
continued on page 2

Tarantino, Campion, Kusturica, Bertolucci, Bergman, and the Coen Brothers

may have ended up pulling their films from this yearÕs unpredictable Cannes Film

Festival, but Kodak held strong with its 6th Annual Emerging Filmmakers Showcase.

Presented to an industry audience at the Cannes Film Market, the program included

winners from last yearÕs Academy of Motion Picture Arts & Sciences Student

Academy Awards¨, Academy of Television Arts & Sciences College Television

Awards, Directors Guild of America Student Film Awards, NextFrame, The Short

List, Ft. Lauderdale International Film Festival, American Society of Cinematographers

Heritage Award, International Documentary Association David L. Wolper Student

Award, Palm Springs International Festival of Short Films, New York University

International Student Film Festival, Eastman Scholarship Award, CINE Award of

Excellence and KodakÕs Filmschool Competition. Twenty-two student filmmakers

braved French airline strikes, political tensions, and fears of airborne pathogens

to travel to the French Riviera and present their award-winning films in the Palais

du Festival.

As a result of their time spent in Cannes, Northwestern University students Maureen

Grosser and Daniel Truog are working on a deal with a UK distributor for the music

video that they produced entitled How Does It Feel.  Winning the Music category

in the College Television Awards was their ticket into the Kodak Emerging Filmmakers

Showcase. ÒThe marketing of our music video went very well, and I pitched my

next project, The Chase, to a few individuals who seemed interested,Ó said Truog.

ÒCannes is great because nobody knows just how important you are, so while

pitching my project, I could tell that they were trying to figure out how serious I

was. As long as you are confident in what you are saying, youÕre on the same level

as anyone else.Ó



ÒMost importantly,Ó he added, Òafter Cannes, I am completely confident
in calling production companies here in the States and pitching ideas.
You work out all those Ôfirst timeÕ jitters while in France, feeling much
more confident about the business when you return.Ó

Grosser agreed that it
is intimidating at first.
ÒBut if you put yourself
out there, you are bound
to meet someone
interesting or that can
help you out in some
way, shape, or form,Ó
she said. ÒJust hanging
around the hotels
during and after hours
was a great place to talk
to people. Everyone is
in good spirits since
they are on vacation.Ó

ÒWe were approached
after the screening
during the reception at
The American Pavilion,
and we may have made
some good contacts for
future financial

backing,Ó said Michael Hall, Florida State University (FSU) graduate
and producer of ANTS which was shown in the Showcase. The creepy,
crawly comedy that features audio-animatronic ant models won the
Comedy category of the College Television Awards.

ÒI can tell you that when we were standing on set a year ago trying to
make this film, Cannes was the last place that we expected to show
ANTS,Ó said co-producer Derrick Cameron. ÒIt confirmed that I made
the right decision with my career. ItÕs easy in Los Angeles to lose sight
of the real reason that you became a filmmaker. Cannes helped guide
me back to that original vision.Ó

Two of the participating students were cinematographers who had
won the annual Kodak Filmschool Competition in the Asia-Pacific and
Latin American regions. Yen Ooi, from the Victorian College of the Arts
in Melbourne, Australia, was the cinematographer for the coming-of-
age comedy LÕEnvie, which he lavishly photographed in classic black
and white. Daniel Calvo, from the University of Buenos Aires, inventively
shot the colorful, futuristic film Ivan & Eva against a 70-inch television
screen.

After winning the national phase of the Competition, Ooi and Calvo
both competed regionally against the other finalists and eventually
won the grand prize trip to Cannes, which included a tube of sunscreen
with the words ÒFun in CannesÓ printed on it.

ÒIt was a great opportunity to be there without having something to
peddle,Ó said Ooi about the worldÕs largest feeding frenzy for film

buyers. ÒItÕs good to see different perspectives of the film business
and this is really business.Ó Ooi, who is currently directing his own
short film funded by the Australian Film Commission, was approached
by several students on the program who are interested in working with
him in the future. ÒIt could be five years from now, but collaboration
can happen anywhere,Ó he added.

ÒI met cinematographers from all over the world whom I can contact
later for my next production,Ó said Calvo who brought along extra DVD
copies of his film to distribute. ÒThe first time here is an important
learning experience. Next time I come to Cannes, I will be more
prepared.Ó Calvo cited fellow Emerging Filmmaker Gerardo Gonzalez
who had come to the festival with a list of people to contact or had
already scheduled meetings ahead of time.

ÒI had a special situation since I am about to finish my first feature
Malachance,Ó said Gonzalez, a recent graduate of the American Film
Institute (AFI). ÒI just researched a lot about what kind of companies
were dealing with what kind of movies and then I contacted the ones
I thought were going to be interested in my feature. I would never had
met them if I didnÕt happen to be in Cannes.Ó

The film that Gonzalez screened in the Showcase was The Last Attack
of the Beast, a post-modern Western shot in 35 mm Cinemascope
camera which earned him the DGA Student Film Award in the Latino
category.

Another AFI recent graduate, Tanja Mairitsch, screened her conceptual
drama Fueling the Fire, which earned her the DGA Student Film Award
in the WomenÕs category. Shot with three different Kodak 16 mm film
stocks, the plot is told from three different points of view.

ÒThe festival was very overwhelming in a positive manner: non stop
events, screenings, seminars, cocktails, parties... we slept on average
4-5 hours daily,Ó said Mairitsch who had just been announced a finalist
in the Chrysler Million Dollar Film contest days before arriving in Cannes.
ÒI was amazed at how open companies were to meeting filmmakers
and discussing projects.Ó

Left to right: Daniel Calvo, Yen Ooi, Bram Tihany, Derek Horne, Helen Lee
and Tanja Mairitsch in Cannes.
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KodakÕs John Mason and Yen Ooi enjoy the
nightlife of Cannes.



Kodak Philippines has built bridges to student filmmakers at the
University of the Philippines with two programs that support student
filmmaking and help prepare graduates for the world of work. The
KODAK Film Award is presented annually for the outstanding thesis
film produced on 16 mm or 35 mm Kodak film. Kodak also sponsors a
Career Talk each semester for undergraduate filmmakers.

The KODAK Film Award
The 2003 KODAK Film Award winner is Rianne Hill Soriano, who
submitted the programÕs first 35 mm film. Karsel, is a 20-minute narrative
film that traces a classic plight of women. It delves into a young adult
femaleÕs submission to the conventions of a traditional home and her
struggle for liberation. In SorianoÕs film, the lead characterÕs hair comes
to symbolize her struggle with strong visuals.

ÒAngelaÕs hair symbolizes her motherÕs complete authority over her,
the strands of her hair becoming the bars of a cage on her face,
exemplifying her imprisonment,Ó the filmmaker says. ÒI love taking
charge of the camera work. With this being my first 35 mm film, it was
a real challenge for me to perfect crucial scenes demanding intense
and uncompromising performances.Ó

Karsel was shot primarily on Kodak Vision 500T color negative film.
ÒWith most of the scenes and the debut sequence, I wanted to really
saturate the colors,Ó Soriano says. ÒWe also shot some scenes that
were intended to be push processed at LVN Pictures, which donated
free processing, printing and editing resources.Ó

She edited the film on a Moviola Ð her first experience with the machine.
ÒIt was tough yet rewarding to be the director and editor of your own
film,Ó she says.

The KODAK Film Award was created in 2000 in partnership with the
University of the Philippines College of Mass Communications Film &
Audiovisual Department to help promote the use of film and recognize
outstanding graduating students. The award is open to all graduating
students of the Film & Audiovisual Communication Department. The
winning film is selected by the thesis defense committee, composed
of faculty from the Film & Audiovisual Communication Department.
The winner receives P $30,000.00 worth of film stock and a plaque.

ÒThe KODAK Film Award is one of many Kodak-sponsored activities
designed to recognize and reward the efforts of students in film
production and to encourage them to excel,Ó said Jane Albito, business
manager for KodakÕs Entertainment Imaging division in the Philippines.
ÒThrough these activities, Kodak is viewed by the students as a partner
and supporter of future filmmakers.Ó

Career Talk Series
For Career Talk, distinguished members of the industry are invited as
guest speakers to share their career experiences and growth.  The
guest speakers include directors, cinematographers, executive
producers, and representatives from post-production. The objective
of the program is to provide the graduating class an overview of the
local entertainment industry and career options as they transition to
the real world.

Speakers at this yearÕs event, held March 11, included cinematographers
Shayne Sarte-Clemente and Nap Jamir; director Mac Alejandre, and
several graduates of the University of the Philippines, including director
Sockie Fernandez, supervising producer Brenda Bayhon and director
Jeffrey Jeturian.

Kodak initiated the Career Talk program in October 2002, as part of the
Student Program. ÒOur message to the students is that Kodak, which
has been supporting their film education, will remain a partner as they
embark on their respective careers,Ó Albito said.

In March 2003, the University of the Philippines created the UP Film
Institute (UPFI) by merging the College of Mass CommunicationÕs (CMC)
Film & Audiovisual
Department and the Film
Center. With the merger,
UPFI will become one of
the College of Mass
CommunicationÕs
academic units and will
offer bachelors degrees
in film, masters in media
studies, and manage the
800-seat theatre that will
continue to be the
primary venue for film
screenings.

Above: Career Talk,
a Kodak-sponsored
program for under-
graduate filmmakers.

Below: 2003 Kodak
Film Award
presentation to
Rianne Hill Soriano
of the University of
the Philippines.



Being a student filmmaker is tough. Next-to-nothing budget, fifty-year-
old equipment, asking favours from everyone and everywhere, striving
to shoot on film to achieve a professional result that somewhat
resembles our favourite movies that are shot with multi-million dollar
budgets.

Lord Nelson is a 12-minute short film produced and directed by Rhys
Day as part of our final year at Queensland College of Art. With his
crew of only six Ð co-producer, Carly Whouley, Roger Middenway and
Ryan OÕConnor on sound, Andrew Cahill as editor, camera assistant
and handheld camera operator, Ryan Chapman and myself as director
of photography Ð the production was underway. On dry land, it read
as a simple story about a skipper and his deckhand, set out to sea on
a prawn trawler. Once on location, it became without a doubt the most
challenging and rewarding experience of our careers as aspiring
filmmakers.

The glare of water and sky was relentless. There was more lens flare
than salt in the sea, yet we persisted.  The decision to shoot the low-
speed Eastman EXR 50D 7245 film was based on the stockÕs excellent
ability to handle daylight scenes at sea.  Lord Nelson was never to be
a crisp and colorful film.  It focuses on the characters and the hardship
of a life at sea and so we wanted a rough, ÔsaltyÕ, ocean look. To help
achieve this, we pushed the filmÕs fine grain one stop in the process.

Operating the camera on a vessel which is under the mercy of waves
whipping it every which way possible, was certainly an experience
for Ryan and me.  There was an exposure range from F45 outdoors to
F2.8 indoors, add to this a rotating key light, due to the ocean current
slowly turning the boat under the sun, and you begin to appreciate
what was faced.  Many of our homemade reflectors and wooden scrim
frames acted like sails in the PacificÕs harsh sea winds.  They are now
somewhere off the coast of Bundaberg, no doubt reflecting light from
the sandy bottom.

After a few days of filming, the skipper told us the boat needed repairs
before we could shoot the night trawling scenes. Safety regulations
prohibited more than two of us going out for the actual trawling shoot.
Two weeks later Rhys and I went back to finish production.

Rhys was both director and sound recordist and I was responsible for
the camera work.  We sat with our few pelican cases and eskies full
of gear, in a dingy filled with scuba divers in the middle of the Great
Barrier Reef.  The diving boat dropped us off at the Lord Nelson outside
of the reef.  That afternoon was all smiles, eating a lunch of delicious
fresh prawns.  Life was great.  The boat headed out to a darkening
deep ocean, the sun and any sight of land disappeared.

Now miles out to sea, the swell picked up, and despite doses of ginger
tablets and optimism, so did the seasickness. Adding to the excitement
was the knowledge that falling overboard meant potentially being
eaten by one of the sharks surrounding the boat.  The rolling waves
could only be seen in the last instant as they entered the small ring of
light created by the spotties on the back deck.

These large spotlights became the only practical lighting solution on
a large swaying trawler.  The Kodak Vision 500T 7279 film was excellent
in picking up the detail under these conditions. The darkness of night
and wide aperture meant a reduced depth of field. Besides time
pressures, it was impractical to measure focus with the tape, so focus
was definitely an issue.  We shot on a zoom lens, which unfortunately
had a minimum focus distance of five feet.  Another challenge in such
a small space, particularly as keeping well away from the five meter
swell near the sides of the boat was of high priority.

By now the film had shifted into the documentary realm, and we had
to capture things never seen before without any rehearsal Ð impossible
due to expense, safety or simple practicality.  Trying to keep the tripodÕs
legs on the deck of the swaying trawler while watching for water
splashing over the side together with the occasional quick dash to the
side of the boat to be sick was certainly memorable.

I donÕt remember sleeping that night, I lay down on the back deck in
a little crevice and watched the mast above sway what seemed like
almost 180 degrees from side to side.  The night quickly turned into
sunrise, and at sunrise we had an entire collection of shots to get.
Somehow, Rhys and I ended up on top of the trawler, filming an amazing
sunrise far from the sight of land, masses of beautiful birds congregated,
flying overhead.  Dolphins glided alongside the boat.  It was an
extraordinary experience.

Despite the many difficulties and eventful moments, only a handful of
which IÕve described, Lord Nelson was completed.  I know that all of
the crew and myself are so grateful for the opportunity to be part of
such an ambitious and rewarding production.  Being a student means
you are constantly met with challenges relating to budget, equipment
and experience.  As a young filmmaker making the most of any
opportunity despite limited resources, reinforces your belief in and
love of filmmaking and allows you to learn so much about yourself as
a person. Lord Nelson proved that with determination, passion and
some young spirit, you can achieve anything.



O F  A  S H O T

How Wally Pfister, ASC shot the climactic car chase in
The Italian Job

Wally Pfister, ASC was thrilled to shoot a remake of the 1969 British
film The Italian Job, starring Michael Caine in the title role. ÒI loved
that movie when I was a kid,Ó he says. ÒI watched it on The 4:30 Movie
on Channel 7 in New York at least once a year. I got a big kick out of
those little MINI Coopers (cars) snaking around Turin, in Italy. Those
scenes stuck in my mind.Ó

The original film was shot in Italy with a few scenes in England. Caine
played Charlie Croker, a career criminal who orchestrates a gold heist
that led an exhilarating car chase through the streets of Rome. The
cinematographer was the legendary Douglas Slocombe, BSC. The new
contemporary version opens in Venice, Italy, with the theft of a safe
filled with gold from a palace. One of the thieves betrays the others
and makes off with all of the stolen gold. Croker, played by Mark
Wahlberg, organizes a second, more elaborate heist to steal the gold
back from the double-crosser who now lives in Los Angeles.

Croker recruits a computer wizard who creates a phenomenal traffic
jam. They blow a hole in the road on Hollywood Boulevard in front of
GraumanÕs Chinese Theater. An armored truck carrying the gold freefalls
into the Metro subway tunnel. That leads to a breathtaking car chase
that takes the audience on a rollercoaster ride through subway tunnels,
city streets, a golf course and the top of a dam.

During his first meeting with director F. Gary Gray and producer Donald
De Line, Pfister learned about their plans for huge sets and action
sequences.

The director used pictures from magazines, ranging from photographs
of people to colors and light, as visual references for expressing his
ideas. He and Pfister also looked at a lot of car commercials together,
though the cinematographer adamantly expressed his opinion about
not wanting to mock the slick style of the spots. They also watched
chase scenes in The French Connection, The Bourne Identity and
Ronin.

ÒGary wanted to compose the film in a widescreen aspect ratio,Ó Pfister
says, Òbecause he felt the story needed a cinematic feeling. I was
thrilled because I shot both Memento and Insomnia in anamorphic
format. IÕm a big fan of anamorphic, but the studio wouldnÕt go for it,
so it came down to a choice between shooting 1.85:1 and Super 35
(2.4:1). Gary felt quite strongly about shooting in Super 35 format.Ó

The chase scene in Los Angeles encompasses some 15 to 20 pages
of the script. When the armored truck falls into the tunnel, the Coopers
drive down the stairs of the subway station on Hollywood Boulevard

and into the Metro tunnel. They transfer the gold into the Coopers and
speed off through the tunnel and eventually into the streets.

Hollywood Boulevard has a lot of bright colors. In the Metro station,
Pfister played with very warm pools of light coming from inside the
train tunnel. He also let some fluorescents go green in the background
with some beams of sunlight penetrating the darkness. The MINI
Coopers were red, white and blue.

Most of the sets (by production designer Charlie Wood) were in a large
complex in Downey, California, where the space shuttle was built.
Pfister estimates the stage was 70 feet high and about 500 feet long.

The most elaborate set was the 400-foot long Metro subway tunnel
and adjoining train station. Pfister designed lighting for the tunnel and
station in collaboration with gaffer Cory Geryak and pre-rig gaffer,
Charlie MacIntyre and Wood.

ÒWe wanted a moody feeling in the tunnel with just enough light to
see the scope of what was happening,Ó he says. ÒWe decided to begin
shooting the scene on Hollywood Boulevard with a real truck instead
of CGI or miniatures. Part of the explosion that blows a hole in the road
was CGI. We filmed the rest of the heist and subsequent chase on the
tunnel set and on Hollywood Boulevard.Ó

The armored truck used in that scene normally is about five tons, but
the weight was pared to less than half by eliminating steel plates. The
truck ÒcrashedÓ through the roof of the tunnel set and ÒfellÓ about 30
feet. The same cranes that once lifted the space shuttle were used to
control the falling truck.

Pfister had seven cameras rolling simultaneously covering the crash
from every angle. It just took a few seconds.

They filmed for six days on Hollywood Boulevard between La Brea and
Highland Avenues. The city shut the streets off to traffic, but most
stores stayed open, which added to the ambience of the scene. There

continued on page 10

Above: On the set of The Italian
Job. Photo credit: Bruce Talamon
Right: Wally Pfister, ASC
Photo credit: Claudette Barius
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The Association of Independent Commercial Producers (AICP) debuted
its 2003 AICP Show, The Art & Technique of the American Television
Commercial, on June 9 in front of a sold-out audience at the Metropolitan
Museum of Art in New York City. In its 12th year, the AICP Show recognizes
excellence in 23 categories of commercial filmmaking, with a focus on
the technical expertise and artistic application of that talent.

Honored in this yearÕs AICP Student Category were spots created by
Timothy Kendall and David Preizler of the Art Center College of Design,
and Chad Rocco from the University of Southern California. Although,
the three commercials were created as class projects, they clearly
showcase the imagination, potential and professionalism of their young
creators.

ÒFresh and bright, full of talent and enthusiasm, these students are
already skilled in the tools of production, as we see in the impressive
results theyÕve achieved on screen,Ó said Al Califano, AICP Chairman.
ÒThey are the future of our industry. WeÕre eager to see what it holds
for them.Ó

Kendall, who graduated from
Art Center in December 2002,
created the Shooting Stars
commercial for his pseudo
client Nike. He directed,
produced, edited, and was
responsible for all the special
effects for Shooting Stars,
which also earned a Silver Telly
Award. The spot is about a

distant tribe that is awed by meteors that are ripping across the sky
above them. The tag is revealed when viewers see Òa younger Tiger
WoodsÓ hitting golf balls deep into the sky.

Kendall chose Eastman EXR 100T film 5248 to achieve the look he
wanted for the spot.

ÒWe wanted Shooting Stars to feel both striking and moody, so we set
it at night. (Director of photography) Christopher (Pearson) and I talked
about day-for-night quite extensively and decided to go with the
uncommon monochromatic (tobacco) day-for-night filter. That also
helped in creating the earthy tones for the tribe. I wanted the commercial
to feel like an opening to a grand movie so we used more long lenses
and insisted that the camera to be moving at all times.Ó

Kendall feels well prepared
for real world experience.
He considered Art Center
Òa military school for
filmmaking.Ó The Tempe,
Arizona-native originally
chose the school because
Òthe portfolio work there
was unmatchable. I filled
my schedule up as full as

it could get with film and advertising
classes and also found myself on the
computer graphics side.Ó

Also representing the Art Center College
of Design is Preizler, whose commercial
Aquaman for swimwear giant Speedo
earned a place in the Show. Preizler
wrote, produced, and directed Aquaman,
which shows a swimmer who gets out
of the pool after doing laps and collapses.
The lifeguard and pool attendant throw
the swimmer back in the pool where once
underwater, he breathes freely again.

ÒDirector of photography Eric Schmidt and I discussed creating a look
that would be slightly out of the ordinary. One way we achieved this
was by filming at an atypical frame rate. For example, the quality of
the water is different than what youÕd see at 24fps. The way it moves,
the way it streams off of the swimmer; it is sort of dreamlike.Ó

Preizler says his initial
creative approach always
involves understanding the
brand, the concept, and
what the client wants to
communicate to viewers.
ÒThe end goal I strive for is
to breathe life into a
concept,Ó says Preizler, Òso
that it is no longer an

abstraction and that it transcends what was, perhaps, initially just a
few sentences written on paper.Ó

Growing up, Preizler actually thought his career would be writing. He
still aspires to tell stories but the medium has changed from paper to
film. Preizler, a native of Madison, Wisconsin, was an English major at
the University of Iowa, where he also participated in the undergraduate
writerÕs workshop for fiction. He eventually went on to earn his masterÕs
from the Art Center in April 2002.

ÒBasically, the appeal of commercial directing is the opportunity to
focus intensely on a moment,Ó says Preizler. ÒThe sophisticated
storytelling required to construct an engaging narrative within time
constraints is especially exciting.Ó

RoccoÕs Whiz Kids is an advertisement for the company E*Trade. In
the spot, a mid-twenties schoolteacher writes a math equation on the
blackboard for her fourth grade class to solve. The children turn this
problem into a discussion on sound investment strategies. The teacher
is soon overwhelmed and realizes that she is the one who still has a
lot to learn. Rocco wrote, directed, and co-produced the commercial.

ÒI wanted to create a very childlike look and feel for Whiz Kids,Ó says
Rocco. ÒIn order to do so, I worked with my director of photography

Timothy Kendall

David Preizler



(Alice Brooks) and production designer
to choose the right color palette for the
spot. We went with very bright,
saturated, primary colors and created
warm sunlight with HMIs. We also shot
with Kodak (Vision 200T) 5274 film
because of its ability to capture the
vibrancy and depth of our color palette.Ó

Rocco chose to shoot the spot on 35 mm
film and finish on Digital Betacam. ÒI
wanted the look and warmth that only
a film image could provide,Ó Rocco
explains, Òyet I did not have the monetary

resources to see the project through to a negative cut. Shooting on
film allowed me to achieve a great image and finishing to a DigiBeta
master allowed me to preserve and enhance this look without incurring
additional post production expenses I would not have been able to
afford.Ó

Rocco vividly recalls his interest in filmmaking being sparked by an
outing with his father to see Star Wars when he was only two years
old. Rocco, who grew up in Port Chester, New York, studied mass
media as an undergraduate in Syracuse, New York.

He worked briefly as
a news editor at
MSNBC before
deciding to enroll in
the University of
Southern California
(USC) graduate film
production
program. He
graduated from USC
last fall and is

currently teaching at the Universal Studios location of the New York
Film Academy while pursuing professional commercial opportunities.

ÒEntertaining an audience or telling a story is always a difficult
undertaking,Ó says Rocco. ÒAccomplishing this in 30 seconds is
storytelling on a level all its own. While I have always been attracted
to humor and love to make people laugh, I think it is a commercial
directorÕs responsibility to understand the identity of the product and
make sure that his or her work fits within this framework.Ó

You can see the commercials created by Kendall, Preizler, and Rocco
as part of the AICP Show, which is currently touring museums and
other cultural centers in cities around the world. Stops on the tour
scheduled this year include: Atlanta, Chicago, Dallas, Honolulu, Los
Angeles, Miami, Minneapolis, San Francisco, as well as stops
throughout Europe and Asia.

For a more detailed schedule of the AICP Show tour, and more
information, go to www.aicp.com.

How to Submit Student
Work to the AICP Show

Established in 1992, in cooperation with The Museum of
Modern Art (MoMA) in New York, the AICP Show recognizes
excellence in 23 categories of commercial film production,
focusing on artistry and technical expertise. The honored
commercials are made part of the permanent archives of
MoMAÕs Department of Film and Media.

The initial judging of the Show traditionally draws industry
professionals from across the nation, ensuring that technical
experts are represented in each category regardless of where
in the country they are based. Last year, almost 400
participated.

In addition, a Curatorial Committee Ð comprised of AICP
commercial producers and joined by celebrated agency
creatives, and visual effects, music and editing professionals
Ð is charged with confirming eligibility, appropriateness to
category and ultimate disposition of the commercials in the
AICP Show.

The AICP will announce a call for entries in January 2004 for
the 13th Annual AICP Show, The Art & Technique of the
American Television Commercial. Student work may be
submitted at no charge.

The commercials entered must be 60 seconds or less, have
been produced within the eligibility dates, in conjunction with
a school course, and feature an actual product or cause. An
instructorÕs signature is required on the entry form, which
will be posted online at the AssociationÕs web site at
www.aicp.com/entries.

For updates and more information, stay tuned to
www.aicp.com or call 212-929-3000.

Chad Rocco



What happens the day after the conclusion of Federico FelliniÕs 1963
classic film 8 1/2? The Advanced Film Program students at California
State University, Long Beach (CSULB) have an answer: FelliniÕs Donut.
As it turns out, the main character (played by John LithgowÕs son, Ian)
goes to a donut shop and has a very difficult time selecting the perfect
donut to eat. A woman (played by Arabella Holtzbog) appears, quickly
selects her own donut, and illustrates for the protagonist what is (and
isnÕt) important in life.

The 35 mm short was produced this spring with help from KodakÕs
Lorette Bayle, award-winning cinematographer Laszlo Kovacs, ASC;
and in-kind support from Kodak, Mole-Richardson, Clairemont Camera,
FotoKem Laboratories, Title House Digital, MixMagic Audio, NT Audio,
FPC (a Kodak subsidiary based in Hollywood), DreamWorks and Fox
Studios.

ÒDoing a 35 mm film raised the stakes for everyone,Ó says Sharyn
Blumenthal, a professor of film and television in the Film and Electronic
Arts Department at CSULB. She was also the directing mentor on the
project. ÒI think the students put out more effort, recognizing that this
might have more visibility than anything else theyÕve done. KovacsÕ
involvement also gave our student director of photography Matt Perry
something special to shoot for. He told me, ÔLaszloÕs going to see this!ÕÓ

The script for FelliniÕs Donut was inspired by a screening of 8 1/2, a
favorite of Steven Spielberg who chose to have the movie shown during
CSULBÕs 2002 Wide-Screen Film Festival. When FelliniÕs Donut was
chosen as the script for the Kodak 35 mm project, Spielberg stepped
up and provided the props and set decorations through DreamWorks.
The production was shot on a soundstage provided by Fox Studios in
Culver City, California. It was designed to mimic the black-and-white
look of FelliniÕs 1960s films, and shot on Eastman Double-X negative
film 5222.

Bayle invited Kovacs to participate in the project. ÒWe were really
lucky to get Laszlo involved as the cinematography mentor, as he has
so much to offer students,Ó she says. Kovacs spoke with the students
about his experiences shooting Paper Moon and other black-and-white
projects, guided them through a discussion of developing the look of
the film, lighting issues, problems they would face, and filters to use.

For example, he came to the pre-light and assisted the crew when they
were having trouble with two 12 x 12 frames with silks in them. He
suggested bleached muslin instead which worked perfectly to blow
out the windows.

The most difficult shot to execute was the opening scene. Student
director Brian Fischer dreamt about it during preproduction. The shot
starts out pointing straight down on a donut sitting on a table. The
camera, on a Ronford-Baker fluid head extended off a couple risers
on the Chapman dolly arm, rotates 180 degrees, pulls away from the
table, and lands in a wide shot of the entire donut shop as the main
character steps in.

ÒIt was my first time working in black and white,Ó says Perry. ÒIt was
a great exercise in creating contrast and separation with light. I really
had to be conscious of how the different areas in the frame played
against one another. Laszlo loved that we were shooting in black and
white. He helped by giving me some examples of possible lighting
schemes. He suggested using extremely hard directional light coming
through the windows of the donut shop. I used two 12K Fresnel HMIs
positioned way back with no diffusion in front of them, which created
that hard beam of sunlight.Ó

FelliniÕs Donut turned into a seminal collaborative experience within
the school. Nearly 20 students participated in the shoot, headed by
Fischer and producers Garrett Grundman and Carla Graichen.
ÒIt was such a privilege to have my script chosen for the Kodak 35mm
Project, and direct the film as well,Ó says Fischer. ÒItÕs not often that
one gets the opportunity to work on a soundstage at Fox! I learned a
lot about the politics of making a film Ð an experience that few people
know much about until they are thrust into the middle of it.Ó

Faculty participating in the project included Blumenthal, as the directing
mentor; cinematography teacher Jack Anderson, scriptwriting teachers
Michael Berlin and Brian Lane, and Pam Bassuk, who teaches the
advanced film classes. Stewart Campbell, a veteran Hollywood art
director who works with the school, designed the set and drew the
blueprints. Scott Finney was the set construction coordinator with
about seven students helping to build the sets.

Left: Lead actor Ian Lithgow on set. Center:
Student cinematographer Matt Perry checks
the frame. Right: lead actress Arabella Holtzbog
in FelliniÕs Donut.

continued on page 13



Eric R. Anderson got his first break
when he worked with Jan De Bont,
ASC as a first assistant cameraman
on Roar. That led to opportunities
to assist Paul Ryan, ASC, Bob
Primes, ASC, and Hiro Narita, ASC
on other films. He has shot
numerous commercials, industrials,
independent features, and shorts.
Anderson is currently an operator
and second unit cinematographer on major features and television
series. Yellow Bird is a short film based on a Tennessee WilliamÕs story
about a young woman who becomes infected with a love of life,
represented by the Yellow Bird. The film was produced and directed
by Faye Dunaway.

After graduating from University of North
Carolina-Greensboro, Mark Gilmer
worked for Joe Dunton Cameras in
Wilmington. He eventually segued into
shooting short films, music videos and
local commercials. In 1997, Gilmer moved
to New York and joined the
Cinematographers Guild as a second
assistant cameraman. He has worked
with such influential cinematographers
as Fred Elmes, ASC, Steve Poster, ASC

and Don Burgess, ASC. Gilmer relocated to Los Angeles in 2003. The
Good Things follows the mundane existence of a character who has
given up on life and spends his days working in a tollbooth. The film
alternates between the confines of a tollbooth and the wide-open
plains of Kansas.

Brian Glover began as a camera loader
and worked his way up through the ranks
as operator. He has had opportunities to
work with Gordon Willis, ASC, Frank Tidy,
BSC and Conrad Hall, ASC. Glover says
it is an honor to have his film cited as an
example of excellent cinematography by
his peers. He hopes to become a director
of photography and Òdo nothing but shoot
films.Ó Salvation is based on a chapter
of the Langston Hughes autobiography
The Big Sea. Hughes described attending a church revival meeting
when he was about 12 years old when he had to ÒpretendÓ to be saved.
Hughes noted that it was one of two times in his life when he cried.

Alec Hirschfeld graduated from New York University School of the
Arts. He was attracted by both the science of recording analog images
on film negative and the power of having those pictures projected on
large screens in movie theaters. He has worked on crews with many
ÒgreatÓ directors of photography including Michael Chapman, ASC,

In an effort to help its 6,000 members gain recognition and advance in
their careers, the International Cinematographers Guild (ICG) sponsors
an annual competition. The goal of the competition is to provide an
opportunity for aspiring filmmakers in the Guild, not ranked as
directors of photography, to showcase their talent.

The Seventh Annual ICG Film Showcase premiered in
front of a full house at the Directors Guild of America
Theatre in April, 2003. Eight films were selected to be
a part of the reel. This yearÕs winners are Eric Roy
Anderson for The Yellow Bird, Mark Gilmer for The Good
Things, Brian Glover for Salvation, Alec Hirschfeld for
Accabonac Harbor, Samuel Levy for Diet, Scott Peck for
Marked, Christopher Probst for The Night Before, and Mariana
Sanchez de Antunano for Naiad.

ÒThis Showcase is a preview of the future of the art of filmmaking,Ó
says National Guild President George Spiro Dibie, ASC. ÒIt demonstrates
a deep reservoir of talent in our Guild that bodes well for the future.
The films selected by our judges are all small works of art where the
cinematographers played important roles in creating entertaining and
interesting stories.Ó

The competition is open to all ICG members who are still photographers,
film loaders, assistants and operators. Each entry must be 30 minutes
or less. This year, some 65 entries were evaluated on how artfully the

scripts and performances were translated into moving images
that served the stories. Judging was done by some of the

industryÕs top cinematographers who were impressed by
the display of artistry and skill in many different films.

ÒIt was an incredibly difficult decision,Ó says Russ
Alsobrook, ASC, one of the judges. ÒThere were many

wonderful films where the cinematographers displayed
awesome talent and impressive skill. The final nine films

are extraordinary, each in their own way. You arenÕt going
to see better films or displays of talent at any festival.Ó

The Showcase also screened at the Cannes International Film Festival
and in New York City in May. The world tour resumes with subsequent
screenings in Boston, Chicago, Orlando, Miami, San Francisco and
Dallas. Kodak has sponsored the ICG Showcase screenings since their
inception. Visit www.cameraguild.com for more details.

continued next page



Adam Greenberg, ASC, Geoffrey
Erb, ASC, Robbie Greenberg, ASC
and Ken Kelsch, ASC, among others.
Hirschfeld plans to continue
directing and shooting
documentaries, and concentrating
on handling second unit camera
work on features. Accabonac
Harbor is an unscripted, eight-
minute documentary that offers a

visual impression of a wetland area near HirschfeldÕs home in East
Hampton, New York.

Sam Levy is a graduate of Brown
University, where he studied film
production with Leslie Thornton, and
advanced film production at the Rhode
Island School of Design. Levy studied
film theory and production in Paris
under director Eric Rohme (Pauline at
the Beach, My Night at MaudÕs). While
on summer break from school, he was
an intern at Epoch Films in New York,
which led him to become an assistant
cameraman. Levy has worked with Harris Savides, ASC, Tami Reiker,
Darius Khondji, ASC, AFC and Peter Donahue and notes these
cinematographers have been particularly inspiring. Diet is a comedy
about a Midwestern husband who has to cope with a diet forced on
him by his wife. She has him followed and every time he gets near a
piece of beef, there is someone lurking in the shadows.

Scott Peck began his film
education at San Diego State
University, later transferring to
Columbia College-Hollywood
where he earned a bachelorÕs
degree in cinema. He credits
Conrad L. Hall, ASC, Janusz
Kaminski, ASC, Darius Khondji,
ASC, AFC and John

Schwartzman, ASC for changing the way he watches movies. Peck
says that cinematography provides him an outlet to express himself

through its unique visceral language. He continues to develop and
nurture his skills as a cinematographer while working as a film loader.
Marked is about a young girl who struggles against her fate as she
deals with an unexpected pregnancy.

Christopher Probst got
his start working as an
assistant on
independent features,
music videos and
commercials. He
connected with rising
music video director
Joseph Kahn, who had
Probst pulling double duty as a first assistant and second unit director
of photography. Denis Lenoir, ASC, AFC promoted Probst to operator
and exploited his talents for tabletop and insert work on such telefilms
as Uprising and the NBC series Boomtown, where he served as the
series A-camera operator. Probst is also the technical editor of American
Cinematographer magazine. The Night Before focuses on three boys,
ages 9 to 15, on the night before each is scheduled to undergo surgery.

Mariana Sanchez de
Antu–ano studied under
Rodrigo Prieto, ASC at
the Centro de
Capacitacion
Cinematografica and
worked with Emmanuel
Lubezki, ASC on Like
Water for Chocolate.
She received her
masterÕs degree in cinematography from the American Film Institute
and photographed Inaudito, which earned her an invitation to the
Camerimage International Festival of the Art of Cinematography. She
has been a camera assistant on various projects, and shot second unit
for Xavier Perez Grovet on Tortilla Soup. Naiad unfolds in a secret
forest where two young sisters conjure up a world of fantasy and
make-believe. When adulthood finds one of the sisters tragically ill,
they return to the place in their dreams and hope that the magic of
childhood can heal and restore them.

were shots with cars driving on the Hollywood Walk of Fame with stunt
people playing pedestrians jumping out of the way.

ÒI wanted to find a way to move the camera with a Cooper,Ó Pfister
says. ÒThe one that really interested me was the Panavision Remote
Slider. ItÕs basically a track that you can put a head on and control
camera moves with a couple of joysticks. We mounted it on the outside
of a car. Looking forward, you see the chase from the perspective of
the people in the Cooper. We also panned into the window and see
the characters.Ó

Pfister notes that the Coopers were spread across a plane, so the
widescreen aspect ratio paid big dividends by creating a sense of
scope for the chase. Pfister had a Spacecam mounted on a helicopter
providing an aerial perspective. The explosion from the aerial point of
view is a CGI effect. A large gimbal device was rocking the armored
truck, which amplified the illusion from the perspectives of the cameras
on the ground that it was starting to fall into the hole blown in the road.
The shot is completed with the footage shot on the stage in Downey,
with the car falling into the tunnel.



Pauline Heaton, CSC traces the inspiration for her profession to a school
career day event when she was 12 years old. She told a teacher that
swimming and photography were her two favorite hobbies. The teacher
suggested that Heaton combine those hobbies as her lifeÕs work. Heaton,
a native of Ontario, Canada, began competitive swimming at the age of
12, and added scuba diving and underwater still photography to her
repertoire when she was just 15.

ÒDuring an underwater excursion off the Bahamas, a very large shark
started swimming right at me,Ó she recalls. ÒIt looked me right in the
eye and slowly circled around. My heart was racing. When the shark
swam away, I realized you canÕt accurately capture an experience like
that with a still photo and I decided to studying filmmaking.Ó

Heaton enrolled at Ryerson Polytechnic Institute. During her second
year, she was assigned to find a mentor to
teach her about an aspect of film history. She
focused on a cinematographer who specialized
in underwater camerawork. Heaton produced
and sold her first film based on that interaction.
After graduation, Heaton worked as an
assistant camera person for a while and used
some of the money she earned to purchase
an ARRI SR16 camera. She cites a seminal
learned experience during the dawn of her
career, when she was a lighting technician
and occasional shooter for documentary
filmmaker Stan Waterman (Blue Water, White
Death).

ÒI was on a ship two or three days off the coast
of Costa Rica,Ó she says. ÒWe were getting
ready for a dive when I spotted a school of dolphins. I had a small boat
drop me in the water close to the dolphins. They werenÕt very interested
in me because I was slow and cumbersome in their eyes. I knew if I could
play with them, they would get more interested and I could monitor their
behavior. All of a sudden a giant Galapagos shark was right on my heels.
I had a long swim back to the ship, and that shark was way too close. I
was thinking about shoving the camera down the sharkÕs throat, when
something made it move away. I wasnÕt sure what it was until I noticed
there were dolphins all around me. They were protecting me.Ó

Unsatisfied with the gear available for underwater camerawork in
Canada, Heaton traveled to England to learn about dome port technology
(controlling the distortion of light underwater). She also spent time in
California and Florida investigating state-of-the-art technology for
underwater housings. She eventually designed and built her own
underwater housing and lighting gear and organized Watervisions in
Vancouver, Canada.

ÒThe philosophy behind Watervisions, and all the dedicated people, is
to try to include the natural environment in our underwater elements for
features, TV series and commercials,Ó says Heaton. ÒWe hope to reach
an audience of people that would not necessarily watch documentaries.
It allows us to get an environmental message to moviegoers. That
philosophy is what led us to shooting such extraordinary footage as the
birth of a real whale in Free Willy, among others.Ó

Heaton and Watervisions have worked on some 350 films. She has also
trained many of CanadaÕs underwater cinematographers and crews.
Heaton says that more than half of the crews on her projects were
women.

ÒItÕs incredibly rewarding work,Ó she says, Òbut also unforgiving. There
is nothing to fall back on when you are shooting underwater.  If there
is a loose screw in a camera mounting or something wrong with the
cable that goes to the video monitor on the ship, there is no Òtake twoÓ
when you are filming a manta ray or a whale.Ó

Heaton has compiled an eclectic range of credits, including footage for
such feature films as Jumanji, Free Willy 3: The Rescue, Andre and Lake
Placid, the television series The X-Files, Dark Angel and Millennium, the
award-winning documentary The Last Wild Salmon, and numerous

television commercials.

Heaton is widely recognized as one of the
worldÕs leading specialists in underwater
cinematography. She earned a Citation of
Recognition Genie for her work on the feature
film Magic in the Water and most recently the
KODAK VISION Award for Cinematography
when Women In Film (WIF) celebrated the
Crystal and Lucy Awards in June, 2003.

ÒPauline Heaton has made incomparable
contributions to advancing both the science
and the art of underwater cinematography,Ó
says WIF President Iris Grossman. ÒShe has
enhanced our understanding and appreciation
of life underwater. Pauline is also an amazing
source of support and inspiration for other

women who have followed the path she has blazed.Ó

With everything Heaton has done, she says there are still unfulfilled
dreams, noting that no one has ever captured a giant squid on film or
produced an ocean-based childrenÕs television program.

ÒWhen I started doing this work, it seemed like every script was about
people drowning, or something horrible happening to them underwater,Ó
she says. ÒBut as more people learn about the oceans and the life they
nurture, the scripts are becoming more realistic. I was really pleased
when we did movies like Andre and Free Willy 3. Hollywood, in recent
years, has been trying to shoot underwater scenes in tanks in stages,
I guess because of concerns about visibility, weather and all of the
things that can happen in the ocean. But if it is researched properly and
professionally executed you can get spectacular footage in real
environments.Ó

Heaton observes, ÒI think there was one other woman in the camera
department when I started working. She was a camera assistant in
Toronto, and there was nobody in Vancouver. I was like a phenomenon.
IÕm still the only Guild (IATSE) woman cinematographer in Vancouver,
though there are a couple in Toronto. IÕm proud of the progress we have
made, but in many ways, I feel like we are just beginning.Ó



Director of photography Rodney Taylor received the KODAK VISION
Award for Cinematography at the Large Format Cinema Association
Conference in May 2003. The award is presented annually to a
cinematographer with a distinguished body of large format film work.
His latest film, Our Country, premiered at the conference. TaylorÕs next
project is a new IMAX¨ film that takes place against the backdrop of
the Tour de France bicycle race. His credits include Ultimate X: The
Movie, The Legend of Loch Loman, All Access, Riders, Morning, Michael
Jordan to the Max, Wildfire: Feel the Heat, Olympic Glory, Alaska: Spirit
of the Wild and Sparkler. Following is an excerpt of a conversation
with Taylor upon receiving his award. For the full transcript, visit
www.kodak.com/go/motion.

QUESTION: How did you first become interested in photography?
TAYLOR: I always took a lot of photos as a kid, but I didnÕt really have
any technical knowledge. I was really into music. I wanted to be a
sound recording engineer or record producer, and I went to University
of North Carolina with that in mind. I was a radio/television/motion
picture major and as soon as I looked through the camera, I knew that
was what I really wanted to do. I started pursuing a career in live
television sports. I became a cameraman for ESPN and other sports
outlets. I did that all over the country for about seven years.

QUESTION: How did you make the transition to motion picture
photography?
TAYLOR: I felt I needed a new challenge, so I moved to Los Angeles
and started trying to break into film. I was working as a camera assistant
for Roger Corman in late 1989 when I got a call from a cinematographer
named Mehran Salamati. He was working on an IMAX project for a
company called Graphic Films. I went to Japan and assisted him on
Ring of Fire. When he called, I almost didnÕt believe him, because I
didnÕt know anything about the IMAX camera. He taught me the camera,
and I assisted for him for a while. Then I started working with Graphic
Films all the time on their films, including Search of the Great Sharks

and Africa: The Serengeti. I moved up to director of photography on
Alaska: Spirit of the Wild.  Along the way I shot several low budget
independent projects.

QUESTION: What drew you to the IMAX format?
TAYLOR: Those first experiences were crucial in terms of learning. I
was hooked from the moment we started. So I really paid attention to
what the cinematographers were doing, and it was all really new.
Photography is even more important in the IMAX format. The resolution,
seeing those images on the large screen, is a great feeling. The subject
matter is almost always fantastic. ItÕs really challenging to get the kinds
of images that we get on the screen. Because the screen is so large,
issues like stability take on greater importance

QUESTION: What have you learned about composing images for IMAX
over the years?
TAYLOR: Composition is obviously very important. I learned a lot about
framing in the early days from George Casey, with whom I worked on
the African film. We had to use telephoto lenses to get the action, but
the rules still applied. You lose all the depth of field, and depth of field
can be magical in IMAX format. But thereÕs also something really
special about isolating an image with that long telephoto. ItÕs the only
way you can really capture those animals in the wild.

QUESTION: You also shot a dramatic IMAX film with Mike Slee, The
Legend of Loch Loman. How did you adapt the IMAX format for narrative
storytelling?
TAYLOR: That was almost like inventing a whole new language. There
had been a little bit of drama in a few IMAX films, but not very much.
I felt like some of the previous attempts had a picture window look.
ItÕs true that the camera was meant to show people what itÕs like to
be there, and that is very important because weÕre often showing
things to people that theyÕd otherwise never see. At the same time, I
think you can use filmic language, including lab techniques and filters
to get more emotion on the IMAX screen. We approached the visual
design of Loch Loman very much like a feature. The question was how
to draw the audience into the film by creating a look. We found ways
to make the film a little grittier in certain scenes. I pushed the film a
stop and a half, trying to get a little more grain in the images. I shot
some scenes on tungsten film and pulled the correction filter to give
it a bluer look, combined with a little underexposure. Other scenes
called for a more romantic feeling, so I made them a little more golden
and used a black frost filter.

QUESTION: What are your hopes for the future of the IMAX format?
TAYLOR: You read a lot these days about melding the impact of the
giant screen with Hollywood-style entertainment. I really loved shooting
drama for the format, but my point is something else. I love
documentaries. Why canÕt they be entertaining as well? I think the
best ones are. Great IMAX films can play in malls as well as in science
museums. ItÕs partly a matter of developing better stories. All
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