lovely. |
walked through Glastonbury not only through the annual festival but also during the only
blisteringly hot period of the walk. | shall never forget the heat and humidity; it proved
nigh on impossible to walk in. Luckily for me, the temperature dropped back down and
with sun, showers and light winds, | was able to have a reasonably comfortable final
stretch through Devon and Cornwall to Lands End and finished it all on 8 ™ July.

As this was a sponsored wal k fadnrfactrath pyewalkso u s e
have been for them & it was uplifting t o find even in this credit crunch time the
generosity and friendliness of the people | met. Cars stopped and donated mon ey each

time they saw the walk logo that my youngest daughter, Hayley, had made for the back

of my rucksack.

The 1000 mile trek was an amazing experience. | met so many lovely people, with
distinctive accents and lots of stories to tell as | walked along rattling my collection tin.

| shall never forget those long distance paths which held fellow walkers and Romany
gypsies pulling their wonderful old traditional caravans. It was a fascinating journey da
great adventure!

Butt hat 6s it now. I h a v te retiteefrom doagdDistartce Walkingy e ar s
| ®&m going t o us e 0ang mayhe sakepghe srasn aribas well. They say

that the Trans Siberian Railway is a fascinating journey to undertake dand variety is the

spice of life!

Back to top
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TRAINING COURSES SCHEDULED
The Guild will be scheduling the following courses over the next few months:
(2) Introduction to Editing on FCP
(2) Steadicam
3) Shooting on the Red Camera
(4)  Working with the Panavision Genesis (this will be held in Manchester)
5) Exploring HD & A practical look at the Sony 900R, the Panavision Genesis and
the Red One camera systems
(6) Training to Train (aimed at people who are interested in training others and
would like some tips and techniques on how to go about it and be successful
(7 Understanding 3D
(8) Introduction to using Photoshop

If interested, please check your weekly emails for dates, venues and prices.

CAMERIMAGE 2009 POLAND SAT. 28 NOV TO SAT.5 DEC.

Yes, this is several months away, but booking your flight now will save you money. And if

you canod6t go, al |l you | ose is the money you ¢
RyanAir flying from Stansted to Lodz (pronounced Woodge) or British Airways flying from

Heathrow or Gatwick to Warsaw. You then have to get a train to Lodz on arrival dtakes

a few hours more.

If some of you are sure of going, would you be interested in being part of the Guild

Training Team? We are hoping to run a series of workshops and seminars at the Expo
there to promote the Guild and its members.
buy you the odd vodka or three , or fo ur even, and just think of the glory!!! (If you say

0yesd, | will certainlyyhdamgalflortlyeuRodRi ng of
The actual Festival Programme and informatio
some time in September, but i1tds worth flaggi
Once the programme is loaded, you will also be given information abou t registering for

the festival and expo as well as accommodation details. Lodz is not a large place, so if

you opt for a cheaper hotel abouta10 -1 5 wal k away, dondt worry i
up warmly and call a cab!

Please let Dee in the office kno w if you would like to help. Thanks .
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JOIN THE IRISH FILM & TELEVISION ACADEMY (IFTA)

The Irish Film & Television Academy is comprised of members, both in Ireland and
internationally, who are professionals working in the film and television industries. I
would appreciate it if you could forward this to any Irish members of the Guild of British
Camera Technicians to invite them to become a member of IFTA.

Industry professionals can easily apply online at www.ifta.ie/academy . Any queries
regarding membership or eligibility can be directed to our offices ph +353 1 6200812 or
email membership@ifta.ie. Website: www.ifta.ie

Kind Regards, Aileen Moon IFTA (E) aileen.moon@ifta.ie

GBCT TSHIRTS

For those of you who haven?ot-shrtyeutwant, plemded t he
email your size and we will post you one. Sizes are:

SMALL Up to 36" chest
MEDIUM Up to 38" chest
LARGE Up to 40" chest
XL Up to 42" chest
XXL Up to 44" chest

They are quite a loose fit and (apparently) wash well!!

Back to top
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As there will shortly be an announcement that three more Diplomas are to be launched
by Skillset for Camera Department personnel (one for Continuity Script Supervisors; one
for Focus Pullers/1% Assistants; and one for Clapper Loaders/2™ Assistants), we thought
it might be time to provide you all with a short overview of which is what, and to let you
know where you can access more information if you are interested in going forward.

SCRIPT SUPERVISORS/CONTINUITY

For the past couple of years, a small group of Continuity Script Supervisors (Guild
Members and nonmembers) have been quietly beavering away working on the
development of a new set of qualifications and standards for Focus Pullers, Clapper
Loaders and Cortinuity Script Supervisors. They have met with Skillset and its appointed
consultants and a set of draft Standards have been prepared. Since then, Diana Dill with
Cathy Doubleday plus others that include Penny Eyles, Jane Jackson and Caroline Sax are
preparing for the next phase of the process dmeeting potential Diploma awarding bodies
and discussing an appropriate date for the NOS to be implemented.

LOADERS (LEVEL 2) & FOCUS PULLERS (LEVEL 3)

For some time now, a small group of focus pullers d many of them Guild members o
including Ea mo nn OO0 K eRnttef, ohn Bdilie,ivlary Kyte, Clive Mackey and Simon
Mills @ have also been quietly beavering away, working on the development of a new set
of qualifications and standards for Focus Pullers and Clapper Loaders. Many of those
involved have on occasion had to temporarily bow out due to work commitments. As a
result, the group is immensely grateful to Simon Mills for always being available to
attend meetings, provide continuity to the process es and to keep others informed of
developments.

The result of ever yaymgodfsSkiles made passed &veriinkrmation

about the Diplomas and the management of these to the Skillset Screen Academy at
Ealing & West London College/Ealing Institute of Media.

Back to top
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THE WONDERFUL WORLD OF DEATH
By NATHAN WILEY, GBCT

Glass Matte Painting

A while ago, | sent out an SOS to all Guild members asking for help with a short film |

was directing. The film was inspired by an
Bl ues6 and dealt with the story of a yowng wo
dance with the ghost of a lover.

The ghost summons up other spirits who together float up into the sky and dance only to
return to their graves as soon as the strange
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| wanted the film to look like an authentic 1 reel studio  picture of the time so decided

to shoot on 35mm black and white film, use wheels instead of fluid heads an d most
importantly shootall t he ef fects (and there were a | ot o
to help add authenticity to the look of the piece.

This was the point when the DOP, Mattias Nyberg, and | decided we needed help from
people with greater experience of traditional techniques than us and spoke to the Guild.
We had a terrific response and some great guys came forward including Peter Versey,
Peter Hughes and Trevor Coop (who ended up operating the main camera opposite Peter
Welch on the shoot).

The advice and suggestions were brilliant, such as Peter Verseyds s
paraffin instead of water in the tanks to get rid of air bubbles!

Multiple tests followed and between us and Leigh Took (our traditional VFX supervisor),
we went through the storyboard shot by shot t

What we ended up with was an assortment of Pepper Ghosting, multiple exposures,
multi im ages lenses, camera stops and glass matte painting.

Glass Matte Painting

We did decide however to use some modern techniques such as mix and overlay to help
with the multiple exposures, and shoot on Panaflex cameras rather than old rack overs.
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The reasoning for this was very simple. The film needed to be shot in a very short space
of time and we would have been mad not to!

The other decision we made in testing was to shoot with Primos. We looked at old glass
and flare lenses but these gave us problems with multiple exposures and because the
cemetery set we were to shooting on was very limited we wanted lenses with a good
solid range to limit set redressing and crane repositioning. Primos gave us this and
photographed our lead actress the best in tes ts too.

In terms of the softness of the picture we opted against using filters, again because of
multiple exposures and decided to add these in the TK.

As is always the case with a short film our two main obstacles were time and money, or
rather the lack of them. We had gone from a planned location shoot to a studio shoot
due to concerns about controlling the smoke we were using for atmosphere and effects
and had blagged 4 days at Sheppeton (thanks guys!), 1 for a get -in and pre-light, 1 for a
de-rig and get out and 2 for the shoot which meant we had a daily shot list to reduce
even the most hardened 1% AD to tears.

We did however have a fantastic crew, Paulcl udi
Corbould and team on SFX and a slate of familiar faces on camera and grips, the end
result being €& we almost did it!

We did have to drop some pepper ghosting shots because they just took too much time
to set up. The little ghosts flying in the sky w e shot as models later on but there were
problems using the Bi Pack camera to composite them so they have had to be done on
computer!

What did we learn from all this?...well ironically, to use in camera techniques can be
more expensive than CG simply because of the time and care involved to get it right.

Al so, though 1 dm not against CG (itds a great
a great shame to see these skills and equipment dying out. W hen you look at King Kong

in New York or the Tornado in the Wizard of Oz you realise what an amazing job those

guys really did.

The film is now cut and waiting on a sound mix and final grade. As soon as this is done

there will be a screening at Pinewood so if any members would like to come and talk
further (or just watch the film) - let the office know!
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Without their ongoing help and guidance, we probably would have made a very different
film. So my thanks goes to: All the cast and crew who have worked on the film
throughout its life; Hugh Whittaker and staff at Panavision; Trevor Coop GBCT; Peter
Versey GBCT; Peter Hughes GBCT; Jaquie at Panalux; Noel at Pinewood and Jay

Mai dment for the stills youdve just | ooked at
Cheers
Nathan Wiley
Back to top
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