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Letter from the President valuable assets to everyone on the set by constantly providing
information to each department when called upon to do so.
Like hawks, we watch everything happening around us so we
can analyze the effect it has on our jobs and the movie as a
whole. But it doesn’t stop there.
People skills are most important of all. If we catch
every ladder in the shot, if we execute every move
) flawlessly,
if our framing is as good as it’s ever been done, our job
is only 2% complete. Working with people is the most
important aspect of getting our job done for without them
we have nothing. From craft service to the director to the
actors themselves, we have to conduct ourselves in a manner
that allows us to work in very close proximity and not inhibit
creativity—while still inspiring confidence so they never
know we are there. We have to be perfect, available, ame-
nable, and invisible all at the same time.

reetings, members of the SOC.

On behalf of all of us, I'd like to to
wish you a very happy and prosperous 2010.
It is an exciting time for camera
operators. This is Awards Season
and many of the films we worked
on and friends we worked with will be
recognized. It is a glorious time.

In this awards issue of Camera
Operator magazine, we’ll meet several
of the great camera operators that
helped contribute to many of the soon to
be award winning films. We will get some
insight as to what it was like for them to
use their unique skills to help make these

JOEL LIPTON

films the best they could be. How did they do this? This is why those mentioned in this issue are so impor-
As we know, having a camera operator on set makes tor a tant to us and to the business as a whole. They have per-
much more efficient shoot and saves production time. Our fected the skills necessary to become true camera operators.
presence also allows our directors of photography the Though the SOC postponed its awards for a while, there
freedom of thought and action to devote themselves fully are many other awards presentations that would love your
to their many other responsibilities on set. They know they attendance in these hard economic times. The ASC Awards
have a trusted and competent camera operator by their side come immediately to mind as do the Publicists’ Awards. They
to look out for their best interests, providing extra eyes, ears, are two great shows that never fail to please. So do yourself a

and hands to help get their job done in the most efficientand  favor and enjoy some great entertainment and a nice meal
artistic way possible. We are their collaborators both on and with your friends. You'll even get to see them all dressed up.

off the set. How cool is that?
Our job doesn’t stop there. Proper camera operators are Sincerely, ,
Dés Kineece, SOC Presidest
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WE HAVE MONEY TO LOAN NOW!

Thanks to our member-shareholder based system, we don’t
i need to borrow money to make loans, WE HAVE IT! Our
assets are based in our membership share deposits. YOUR
deposits provide the money we loan back to you and your
. fellow members at affordable rates that are among the
lowest in the industry.

Our wide variety of specialized loans are designed to serve
the unique needs of our membership; Share-secured,
Signature, Instrument, RV and New & Used Auto financing
and refinancing, to Home Loans and Home Equity Line of
Credit (HELOC), WE HAVE THE MONEY for the loan
you need, when you need it! We invite you to check and
compare our rates with other lenders. We PROMISE to
BEAT or MATCH any approved loan rate.*

Our unsurpassed service, personal attention to your needs,
. Specialized loans and low, low rates, you’ll find Musicians’
§ Interguild Credit Union your ONE STOP financial partner.

*For DETAILS call us toll free at
1-800-393-3833
or visit us online at
www.musicianscu.org

Hollywood Branch
817 N. Vine Street, Suite 200
Hollywood, CA 90038

Studio City Branch
11440 Ventura Blvd, Suite 101
Studio City, CA 91604

MUSICIANS’
INTERGUILD
Credit Union

Toll Free: 800 /393-3833
Phone: 818 /763-7005
Fax: 818 /505-8407

Toll Free: 800 /393-3833
Phone: 323 /462-6447
Fax: 323 /462-4411

Special Awards Edition 2010

CAMERA OPERATOR: EDITOR’S MESSAGE

COURTESY OF JACK MESSITT SOC

Ready for Anything

his particular issue of Camera

Operator certainly showcases
how every project is uniquely
different. Each story needs to be told
in a different way. Each director and
DP has their own style of working.

An operator must be a chameleon.

Some directors have every frame
meticulously documented in their
minds and have very specific framing
for you on every shot. Others will
give you the general idea of a shot
and leave you to fill in the blanks.

Some DPs leave you alone with the
director to work out the shot while
they concentrate on the lighting.
Others prefer to be the creative filter
and give you the details after they
emerge fully formed.

Some projects allow for plenty of
rehearsal, letting you get a great feel
for every shot. Others you see for the
first time while the camera is rolling,
requiring more on-the-fly decision-
making.

Some stories are best told with
smooth camera moves and impec-
cable framing. Others need the
energy of handheld cameras being
battered around, less structured
framing and “imperfections” that
give the perfect visual quality.

There are so many ways to make
a film set run well and to tell the
story the right way. What works
wonderfully on one project might
not be the best method for another.
But a good camera operator will
seamlessly navigate these ever-
changing dynamics to give every
project exactly what it needs.

That is what makes our job so

interesting. ] 2 Mess S COC
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News & Notes Holiday Screening and Toys to VCCHLA

AIKEN WEISS SOC

J S
New SOC Membership

Directory in the works

lease confirm or update your contact

information—we need your input to
assure accuracy. Also, refer us to people
you want to receive a copy of the new
SOC Directory.

Available in 2010, the book will be a
valuable resource for industry professionals
looking to hire SOC members: Operators,
Assistants, and Directors of Photography.

If you did not receive an SOC Member-
ship Directory email by January 31+, 2010,
please contact us at:

. 1 eece, Amanda Hedlund from the Vision Cente
SOCDirectory@gmail.com and Dave Tolsky soc at Childrens Hospital with the gift collection.
or

818 382-7070

DAVID TOLSKY SOC AND DAN KNEECE SOC

he SOC’s annual Holiday Screening on Sunday December 13®

Along with our website (www.SOC.org), featured Fantastic Mr Fox followed by pizza, balloon lady Kathy
the SOC is working hard to give its mem- Ann Wittes, and a toy raffle for the children attending.
bers the very best in networking tools. Toys donated at the screening

=,

were delivered to the Vision
Center at Childrens Hospital

Los Angeles on Thursday,
VISION IS A GIFT December 18* by SOC
President Dan Kneece and
THE SOC PROUDLY SUPPORTS: Dave Tolsky SOC.
- N Children at

the Vision
Center could
get reindeer
antlers (if they
wanted) and

T H E ISION , select a gift.
c IE I__'\\‘__I T E R CCiSiOns,ﬂ from the pile

A awaiting  (OC Dan Kneece soc po 1
ChildrensHospitalLosAngeles decisions.. them. SOC/VCCHLA plaquea

\T¢

DAVID TOLSKY SOC
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interviewed b

David J Frederick soc

Meryl Streep as Julia Child.




ulie & Julia was based on the book by Julie Powell and

we shot each of the two stories separately, starting with
the Amy Adams section. It was really like shooting two
separate movies with the two main stars never appearing in

a scene together.

I thought it was special that half of the movie would be a
period piece and the other half contempo-
rary. I was always intrigued and wondered
how the two stories would be edited
together into a single story. Director Nora
Ephron and editor Richard Marks did a
wonderful job putting them together. The
other special thing was the great actors
involved in this project as well as the
fabulous crew that I have known and
worked with before. I was very happy to
be part of this group.

I feel that filmmaking is truly a total
group effort. Everyone on the crew has an
imprint on the film. If the group works
well together I think that quality of
experience translates clearly into the end
product, the film itself. I am very lucky to
have the job I have. I believe it is the best
job on set. Some jobs are better than
others but still, I feel being the camera
operator is the best place to be.

10  CAMERA OPERATOR: JULIE & JULIA

What is the nature of your previous working relationship
with DP Stephen Goldblatt ASC and the director, Nora
Ephron, if any?

I had never really worked with Stephan Goldblatt
before, so we started out fresh from hair & makeup tests,
going right into the shooting of the film. I first met Nora
Ephron when she was a writer on the movie Heartburn. 1
was the first assistant for DP Néstor Almendros ASC and
she was with us daily at the monitor with Director Mike
Nichols.

What is a typical shot set up process on this film with
director Nora Ephron?

To be honest, the typical shot set up involved Stephen
and Nora having a discussion, usually including Dianne
Dreyer, our script supervisor. Next came a bit of a line up
of a few angles with the director’s viewfinder. This was
taken a step further by showing Nora on the monitor with
the camera as the real viewfinder. We would tweak it from
there and make our adjustments. After a bit more lighting,
a few rehearsals to make sure Nora was happy, the photog-
raphy then followed.

How involved were you in the blocking, shot concep-
tion, actor rehearsals?

I find all jobs are different and in this case, I was not
involved that much in the blocking of shots. Stephen and
I would talk with each other about certain shots as we were
shooting them. We had a good back and forth discussion

to make improvements and small tweaks as we went along.

Did you get to rehearse as much as you desired?

Yes, we would always get a rehearsal even though it is not
really a common practice these days. It speaks well of the
higher professional level of this job.

Our rehearsals would start out closed—
another interesting process that changes from

Bruces”
MacCallum
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CRAIG BLANKENHORN

job to job. The question is always
who is allowed into a closed
rehearsal? On Julie & Julia, 1

was part of the process. This
special group included myself,
Nora Ephron, Stephen Goldblatt,
Dianne Dreyer (script) and

1 AD Jeff Bernstein.

In terms of acting during this
time, there was very little time
spent on what was going to
happen during a given scene.
They knew for the most part
where it was all heading.

Once the actors and Nora were
happy, we would have a depart-
ment head rehearsal and line up
our shots and mark the actors. In
almost all cases, once the lighting
was done and the camera set, we
would rehearse, record video,
make any adjustments that were
needed and then shoot.

What type of camera equipment was used for the show?
What were the advantages/disadvantages of that system?
We used the Panavision Platinum cameras on Julie ¢
Julia—the complete system—all the way. I think that this
system is still the best, but also in my opinion, the video taps
need to be improved a bit. In past projects I admired that

1 Streep as Julia Child.
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Arriflex still has a better video set up and the eyepiece that
flips to the right side. I find that feature does come in handy
at times.

Do you have a preference of holding the matte box doing
hand held shots or using handles?

You always have to go with the flow. Fortunately, Tim, a
wonderful guy who runs the
shop at Panavision NY, built
a bit of a custom handheld
camera rig for me. However,
I do grab the matte box as
needed and rip it apart a bit
now and again.

What do you say when a
neophyte asks what it takes
to be an operator, and do
they need to do Steadicam?

I would say that a good
operator does not have to
operate Steadicam. If you
have a good sense of compo-
sition, an idea on how a shot
or sequence cuts together, a
willingness to learn from
others, along with a good
personality, in broad strokes,
you will be fine.

In terms of work, it is an
advantage to be able to
operate a fixed camera as
well as operate Steadicam.
The very hard part is to be
able to do both very well. =>

CAMERA OPERATOR: JULIE & JuLiA 11



Steadicam is a specialized tool that is
sometimes overused. It is seen as a quick and
easy solution. In my experience, that is not
always the case, but it is very good tool when
needed. Whatever works to help tell the
story, that is usually the best way to go.

Here is a note: trying to find a very good
Steadicam operator is always an interesting
process—getting the right personality to
fit the project comes into play more often
than not.

Did DP Stephen Goldblatt like to operate
the camera?

Stephen never operated a shot that I remem-
ber. He would look through the eyepiece on
the camera during lighting and set up time
which I feel is all part of the normal film-
making process. I will say that Stephen is a
total professional who is well aware of what
everybody’s job is. He knows when to tell the
first AD we are ready to shoot. I was able to
do my own thing as an operator. Again I will
say this was a special crew.

Our dolly grip on the film was Pat
McGrath, who for me, is just the best. He
and I had it dialed in and we were in total

yl Streep as Julia Child and Stﬁnley
[ Tucci as her husband Paul Child. ﬁ TN

sync. It really does make a great difference having this What was Meryl Streep like to work with?

relationship between camera operator and dolly grip Meryl, Meryl, Meryl... This was my third film with her

in a very good way. (Heartburn, Music of the Heart). Meryl is simply the best on
and off camera. During hair & makeup

' § bk tests she would enter the stage as Julia
l - Child, totally locked in and ready to go.
There are very few actors in her league.
I am, and have been, very spoiled by
working with this kind of cast: Amy
Adams, Stanley Tucci and Chris
Messina. They were all terrific and
always fun to be around. I remember
that we worked hard but had some
good laughs, mostly thanks to them.
And this movie is all about food,
mostly very good food. Any time there
was a scene where the actors needed
to cat, Chris Messina (Amy Adams’
character’s husband Eric Powell) was
the man. Chris was really into it non-
stop. He was our food guru, always
rating what was best. There were always
alot of lefrovers for the crew to sample.
His guidance on what to try was

excellent!
@

Photos by Jonathan Wenk © 2009
Columbia Pictures Industries, Inc.

. i N

S8 Julic Powell and (IR S ian. S5 @ 1. = : All rights reserved. All images are the
husband Eric Powell ra - » property of Sony Pictures Entertainment.
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~ DanGold soc on
operating The Hangover




he fun thing about 7he

Hangover was that the four

guys are all very talented
comedic actors and sort of an
ensemble. And the director gave
them quite a bit of freedom to
make things up as they went along
and ad-lib. Things would develop
as we were shooting and you always
had to be ready for whatever was
going to happen. It was fun to sort
of change the shot on the fly or
whisper to the dolly grip “let’s slide
over here when they do this”
because of the dynamic nature of
the actors working with a story that
was improvised quite a bit. It gave
us an opportunity—it gave me an
opportunity as a camera operator

. Gold SE shooting Braley Cooper and Zach Galifianakis at the blackjack table.

to kind of make things up as we
went along. And that was fun. It kept things spontaneous.

Were they, “Okay, that was good. Let’s move on?”

There were times when we would do one or two takes and
want to move on. The director Todd Phillips is a real believer
in shooting the rehearsals and if he feels like he got it, he will
want to move on. I am a little more old school and if I feel we
didn’t get it all or I feel we can do a better job or somebody
else, maybe the dolly grip or the focus puller or the boom guy
needs another one, I am one of those guys who jumps right
off the dolly, runs over to video village and explains that it is
worth trying again, that we can do better.

A lot of times Todd would sit right next to the camera and
watch the actors. I think that it’s so smart and so valuable for
the actors to have the director right there—for all of us to

have the director right there as opposed to being 100 yards
away at a little tiny 9” monitor screaming “okay, do it again

'S -Jl:.:-- & - ! J
'..‘-’ _' 5

but try this...” I mean, that is so impersonal and Todd more
often than not was right there on set. It was great.

Overall, giving the actors freedom and keeping the scene
going was Todd’s priority. We on the camera crew try to keep
things moving forward and try not to interrupt and stop the
momentum.

Larry and I have done five movies together. He is a real
believer in shooting from the hip and adapting on the fly.

He is very happy to see me make something work while we’re
in the middle of it. He is very into keeping things organic and
not imposing restrictions on the director or the actors because
of some aspect of the photography.

Larry has a really strong visual sense and has some great ideas.
We did one scene up on the top of Caesar’s Palace, where the
guys toast at night and the camera crane shot drifts up into the
skyline and locks off and time lapses through to the next day
when the sun comes up. I think that kind of stuff really adds
an interesting texture to the movie. We did that a few times.
The time lapse really helped set the tone and the mood of the
new scene or new twist that the plot was going to take.

What was your favorite scene to shoot?

When they have just drugged the tiger and are waiting for
the drugs to take effect so they can drag him out of the hotel.
While they are waiting, Ed Helms sits down at the piano and
plays this little ballad about what do tigers dream of when they
are sleeping. It was so simple. It ended up as two cuts, I think.

But what makes it so special was something I heard the
director say to Ed. “After lunch,” he said, “we are going to
shoot you sitting at the piano and playing a song.” And during
lunch, Ed made up this song, out of thin air. We came back
and set up the dolly shot and just did this wonderful slow
move across the piano to see a chicken in the background, and
then it reveals Ed playing piano and the other two guys get
revealed in the background. It was wonderful. It lasted less than

s = | i , I"-‘- > y

aminute. It was real simple. That is a good example of the
spontaneous-ness of the shoot. He just pulled that right out
of thin air and it was perfect. =

. Ll - - ud
- Dan Gold socC poolside at Caesar’s Palace in Las Vegas.
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What was in your camera package?

We used Panaflex Millennium XLs on both cameras because
it is easy to make into a Steadicam camera for Geoffrey Haley
(B-camera/Steadicam) and also it is a nice lightweight hand-
held camera for us both. For this movie, and all the time
when I work with Larry, we do a lot of handheld.

We shot in almost every mode there is. Because it is sort
of a road picture, they are in the car a lot. We had traditional
insert car stuff—where you are shooting off the back of an
insert car onto a vehicle being towed. We towed the car with
the cameras hard mounted on the hood or on hostess trays
on the side. We had crane shots from a moving insert car—
using the crane from the insert car to the free driving car.
And then a lot of it was tow dolly stuff, where we would tow
a big process trailer behind the insert car, shooting off dollies
into side windows or the windshield. Larry likes the flexibil-
ity of handheld and the look of it, especially on the insert
car, so we did a lot of handheld on the tow dolly, just sitting
on an apple box shooting through the side window or
shooting from the backseat doing reverse overs handheld.

I think all the different styles worked together. There are
some of those big high crane shots of the insert car that sort
of set the scene as the car drives away from you, or pulls
underneath you. And then there is the rougher stuff
on the tow dolly handheld when they are having an
argument in the car. They all had their place.

How much of the movie was shot on location?

The big foyer, the biglobby of the hotel, that was
Caesar’s Palace. The casino stuff was not in Caesar’s;
we shot that in another casino. That was a real
casino, maybe the Flamingo. The suite of their hotel
room, that was on stage. That first shot, when they
walk in and you see the whole strip out the big
windows and it is a live image down there, you see
cars going by—that was all green screen that we had
shot plates for. It really sells that you are in Vegas.
That is quite clever, I thought.

We actually shot on the roof of Caesar’s Palace.
That gave us that great view of the night neon
behind. When the guys come out of the door to the
top of the stairwell and then climb up a ladder onto
the highest level of the roof, we did a crane shot up
there on the very highest point of the roof. Of course, like
most wonderful crane shots, they end up chopped up in the
movie and you only see a little sliver of it. It was a pretty
difficult shot that started on one end of the dolly track, then
pecked out over the edge of the upper roof looking straight
down the ladder at the guys climbing up. As they started to
climb up, I would tilt up and the crane would dolly along the
track and follow them up the ladder around to the top. The
shot levels off to reveal the whole Las Vegas skyline behind
them and continues to dolly as the guys one by one come off
the ladder. Then the arm would swing a circle around the
guys as they were exiting the ladder.

We practiced it a bunch of times with second team, but of
course second team always does it differently than first team.
Then we did it with the guys and we got it in a couple of

Special Awards Edition 2010

takes. It was difficult but it was a really nice looking shot.
Unfortunately no one will ever see it. The end of the shot
still exists.

Did you have a lot of 2 camera set ups?

Yes. I mean a fair amount. Larry likes to use two cameras
whenever he can to get coverage, especially in comedies.
When so much is improvised, it is really important to get a
couple of angles at the same time because it never happens
the same way twice. It is hard to recreate that for single
camera coverage so Geoff would get in there whenever he
could. And there are a lot of wonderful Steadicam shots in
The Hangover. Geoft did a great job.

Tell me about working with the actors.

It was fun to work on. It was a great bunch of actors and
they like to have a good time. They were all very down to
carth and happy to be there. It was a fun experience.

Zach [Galifianakis] ad-libs like crazy, improvises like crazy
but he is aware of where the camera is and knows that he is
making a movie all the time and whatever he is going to
improvise would be good to get on film. He is very aware of
what is going on, and is a real team player as far as making the

movie goes. We did this shot where I tilt down from his face
to get right down to his pants as he drops his pants to reveal
this silly wardrobe and he is one of those actors that helps you
with that timing— you don’t really have to say anything; he
knows. All I'd have to do is say, “Zach, I am going to start on
your face and tip down. If you feel the camera go down, that
is when I get to see your butt.” He made it work on the first
or second take.

They all were like that; they were great. There was always
such a fun positive energy on set because of the actors.

@
Photos by Frank Masi. © Warner Bros Pictures and

Legendary Pictures. All rights reserved.
Thanks to Karen Beck for her help with this interview.
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George Richmond

on operating Nine

interviewed by
Steve Fracol soc




Dion Beebe before. My understanding
was that Dion interviewed a bunch of
operators and I got lucky.

Ihad never worked with Rob Marshall or

What camera support equipment (Techno/
Steadicam/stabilized heads) was used for
the show and what were its advantages for
this particular project, being a huge
musical and all?

We used some Steadicam, but in general
Rob preferred the urgency and feel of the
handheld camera. We used a mixture of 30

and 50 ft Technocranes, mainly 30s. We used Ct!i"-‘e"a OP“‘-!._“‘ '
George Richmond

the Scorpio stabilized head on the cranes
(which Dion allowed me to choose.)

Describe a typical shot/scene set up.

For all the dance numbers, the music tracks were played
back and lighting cues were set up with Time Code so the
operating was “old school.” We always had to figure out how
to be at the right place at the right time. I always referred to
it as “analogue” operating. We would then finish the number
by shooting detail or picking up any of the bits that we could
not get during the full run throughs.

Did you get to rehearse much? How does that affect your
work?

For the musicals, there were full rehearsal and lighting days
which we watched but did not rehearse with the cameras. On
the shooting days, we generally started to shoot as soon as the

—l -CY“FE gie” Ferguson) and dan

perform the musical number “Be Italian.

22  CAMERA OPERATOR: NINE

dancers were up and running so as not
to waste their energy.

It was pretty much the same with the
drama, always ready to shoot when the
actors were. It seems to be the way these
days—not much rehearsing takes place
and I’'m pretty used to it and comfortable
with it, because when things go wrong
it’s nobody’s fault. Once you can feel
comfortable with that, it allows you
to be more adventurous.

The concentration level around the
camera was high—all the actors and
Rob demanded it. And with so many
Oscar winners around us, who were
we to argue.

When we were shooting the numbers, I would typically
start wide—with the other cameras on longer lenses but at
roughly the same distance as my camera. Then we would
move the cameras closer and shoot medium. Then closer
again to shoot the tight shots.

All this time, the number would run from beginning to
end. In the process, we would learn the beats and the timing.
My grip and I were always connected with open headsets and
had a continuous dialogue, and also learned to count eights
as the dancers do to help stay in time with the number.

KAREN BALLARD

What made this project stand out from previous projects?

Obviously what made this project stand out was that it was
a musical. I remember telling Rob that ‘these films rarely cycle
past London, so we considered ourselves really lucky to be
doing it.

Ultimately what really made this project stand out in the
end was working with Rob, Dion and Daniel. They were
amazingly talented and that encouraged me and the crew
I work with to step up a notch and try to be that much better.

What are the challenges to operating Steadicam?

My greatest personal challenge while operating Steadicam is
the weight. ’'m only 150 Ibs and 510", so managing the time
wearing the rig is important. I try not to wear it anywhere on set
outside a rehearsal and between the words “action” and “cut.”

Technique is everything if you are not big and strong. A
good technique is the most important thing with Steadicam.

What do you say when a neophyte asks what it takes to
be an operator, and do they need to do Steadicam?

As far as advising new operators goes, I would say you
need to try a Steadicam on before making any decisions on
whether to do it. You really need that to decide if you want
to do something that physical. You certainly don’t need to
operate Steadicam to be an operator!

@

Photos from Nine by David James © 2009 The Weinstein Co.

Previous page: Guido (Daniel Day-Lewis) agonizes over starting
his new film in the musical number “Guido’s Song.”
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Dion Beebe on
Shooting Nine

A s with any project, my visual approach
is led by the script. With Nizne, the

setting was 1964 Rome, a visually dynamic
time in art, fashion and cinema. I wanted
to capture some of the energy and style of
the period.

There is the obvious use of black &
white, which defines the period in many
ways. We did discuss shooting all the scene
work in B&W and only utilizing color for
the musical numbers, but we decided
against this approach as we felt that it would create too
dramatic a visual separation between the two worlds.

Instead, we opted to weave the B&W into both the story-
telling elements and the musical numbers. We gave ourselves a
lot of dramatic license with the musical numbers which play as
pure fantasy. With Rob, the emphasis is always on the lighting
as this is a tool he understands from working in theater.

The use of darkness and shadow are important and for the
operators, using the volume of the stage and composing with
negative space is important to me. I love those moments in a
movie when the characters are both emotionally and physically
dwarfed by the task they face, as when Guido first enters the
sound stage in the beginning of the movie.

What do you look for in an A-camera operator?

When I put a crew together for a film, the choice of
A-camera operator is key. Yes, I need to see a certain shared
sensibility in their work, but what is also crucial is the over-
all social dynamic that needs to exist on the set. If there is
too much of a clash of personalities, it can distract from
the work. At the same time, I don’t want a docile crew.

I like to be challenged. That crew dynamic is important
to me in all positions on the set. I like to interview all my
potential crew, not to access their skill level, but just to talk
and get a sense of their personalities. I was very happy with
how things worked out with George.

What was it like working with your brother Damien for
a second time as your B-camera operator?

Damien is a great team player and has been operating
longer than I have been working as a DP. He obviously
brings a familiarity to the set. And though he is my brother,
he clearly understands his role on set. He also has great
instincts and I know that I can rely on him to watch the set
and anticipate what may be required of the B-camera. Of
course, as I said earlier, I am always up for a challenge.

What camera package/lens package was chosen and why?
George wanted to work with ARRI cameras; I will always
consult with my operators as to their preference. They are
the ones that need to make the equipment work and pull
off the shot.
We used an ST and an LT, as well as the 235. However,
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I wanted to shoot the movie on
the Panavision primos, so we
combined Panavised ARRIs with
Primo zooms and primes.

I consulted closely with George
as to his choice of camera sup-
port. Technocrane was an obvious
choice as it allows us to work
close to the dancers without
laying track under their feet.

A lot of decisions when making
a dance musical revolve around
how best to accommodate the
dance. We also made use of a lot
of handheld, which was some-
thing I wanted to incorporate stylistically from the outset.

DAVID JAMES © 2009 THE WEINSTEIN CO

Tell us a little about your experience with the crew of Nine.

Aside from Damien and Chas Bain, who did some C-camera
operating for me, this was an entirely new crew. But once I
have confidence in the crew’s abilities, my choice is fundamen-
tally based upon how I feel they will work as a team.

Those choices are also affected by who my director is, as
different directors require a different on-set dynamic. We had
a great on-set dynamic on this film and I really feel that
translates onto the screen. g
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Matthew Moriarty on
operating Up in the Air
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interviewed by > «
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The arrival of Natalie Keener (Anna &
Kendrick) complicates Ryan Bingham
(George Clooney) work life.



Air knew the film would be special. The

script was fresh and wonderful, the
performances were pitch-perfect and Jason is
a textbook auteur. But it absolutely hit the
jackpot on timeliness. We were shooting in
St Louis during the big market crash (March
’09). First AC Zoran Veselic and I are very
close friends and we'd agonize together each
morning over the stock quotes appearing on
our iPhones. But then we'd spend the rest of
the day chronicling the effects of that very
crash and I can tell you the irony wasn’t lost
on us. I mean, it isn’t often that simply doing
your job reminds you of how lucky you are to
have that job and I'm sure everyone on the
crew was thinking the same thing: “This is
probably a pretty good movie to be making
right now.”

Ithink everybody involved with Up in the

What does a typical shot set-up process
with director Jason Reitman entail?

For someone who’s making these deeply
human movies and developing a reputation
as an “actor’s director,” Jason has an extraor-
dinary visual sense. I'd say 90% of the time,
my job was simply to execute shots he'd
either lined up with the video finder, or shot
on his Canon still camera two months earlier.

He'd operated much of his own work in
the past and is very specific about framing. So being
able to see what he was doing on the video finder was

Camera Operator Matthew Moriarty, star George Clooney
and other crew members on an airport escalator in Omaha

through-security” sequence was something like 30 cuts. To
beat the arrival of morning passengers in the terminal, we

essential, especially since he and I have very different tastes ended up averaging one bookable setup every six minutes for
compositionally. three solid hours. That’s an extreme case, of course. But I'll
He also likes to move really fast. The “George-whizzing- say that speed was, in general, a high priority for us and the

| L )
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video finder helped put several departments
on the same page in a hurry.

Did you get to rehearse as much or as little
as you desired?
Jason’s big on spontaneity so we mostly

shot the rehearsals. Many of them made the
finished film.

Jason Reitman is known for his love of
operating sometimes on past films. How
much did he do on Up in the Air?

Well, he operated quite a bit of the 2™ unit
stuff of planes touching down, most of which
was done before I was on payroll. But I can’t
recall him actually operating a shot on the main

anything with a performance involved. We
joked about how much he’d operated his prior
films so I was emotionally prepared in the event
it did happen. But he clearly said that he'd come to realize
that his attention and energy were better used elsewhere. I
don’t take any particular credit for that since the guys who
did his other two movies are top-notch. I think it had to do
with his evolution as a director (or the fact that he doesn’t
use wheels and he loathed my Sachtler head).

How involved were you in the blocking, the shot concep-
tion and picking the locations?

The main unit stuff is all Jason on every level and, as the
operator, you follow his lead. My biggest creative contribu-
tion by far was the result of my aviation background: I
supervised and operated the first round of aerial photogra-
phy. We began with a super-high-altitude, “Google Earth
perspective” concept and very early on I knew it just wasn’t
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unit and certainly nothing on the A camera or By Locat 600, Hollywood, CA
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MATTHEW MORIARTY

working. You lose almost everything shooting through six or
seven miles of thick, early-summer air.

So I decided to roll some passenger perspective stuff of
farm fields from about 13,000 " and I emailed the clip to
Reitman on a refueling stop. He wrote back: “LOVE THIS!
Please grab more of this. The patchwork of America.” Little
did I know, that phrase “patchwork of America” would take
on alife of its own and eventually come to form the visual
“mortar” of the film.

We had a persistent camera problem on the original outing,
so while our stuff was being digitally sweetened, Jason sent up
a subsequent mission to supplement our work and those guys
did a wonderful job. However, a good portion of the acrials
in the film do indeed come from my original flights and it
was extremely gratifying to see that work from the second

Working with a camera operator is a very specific
relationship for me. | am very specific about
lensing and composition. | need someone who
can read my language and intuitively knows
where | want to look as the storyteller. Matthew’s
instincts were excellent and so quickly in line
with mine. As a technician, he was also beyond
impressive. | remember one series of whip pans
he performed in a TSA checkpoint that would take
a great operator five or six tries. He nailed it right
out of the gate... and every take that followed.

A camera operator needs to be perfect, so the
rest of us can make mistakes. Nobody is in fact
perfect, but Moriarty comes about as close as

one could hope for. Jason Reitman

Director, Up in the Air
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mission largely followed the playbook I'd written. [ had a
great team on that effort: DP Bob Mehnert, two ace NASA
pilots Tom McMurtry and (literally) “Ace” Beall, and an
aerial company, Wolfe Air, that bent over backwards to
facilitate the whole thing.

What type of camera equipment was used for the show?
I’m a Panavision guy. They're like family to me over there.
None of the DPs I work with use anything but Panavision. As

a result, ’'m a bit of a boob when it comes to ARRI. We used
a Platinum and an XL on Up iz the Air, with the occasional

Genesis day and even a bit of RED camera. The 40mm was
our workhorse, using the new 19-90 zoom as a prime most
of the time for expediency’s sake. That’s a wonderful lens.
Razor sharp and vastly improved breathing over the old 4:1.
We shot probably 80% of the movie on that lens.

What was George Clooney like to work with?

Whatever great things you've heard about Clooney, they’re
all true. He’s an absolute gem and a total pro with a wonder-
ful energy and bright and funny and warm and generous.

e

He’s also a director, which means he’s a great problem solver
on the set. Of course, he did a lot of television and my
experience is that actors who cut their teeth in television
come out with a skill-set and a camera-savvy that can’t be
learned anywhere else. I could never say enough good things -
about George. I mean, the guy is even a card-carrying Local

600 camera operator! I think if he stole my wife away, I'd feel =SS

rather silly putting up a fuss.

Of course, I don’t want to leave out the other actors, Vera,
Anna, Jason, Sam, Amy, Danny, Zack, JK, many of whom are
members of “Reitman’s Traveling Players” and all of whom
were an absolute joy to work with.

What is your previous working relationship with DP Eric
Steelberg and director Jason Reitman?

My first picture with Eric Steelberg was (500) Days ¢
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Summer and we hit it off
like two peas in a pod,
especially with both of us
being pilots. We sort of
worked British-system
and, in terms of the shots
and the coverage, (500)
Days contains more of my
ideas than anything else
I've done. It was heavenly
for me and I know Eric
enjoyed working the way
we did, particularly
because it freed up energy
he could then devote to
his lighting, which was
exquisite and very gutsy.
We had a great partner-
ship and I was thrilled for
both Eric and (500) Days
director, Marc Webb, to
see it received so warmly.

Eric also has wonderful
taste in material. Hes ata
very exciting point in his
career now where he’s
getting a lot of scripts and I really admire the savvy with
which he’s handling it. Beyond his lighting and his skill on
the set, he’s got an incredible wisdom and maturity and he’s
putting it all to good use charting his path forward. You'll be
hearing a lot about Eric in the coming years.

Up in the Air was my first picture with Jason Reitman.
I would love to do another one.

Considering your organizing, communicating and com-
posing responsibilities, do you still feel indispensable on
the job—both to the DP and to the production?

The most expensive thing on the set is time. The bigger the
budget, the truer that statement becomes. So the benefit of
having an operator is quite simple: Operators save time.
We're at the camera, guarding the setup, while every other
person, including the DP, is doing his or her business. It’s a
level of attentiveness that simply can’t be had without a single
individual consistently anticipating the
needs of the shot and warding off
potential disasters before they
materialize.

Since you're a Steadicam operator,
what do you say when a neophyte asks
what it takes to be an operator, and do
they need to do Steadicam?

The question of whether or not to do
Steadicam is a personal one: Do you like
it? Could you be good at it? Are you
willing to drop the cash?

I will say, however, that with budgets
shrinking, producers often try to
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ompany downsizer and frequent
(George Clooney) finally meets a woman with a similar
case of corporate wanderlust, Alex (Vera Farmiga).

flyer Ryan Bingham

day-play their B-camera crews, or have the DP operate the

B camera, as was the case on Up iz the Air. At the same time,
their directors (and many DPs) do want the option of using
Steadicam on a whim. As a result, you're seeing a lot of A
operators doing both. I'm not saying it’s a necessity, but it
does broaden your possibilities in terms of which shows are
available to you.

Most importantly, though, newcomers should understand
that every job, Steadicam or otherwise, will be a product of
his or her relationships. Developing those is as crucial a skill
as doing a good, fast stand-up.

@
Up in the Air photos by Dale Robinette © 2009 DW Studios

LLC and Cold Spring Pictures. Crew shots by Dale Robinette
© 2009 Paramount Studios. All Rights Reserved.
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had worked with both Dan Mindel and JJ Abrams on
Mission Impossible 3 and with Dan on a couple of pictures
before that. Dan runs his department more along the lines
of British DPs. He takes a step back and lets the operator and
the director talk about setting up shots, planning the scene.
As a camera operator, it is so fantastic, it’s so rewarding. It
takes the operator’s job up so many levels.
As you know, often you can be left in the background as
an operator. Everything gets decided without much input
from you and you're left trying to pick up the pieces.
Whereas with Dan, it’s just the opposite. The collaboration
is just incredible. He'll step in as well and make suggestions
and say, “This would be wonderful,” and it becomes a whole
group discussion. It’s incredibly rewarding; you feel that
you've really contributed something.

Was there an overall visual approach to the movie as it
related to your job, any plan as far as composition or
camera movement?

I can’t remember a specific plan, but JJ is an incredibly
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Bones (Karl Urban), Sul Thu

tenacious filmmaker. He loves setting up shots that develop
and will often spend a lot of time setting up a fairly elaborate
shot whether it’s Steadicam or Technocrane or a dolly shot.
It doesn’t matter what platform we're on, he’ll take a lot of
time setting up a shot that goes somewhere without doing
the traditional master, over, over. From a style point of view
JJ loves things to flow and let the story unfold.

You've probably heard a lot of talk about the flaring we used.

Yes, | wanted to ask you if that was an intentional choice.
It was, yes. It became a huge part of the movie—almost

every shot. It was extraordinary. I think it was a very brave
move to do that, right from day one. We spend most of our
lives trying to eliminate flares, especially anamorphic flares.
And sometimes with the older anamorphics like the C series
lenses that we use on the Steadicam, people would say “Oh
there’s light hitting the glass. Let’s get rid of it.” But instead
we would have people literally blasting these xenon flashlights
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right into the lens, doing as much as possible to flare the shot.

It gives the film such a nice texture that’s consistent all the
way through.

I heard J] explain it once. You have this very artificial world
that you're filming in, on sets, in space—a lot of it is visual
effects, green screen. It just adds this layer of unpredictability,
almost a sort of analog effect into this digital world.

So you did shoot anamorphic as opposed to Super 352
It was anamorphic. We used the Panavision AWZ and the
ATZ zooms almost exclusively; those were our go to lenses.

Can you think of a specific set up to illustrate how you and
Dan and JJ worked together to help make a sequence
successful?

There was one situation where they’re sky-diving—we were
on the floor of the tank at Paramount. We were going to hang
the actors upside down off rigs, sort of swinging, and shoot up
at them as they are sky-diving down toward us. But it proved
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completely impractical because you have to have them hanging
by the ankles, very unrealistic. You know you can’t really move
like that. JJ came up with the idea of putting them on mirrors.
We built a 10 foot scaffold and put these mylar mirrors on the
floor of the tank. We'd have the actors standing on the mirrors
and we would be shooting down at them from the platform.

So the mirrors were reflecting the sky and we'd blow a lot of

wind down on them. I'd be handheld above them hanging off
the platform and they’d be looking up into the lens. It was as if
they were falling because the sky was reflected behind them.

It was very awkward holding the camera. You know what
it’s like when you're shooting vertically with a handheld
camera. It’s difficult to hold it especially with J J standing over
you, grabbing the magazine and shaking it with all his might.

JJ?
JJ. Yes. He did it more times than I can remember through
the course of the movie. He would grab the magazine and just

Camera Operators Colin Anderson and Philippe Carr-Forster
with Camera Assistant John Connor capture a tense scene.
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shake it like crazy, simulating high speed, or maybe hits to the
Enterprise when it was under attack. I can’t describe to you how
hard it is to frame, especially with the Steadicam because it

goes against everything that the Steadicam was designed to do.

He did that with the Steadicam?

With the Steadicam (laughing). I'd be walking along with
the Steadicam and JJ would be slapping the magazine. With
the Steadicam, your hand on the post is supposed to be an
incredibly light hand, transmitting no influence to the frame,
and the opposite was happening. I'd have to grab the post
with all my strength just to keep the actors in the frame while
JJ was manhandling the camera.

When you did traditional handheld, what sort of approach
did you have? Did you inject movement into the shot or
try to keep it as solid as possible?

Most of it was pretty rough handheld because we'd go to it
for fights or the battle sequences. I prefer to use the handles
on the handheld rig, though I know a lot of guys prefer to
use the matte box.

There are quite a few shots using dutch angles as well as
Steadicam shots that start with the horizon way off level
and straighten out as the shot develops. Were these all
carefully designed and discussed ahead of time?

Absolutely. Often rushing down corridors of the various
spaceships, J ] would specifically ask me to start at a huge
dutch angle and swing it left and right as we were traveling
down. And often on a very wide lens—we would use the 28
which for anamorphic is a pretty wide lens. We'd be rushing
through these corridors purposely dutched at these massive
angles. Dan, you noticed them because you obviously have an
educated eye, but I often wonder if the public actually notices
or if it’s just a subliminal thing.

Handheld, dolly tracks, Steadicam, Technocrane. You
obviously had all the toys on Star Trek. Do you have a
favorite technique that you enjoy most?

Selfishly, I have to go with Steadicam. Because, especially
with JJ, you're always doing such interesting shots. It’s not
just a traditional “walk and talk.” With JJ there’s always some
curve ball he’ll throw at you just to make it more complicated

When you watch the movie now, does it seems like a lot
of the shaking and vibration was added later by visual
effects or does most of it come from what you and JJ
were doing on the set?

I think it was mostly what JJ and I were doing. JJ still
teases me to this day about something that happened on
Mission Impossible 3. Dan Mindel loves watching dailies.
We'd watch film dailies every day. So one morning, having
watched a helicopter scene in dailies that involved a lot of
shaking, I arrived on the set and JJ asked how the dailies
were. I said “TJ, I have to be honest with you—TI think 90%
of it is unusable. The shaking is just horrendous. It’s too
much.” He went to dailies at lunch time and came back and
never stopped ribbing me because he absolutely loved it and
thought it was absolutely perfect.

And a lot of that carried through to Star Trek where I'd
say, “JJ, it’s too much.” And then of course he'd shake even
harder.
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and always a better shot. By the same token, I enjoy Techno-
crane as well because it’s always an elaborate shot; you're not
just doing a high and wide shot.

Phil Carr-Forster was the operator on this one particular
50 foot Technocrane shot. The Narada set filled the entire
stage at Paramount and the shot just went on forever. We had
this huge crane flying around at full speed. There were 6 or 7
grips running, pushing the chassis, chasing Eric Bana through
the set. It was just quite extraordinary watching this massive
bit of equipment being thrown around the way they were
doing it.

Phil was the B camera operator. What was the A camera/
B camera dynamic like?
Phil Carr-Forster is one of the most perfect guys to have
on your team. I used the word tenacious to describe J J; I'd say
the same for Phil. He will find a shot anywhere. Sometimes
it seems like he’s completely shut out on a shot because the
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Anderson and Director JJ Abrams film Kirk.
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A camera or Steadicam is all over the show, but Phil will find
something and get the most amazing shot. His long lens work
is phenomenal; he’s truly gifted.

Is there anyone else you particularly enjoyed collaborating
with on Star Trek?

John Connor is an extraordinary first assistant cameraman.
He’s one of those guys who, with the least amount of input,
just gets it. We do some incredibly hard shots these days, and
being a first assistant is one of the most difficult and least
understood jobs on the set. Connor is just phenomenal,
you know rushing at the actor’s face with the Steadicam on
a75mm, and whipping around and he gets it. It’s extraordi-
nary. I don’t know how he does it. That’s why I gave up
pulling focus to do something easy like operate.

Do you have any advice for up & coming camera operators?

I think one thing that’s important, and I'm always remind-
ing myself about this, is to pay attention. As an operator there
are so many things going on that affect us. So much that can
help or hinder us. Paying attention on the set and really being
on top of everything that goes on really helps.

Do you miss any of the old traditions that we grew up with
on the set which are now falling by the wayside? Like
dailies, for example?

To the detriment of the business, film dailies are becoming
a thing of the past. It’s so sad because you learn so much. And
you can never really replicate what the film sees by watching
digital dailies on DVD. I also think it’s so important to get
the whole team together in the morning or after work to
study stuff and see what you've done. On Iron Man 2 Matt
Libatique insisted on having a projection trailer for dailies
on set. It was so fantastic just to go and watch quickly before
work and talk about what we’'d done the day before.

Another tradition we see slipping away is rehearsals. Did
you rehearse much on Star Trek?

We did. We'd have closed rehearsals with JJ, the actors,
Dan Mindel, and myself. With Dan and JJ, the operator is
always included. It’s so fabulous and so valuable to be able
to see all that unfold. Then we'd have open rehearsals for
the crew.

How does it affect you as the camera
operator to be able to see the
rehearsal right from the beginning,
from the germ of the idea?

I think it just becomes so evident
where the camera should be, the longer
you see the rehearsal. If it’s a closed
rehearsal and you're called in at the last
moment to see the final rehearsal, it’s
almost as if the camera position has
been pre-determined. You feel like, you
wish we had a little more time to look
at this and maybe see if there’s a better
way to do it. It’s almost like you've been
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handed something if you see it at the very end and then you
have to make do with it. Where being in the rehearsal from the
very beginning, you can often whisper in their ears, “What
happens if we started here instead of over there?”

I’'ve been so fortunate in the last five years or so, to work with
people who are prepared to collaborate. DPs like Dan Mindel,
Matty Libatique, and Robert Elswit allow so much collabora-
tion, so much input. They respect someone else’s opinion so
much. I wish everyone could work like this all the time.

Zachary Quinto as Spock

What's coming up next for you?

Another film with Dan Mindel called John Carter of Mars
based on an Edgar Rice Burroughs novel. The director is
Andrew Stanton who directed WALL-E and Finding Nemo.
Most of the stage work is in London and then the location
work will be in Utah. It’s a very ambitious project. It should
be fabulous because, once again with Dan Mindel as DP,

I’ll be right in the thick of things.

@
Photos © 2009 by Paramount Pictures Corporation.

Star Trek and related marks and logos are trademarks
of CBS Studios Inc. All Rights Reserved.
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to keep people around. I am very
fortunate to be with him for that long.
Clint worked with Jack Green for 7 years,
now he has been with Tom Stern for the
same amount of time. Same producer Rob
Lorenz. Rob started out as a second AD
the same time I started with Clint on
The Bridges of Madison County. Clint is
a great guy; we have a lot of fun.

It’s been 15 years with Clint. He likes

Was there a specific visual approach to
the project?

To be honest with you, I don’t think so.
On previous projects more so, but on this
film we didn’t really play around with it that
much. There was no real visual style besides W&
capturing the real South Africa: getting a
feel for it and its people.

What camera equipment was used for the show and what
were its advantages for this particular project?

Panavsion Anamorphic, C series lenses for the most part.
Very little use of zooms. We like to use primes whenever we
can. We had an XL, a Platinum for A-camera with the XL
on the Steadicam.

Because we knew we were going to have a lot of aggressive
moves, we rented additional gear and ended up using an
ARRI 235 on my Alien Revolution. I kept that completely
built for 5 or 6 weeks for Rugby Mode, so I could switch
back and forth between the XL on one rig and the 235 on
the AR. That time saver paid for the extra rental.

That’s about it. Clint likes to shoot with one camera most
of the time and I was very surprised when we had this massive
rugby scene to do and I expected 5 or 6 cameras but it was
just me and Michael Snyman for a couple of days. Pretty
simple package.
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Director Clint Eastwood, starjMorgan Freemalﬁnd camera operator
Stephen Campanelli soc discussa shot in frong o‘ the World Cup scores.

Describe a typical shot/scene set-up.

We have always gone pretty much by the gut. You show up
on set, read the sides, walk around the set and say “That looks
likes a good spot for the camera over there.” You shoot the
master, let the scene play out and from that you just figure
out the coverage.

Clint likes the organic feel of a scene. He lets the actors do
what they do best and lets the camera do what it does. We
use 80% Steadicam because Clint likes me to feel the scene.
If there is a moment where I feel I want to push in, I can just
doit.

Basically, just tell the story. That’s the mode we have been in
for the whole movie. Shooting the rehearsal and sometimes
getting incredibly lucky. The actors didn’t know where they
were going to go, we didn’t know what we were going to do.

I have an amazing focus puller in Bill Coe and he just sticks
with me all the time—which you need if you have a surprise
like a push-in on a 100 mm lens (laughs).

How involved were you in the
blocking, the shot conception
and actor rehearsals?

My involvement on set is pretty
much hands-on. Clint and I have
this great relationship after 15
years where we rarely need to
speak. That’s communication we
don’t need anymore.

We just know what the first shot
is going to be, what the set up is.
Basically, the crew knows how he
likes stuff and he rarely changes or
corrects things we do. He empow-
ers me and the crew to be creative
and come up with stuff.

Tom Stern is great that way too.
He will light the set so it is really
forgiving. Besides minor tweaks,
he accepts certain changes that
would make other DPs freak out.
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The Springboks teach rugby to boys in the

villages (and clue the movie audience in to the
game a little). Matt Damon as Francois Pienaar. < g

Then there are times where I really convince him. I tell him
it didn’t work or it is really not usable and he trusts me. Then
he agrees, “Let’s do another one.” It is this great relationship
of trust between us.

It is a great relationship and we all bring our A game.

What would make Clint repeat a shot even though he
likes the performance?

A few times I needed another one and he would ask why?
I'd say I clipped them alittle or gave them too much head-
room. He will judge instantly—he is really quick that way.
He may say “It’s fine; we move on. I loved the performance.”

So I go to see the movie and see the clipped headroom
and it bugs me, but somebody else may not see it at all.
Clint knows that. He just says, “That was an amazing
performance.”

Special Awards Edition 2010

Stephen Campanelli soc films the Maori war dance used to start a gameand in SR S ey
by New Zealand’s All Blacks rugby team, which was named for the color of its uniforms. S E e ) S

Let’s talk about monitors. The SOC slogan is “we see it
first.” How does that apply in your case? Who is at the
monitors?
We don’t have a video village per se. We have no recording
system. We just have these small 5 inch wireless monitors.
In the old days, Clint used to look through the eyepiece.

We never had a video assist, even when video assist was

—_——

date opponents
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getting popular. Actually, we had Panavision take
it off our cameras as we never used it.

But there were more than a few times where Clint
would be waiting behind me to look through the
eyepiece, and when I leaned back, we cracked our
heads. He finally got fed up with that, so eventually
we got a video system.

There is no video village with a tent and moni-
tors, cable and producers watching. Clint works
so fast he doesn’t want to move all that. If he
wants to turn around, he just wants to turn around
and shoot and not move all that stuff. So Clint’s
usage of the monitor is just for framing. He is old
school and while we shoot, he only watches the
performances.

The same is true for Tom. The monitor is only
a reference and it’s all about trust for us and there is
a real feeling of ease on the set.

It was the first time in South Africa for you.
How was it to work there?

It was great. It is an amazing country and
Cape Town is unbelievable, just really beautiful.

The local crews are world class. You can bring
everybody we used there to Hollywood or any-
where else in the world. They are really, really
good. Great attitude, lots of laughs and fun.
Hard workers. They don’t get paid very well,
which bugs me. They should make much more
because they are world class.

The grips are the most amazing bunch of guys
I have ever seen. They would lift Fisher dollies
all over the set. Pretty amazing. We had a bunch
of local camera guys. Really, really good too.

It was a great experience. I'd love to go back
and I do stay in touch with a few. Such warm
and friendly people.

What made this project stand out from your
previous projects?

South Africa stands out. But we were in Iceland
before and... Clint takes us to the most amazing
locations. South Africa was simply magical though.
Such a wonderful country and amazing people.

Describe a particular operating challenge you
had on the show.

I have done a few sports movies but I had never
done a rugby movie or watched a rugby game. I
didn’t really know anything about rugby. That was
my biggest fear, not knowing how to cover rugby.

Clint puts a lot of responsibilities on your
shoulders, so I knew I had to come up with how to
shoot rugby and figure it all out. I did a bit of
research before I went to South Africa, but when
I got there a week early, production gave me a
bunch of DVDs of the actual game from the 1995
World Cup to study the actual game we were going

Special Awards Edition 2010
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Forget that Litepanelse 1x1 lights are
incredibly portable, under 2 inches thick, and can run
on their own snap-on battery. Forget that you can
easily dial up just the right amount of illumination.
And forget that you never have to change a bulb.

Because what you will really rememberis the
Litepanels’ stunning quality of light

—the soft-wrapping illumination which gives you
unprecedented creative control. Visit our new
website to learn more about the 1x1 and our
other award-winning lights.

Advanced LED Lighting for High Definition,
Video, Motion Picture & Still Photo

LITE
PANELS’

Ph: 818 752 7009
info@litepanels.com

Ringlite® SeaSun®
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CHARTER

Parker Bartlett
Paul Basta
Michael Benson
Jerry G Callaway
Joe Epperson
William Jay Gahret
Peter Hapke
Norm Langley
Lee Nakahara

Jay Nefcy

Leigh Nicholson
Dan Norris

David B Nowell, ASC
Wayne Orr

Ernie Reed
Michael Scott
Michael St Hilaire
Ray Stella

Joseph F Valentine
Ron Vidor

ACTIVE

Jonathan S Abrams
Bernie Abramson
Art Adams

Steven A Adelson
Michael R Alba
Bret Allen

Derek M Allen

Lee Allison

Robert Reed Altman
Colin Anderson
Jack Anderson

Aldo Antonelli
Miguelangel Aponte-Rios
Joseph Arena

Will Arnot

Ted Ashton Jr

Mark August

Paul Babin

Randall B Baer
Christopher Baffa
Lonn Bailey

James Baldanza
Vincent Baldino
Jerry Banales

Jeff Barklage
Ricardo Barredo
Tom Barron

Gary H Baum
Timothy D Beavers
Jaswinder S Bedi
Guy Norman Bee
Tim Bellen

Richard Benda

Jeb Bergh

Marc Andre Berthiaume
George M Bianchini
Lance Billitzer
Bonnie S Blake
Jason Blount

Bob C Boccaccio
Richard Bolter
Harry C Box

Katie Boyum

Kevin D Braband
Denise Brassard
Michael Brennen
Gerard Brigante
Garrett Brown
Kenny Brown

Pete Brown

Scott Browner
Robin Buerki

Gary Bush

Stephen S Campanelli
Susan A Campbell
Capt Jose A Cardenas
Michael W Chambliss
Lou Chanatry

Joe Chess Jr

Julian Chojnacki
Joseph V Cicio

Jeff L Clark

Jeffrey R Clark
Anthony Cobbs
Steven Cohen
Gregory Paul Collier
Andrew Glenn Conder
Michael Condon
Tom Connole

Dan Coplan

Javier A Costa
Richard J Cottrell
Andrei Cranach

Jeff Cree

Rod Crombie

Caleb Crosby White
Lyndel Crosle
Richard A Cullis
Michael L Culp

Roster of the Society

CAMERA OPERATORS

Grant Culwell
Joseph C D’Alessandro
Markus Davids
Bruce E Davis
Richard W Davis
Ray de la Motte
Andrew A Dean
Michael S Dean
Kris Andrew Denton
Joel Deutsch
David E Diano
Troy Dick

Jason Dittmer

lan Dodd

Todd A Dos Reis
Rick Drapkin
Mitch Dubin

Jerry Dugan
Simon Duggan, ACS
Louis R Duskin
Lou Dustin

Barry P Dycus
Allen D Easton
David E Elkins
Jason Ellson

David Emmerichs
Kevin ] Emmons
Alex Esber

James Etheridge
Brant S Fagan

Tom Faigh

Diane L Farrell
Dianne Teresa Farrington
Michael Ferris
Kenneth Ferro
Craig Fikse

Dick Fisher

Lance Fisher
Aaron Fitzgerald
Eric Fletcher
Houman Forough
Steven G Fraco?
Nick Franco
Candide Franklyn
Thomas Fraser
David ) Frederick
Michael Frediani
Mike A Freeman
Buddy Fries

Jeff Fry

Jack Garrett

David Gasperik
Rusty Geller
Michael Genne
Vito Giambalvo
Bill Gierhart
Laurie K Gilbert
Daniel Gold

Allen Gonzales
Robert Gorelick
David Allen Grove
Lee Grover

Robert Guernsey
John C Guntzelman
Chris C Haarhoff
Anette Haellmigk
Daniel Hagoue
John Hankammer
Anthony Hardwick
Chris Hayes

David Haylock
Steven F Heuer
Kevin Hewitt
Ronald High
Charles M Hill, Jr
Joachim Hoffmann
Abe Holtz

Jerry Holway
Casey Hotchkiss
William Stephen Howell 1l
Gary Huddleston
Colin Hudson
Jeffrey G Hunt
Philip Hurn

David Insley

Levie C Isaacks
Dave Isern
Christopher Ivins
Eugene W Jackson Il
Jerry M Jacob
Alec Jarnagin
Michael Jarocki
Simon Jayes

Peter Jensen
Michael A Johnson
Steven Jones
Jacques Jouffret
John H Joyce
David Judy

David C Kanehann
Mark Karavite
Michael Kar,
Wayne L Keﬁey
Vernon Kifer

Douglas H Knapp
Dan Kneece

Rory Robert Knepp
Kris Krosskove

Jules Labarthe
Erwin Landau
George F Lang

Per Larsson

Robin Lawless

John Lazear

Eric Leach

Sergio Leandro Silva
Joshua Lesser

Ken Libby

Jimmy W Lindsey
Hugh C Litfin
Michael E Little
Lynn Lockwood
George Loomis
David Luckenbach
Allan Lum Li

Greg Lundsgaard
Kenji Luster
Vincent C Mack
Heather MacKenzie
Paul S Magee
David Mahlmann
James Mann

Kim Marks

Jim McConkey

Tom McDonnell

BJ McDonnell
Michael P McGowan
Maurice K McGuire
Christopher T) McGuire
Aaron Medick
Robert L Mehnert
Jack Messitt

Marc Miller
William E Mills
Andrew Mitchell
William Molina
David Monroe

Jeff Moore

Robert Bob Moore
Denis Moran

Joshh Morton
Manolo Rojas Moscopulos
Don Muirhead
Marty F Mullin
Michael Mulvey
Scott T Mumford
Sean Murray

Jon Myers

Leo J Napolitano
Julye Newlin
William R Nielsen, Jr
Randy Nolen
Tamas P Nyer

ges
William “Billy O” O’Drobinak

Michael D Off
Russell Ofria

Mark D O’Kane
James Olcovich
Andrew William Oliver
Lucio Olivieri
Mark Richard Olsen
John Orland

Rafael Ortiz-Guzman
Georgia Tornai Packard
George Paddock
Nick Paige

Charles Papert
Andrew Parke
David L Parrish
Patrick J Pask
Philip Pastuhov
Christopher T Paul
William F Pecchi Jr
Karin Pelloni

Terry Pfrang

Mike Pierce

Jens Piotrowski
Joseph Piscitelli
Robert Presley
John Radzik

Kevin Riley

Mark A Ritchie
Brooks Robinson
Randall Robinson
Rick Robinson
David Robman
Andy Romanoff
Peter Rosenfeld
Michael S Roth
Dave Rutherford

P Scott Sakamoto
Tom O Sanders
Michael Santy
Martin Schaer

Ron Schlaeger
Gregory ) Schmidt
Thomas J Schnaidt
Chuck Schuman
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Philip D Schwartz
Bob Scott

Brian D Scott
Alicia Craft Sehrin
Benjamin Semanoff
Khallid J Shabazz
Brad Shield
Geoffrey C Shotz
Osvaldo Silvera
Jamie Silverstein
Guy Skinner

John Sosenko

Andy Sparaco
Mike Spodnik
Sandy Spooner
Edward B Springer
Lisa L StaciEus as
Robert Starling
Scott Stelle

George B Stephenson
Daniel Stilling
Sandra Stojanovic
Michael R Stumpf
David L Svenson
Brian E Sweeney
James H Sweeney
Bill Swinghamer
Paul Taylor

Taj Teffaha

David James Thompson
Richard Tiedemann
John Toll, ASC
David Tolsky
Tsuneyuki Tometaka
John Trapman
Michael Tsimperopoulos
Chris Tufty

Dan Turrett

Brian Tweedt
Joseph Urbanczyk
Matt Valentine

Paul D Varrieur
Stefan von Bjorn
Bill Waldman
Michael ) Walker
Mark Warshaw
Gretchen Warthen
William Webb
Aiken Weiss
Thomas Weston
Tom Weston
Mande Whitaker
Kit Whitmore, CSC
Brian Keith Wilcox
Jeffrey Wilkins

Bill Williams

Joe “Jody” Williams
Chad Wilson

Dana D Winseman
RL Wise

David Wolff

lan D Woolston-Smith
Noel Adrian Wyatt
Peter C Xiques
Warren Yeager
Elizabeth Ziegler

Carolina Zorrilla de San Martin

ASSOCIATE

John Addocks

David S Adelstein
Leonard Lance Allen IlI
Jon L Anderson

Jacob Avignone

Karen Beck

Bruce Bender

Jaron Berman

Stephen Blanor

Jeffrey Bollman

Peter Bonilla

David Boyd

John Boyd

Maja Broz

Carmen Cabana
Anthony Q Caldwell
David S Campbell
Bruce Cardozo

Paolo Cascio

Richard T Cascio
Stephen Mark Ciappetta
Chad Courtney
Michelle Crenshaw
Richard P Crudo, ASC
Nicholas Egor Davidoff
Ronald Deveaux

Jorge Devotto

David Dibble

George Spiro Dibie, ASC
Kevin Downey

Paul A Duclos

Bert Dunk, ASC

Keith Dunkerley
Steven Duval

Brian James Dzyak

Jonathan Edwards
Keith “Iceberg” Eisberg
Christopher Ekstein
Shane English
Robert C Fisher
Archie Fletcher

John C Flinn 1ll, ASC
Mark Forman

Peter F Frintrup

Fred M Frintrup
Richard Garbutt
James P Garvey
Hank Gifford
Michael Goi, ASC
Wayne Goldwyn

Al Gonzalez
Frederic Goodich, ASC
John M Goodner
Afton M Grant

Dave Gregory

Phil Gries

Eric Gunner Mortensen
Kevin M Haggerty
Bob Hall

James Hammond
James W Hart
Robert Hayes
Anthony P Hettinger
John Hill

Ken Hilmer

Scott Hoffman
Melissa Holt

Chris Hood

Jim Hunter

Carrie Imai
Toshiyuki Imai
Gregory Irwin

Blake B Jackson

Leo Jaramillo
Morgan Jenkins

John Chancell Jennings
Peter J Johnson
Frank E Johnson, ASC
Kurt Jones

Robert Joyce

Kevin N Kemp

Mark H Killian
Douglas Kirkland
Michael Klimchak
Craig Kohlhoff
Michael Kowalczyk
Robert La Bonge
George La Fountaine, ASC
Thomas Lappin

Lee David Laska-Abbott
Greg Le Duc
Taggart A Lee

Mark R Leins

Alan | Levi

Mark Levin

Adrian Licciardi

llya Jo Lie-Nielsen
Stephen Lighthill, ASC
Stuart T Lillas

Jong Lin

Colleen Ann Lindl
Jefferson K Loftfield
Jessica Lopez
Jasmine Lord
Roland ) Luna

Tony Magaletta
Kominik Mainl
Duane C Manwiller
Jesus A Marcano
Emily Marchand
Jorge A Marcial
Richard Marks
James Mathers

Tisha Mathews

Jim R Matlosz

Dr Ellen Matsumoto
John Matysiak
Krystal A Maughan
Charles Minsky, ASC
K Adriana Modlin
Larry Mole Parker
Dana Morris
Matthew C Mosher
Richard Mosier
Shah Mundell
Joshua S Narins
John Newby

Natalie Newman
Derek Nickell
Crescenzo GP Notarile, ASC
John O’Shaughnessy
Steven D Parker
Florencia Perez Cardenal
Mark W Petersen
Matthew A Petrosky
Jon Philion

Astrid Phillips
Robert G Pittman

W S Pivetta

of

Ted Polmanski
Serge T Poupis
Boris Price

Robert Primes, ASC
Andrea Quaglio
Liz Radley

Udo Ravenstein
Richard Rawlings Jr, ASC
Marcia Reed

Bill Reiter

Sandy Rentmeester
Brian D Reynolds
David Richert
Alicia Robbins

Ken Robings

Peter ] Rooney
David Rosner
Douglas Roth
David Roy Tondeur
Marvin Rush, ASC
Colin Sabala
Shereen L Saiyed
Mehran Salamati
Germano Saracco, AIC
Carl Martin Schumacher, Sr
Christian Sebaldt, ASC
Michael Skor

Jan Sluchak

Robert F Smith
Brian Sowell

Don Spiro

Owen Stephens
Tara Summers
Andy Sydney

John Tarver

Joe Tawil
Christopher Taylor
Remi Tournois
John Twesten
Sandra Valde
Lieven Van Hulle
Craig W Walsh
Brian Watkins
Shaun Wheeler
Gregory L White
Jennifer Woldrich
Rex Allan Worthy
Pol C Wright

Tony Yarlett
Vilmos Zsigmond, ASC
John Bailey, ASC

HONORARY

James Burrows
Tilman Biittner
Alexander Calzatti
Trevor Coop

Roger Corman

Dean Cundey, ASC
Bruce Doerin
William A Fraker, ASC
Jack Green, ASC

Tom Hatten

Ron Howard

Ron Kelley

Kathleen Kennedy-Marshall
Jerry Lewis

Larry McConkey

Rick Mitchell

A Linn Murphree MD
Jay Roth

Steven Spielberg
Robert A Torres
George Toscas
Nelson Tyler

Roy Wagner, ASC
Haskell Wexler, ASC

RETIRED

Gary Olyn Armstrong
Eugene Ashbrook
Stewart Barbee

Lou Barlia

Rupert Benson Jr

Al Bettcher

Joe Blaisdell

James Blanford

Vee Bodrero

Donald R Burch
Philip Caplan

Bruce Catlin

Jim Connell

Ivan Crai

Robert Feller

Gerald P Finnerman, ASC
Jerry Fuller

Gil Haimson

Wynn Hammer

Lutz Hapke

Terence “Terry” A Harkin
Gary Holt

Robert C Horne

Bob Keys

Steve Lydecker

Owen Marsh
Bob Marta

Stan McClain
Michael McClary
Ron McManus
Emmanuel Metaxas
Ed Morey

Sol Negrin, ASC
King Nicholson
John G Nogle
Aaron Pazanti
Robert H Peebles
Arnold Rich

Sam Rosen

Frank Ruttencutter
Richard Salvatore
Hal Shiffman

Phil Stern

David Sutton
Gene Talvin
Pernell Tyus

Sven Walnum
Ben Wolf

CORPORATE
ARRI
Bill Russell
BARTECH ENGINEERING
Jim Bartell
BEXEL CORPORATION
John Keesee
BIRNS & SAWYER, INC
Ms Marty Meyer
Bill Meuer
CHAPMAN/LEONARD
STUDIOS
Leonard T Chapman
Christine ] Huenergardt
CLAIRMONT CAMERA
Denny Clairmont
DELUXE LABS, INC
Steve Van Anda
DIGIHOLLYWOOD
Chol Kim
DOGGICAM
Gary Thieltges
EASTMAN KODAK
COMPANY
Lorette Bayle
FILMTOOLS
Stan McClain
FOTOKEM
Bill Brodersen
FUJI PHOTO FILM USA
Sandra Kurotobi
Michael Bulbenko
FUJINON,INC
Chuck Lee
GEO FILM GROUP, INC
George Nolan
HYDROFLEX, INC
Matt Brown
ISAIA & CO
Roy Isaia
JL FISHER COMPANY
Jimmy L Fisher
Frank Ka
LEE FILTERS (A DIVISION
OF PANAVISION, INC)
Sean Hise
OCONNOR ENGINEERING
LABORATORIES
Joel Johnson
OTTO NEMENZ
INTERNATIONAL, INC
Fritz Heinzl
Otto Nemenz
PACE TECHNOLOGIES
Vincenzo M Pace
PANAVISION
Phil Radon
PHOTO-SONICS, INC
Conrad Kiel
SCHNEIDER OPTICS/
CENTURY DIVISION
Bill Turner
SONY ELECTRONICS, INC
Reginald Watson
TECHNICOLOR
Diane Upson
VINTEN, INC
Peter Harman
Peter Vinten
WILLIAM F WHITE LTD /
COM WEB GROUP
Paul Bronfman
William F White

Roster Current as of 1/6/10
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