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A South Carolina Young Filmmakers' Newsletter 
Funded by the National Endowment for the Arts and the South Carolina .Arts Commission 

INTRODUCTION 

This is your YOUNG FILMMAKERS' 
NEWSLETTER. We want you to use it, to 
read it, and have fun with it. We hope that it 
will appeal to a large age-range of young 
filmmakers, so we have tried to put in a 
variety of articles to suit different age 
groups and levels of experience. But, we 
need your help if this newsletter is to be a 
really good one. We need your ideas, your 
comments, your suggestions, cartoons, 

crosswords, etc., and, if you would like to 
write an article about yourself or someone 
you know who has had an interesting film 
experience, please do. Let us know what 
kinds of things you would like to see more 
of, less of, or not at all. Also, if you would 
like to receive future editions of this news
letter, send me your name and address and 
we will put you on our mailing list. We're 
anxious to hear from you! 

Catherine Keane, Editor 

YOUTH FILM PRODUCTION GRANTS AVAILABLE 

If you are a young filmmaker 
(18 or younger) and you want to 
make a super-8 film and you live 
in South Carolina, then we have 
great news for you! You can ap
ply for a Youth Film Production 
Award from the South Carolina 
Arts Commission! This means 
that if your application is ap
proved, the South Carolina Arts 
Commission will pay for the 
costs of your film project. And 
we will even lend you our super-8 
equipment if you are willing to 
go through a training session 
with us on equipment operation. 

First of all, we are looking for 
young people with creative, 
original ideas. When you fill out 
your application form, you 
should also send a storyboard or 
a scene-by-scene description of 
your film idea. Second, for an 
application form, you should 
write to me at the address below. 
If you have trouble filling out 

the application form, we can 
help you. Third, when your film 
is completed, it may be featured 
at the Young Filmmakers' Festi
val! 

Here is a list of some of the 
young filmmakers who have 
received awards in the past: 

I. Joey Sharpe, from Colum
bia, wa., 12 in 1973 when his 
film, "I Can't Make Music" was 
completed. Joey's film is about a 
young boy's wish to become a 
successful musician and is made 
up of some very interesting fan
tasy scenes. 

2. Hal Young Ill, from Cam
den, was 9 years old when 
he made his film, "The War 
Corps" in 1974. The film was a 
dramatic spoof (Hal had his 
friends act in the film) about 
American soldiers fighting "The 
Enemy''. 

3. Reid Davis. 10, from Co-

lumbia, featured his three
minute animation, ''My Bicen
tennial Film,'' in the 1976 Young., 
Filmmakers' Festival. 

4. Frank Eastes, 16, from 
Spartanburg, was given an 
award in 1976 to make a docu
mentary on Fred Wolfe, brother 
of author Thomas Wolfe. 

The list goes on. All of these 
ideas were created and developed 
by the filmmakers themselves. It 
takes a lot of thought and energy 
to make a film, but it can be an 
exciting learning experience as 
well as great fun. So, for those 
of you who are interested, we 
look forward to hearing from 
you! · 

Catherine Keane 
Film Program Coordinator 
South Carolina Arts 

Commission 
829 Richland Street 
Columbia, S.C. 29201 



ASK ERIC AND FRANK 

Question: HOW DO I SET MY 
CAMERA TO DO SLOW MO
TION? 

Frank: Sometimes it may seem 
confusing, but a slow motion ef
fect is obtained by SPEEDING 
UP the camera motor. Normal 
camera speed is 18 fps (frames 
per second), and slow motion is 
generally 54 fps. Filming at 54 
fps will result in a projected im
age three times slower than nor
mal speed (18 x 3 = 54). 

The only requirement to get a 
slow-motion effect in the camera 
is to have a camera that has a 
slow motion setting; most 
cameras available today have 
this feature, but some, such as 
Kodak cameras, do not. Often, 
this setting is marked on the 
camera only by the speed (in 
frames-per-second). Consult 
your camera manual to deter
mine if your camera has this set
ting. 

Question: ARE THERE ANY TV 
SHOWS DONE BY YOUNG 
PEOPLE? 

Eric: I don't believe there are any 
shows on the air today done en
tirely by kids. There is, however, 
one program which I am familiar 
with that features poems and 
animations done by young kids. 
This show is called "Studio See" 
and is produced at our own S.C. 
ETV station in Columbia. 
"Studio See" will accept for 
broadcast good poems and 
animated films done by young 
folks; ideas for the show are also 
welcome. For more information, 
contact STUDIO SEE, SC ETV, 
Columbia, S.C. 29250. 

Question: HOW DOES THE 
BIONIC WOMAN JUMP SO 
HIGH? 

Frank: After deliberating this 
question for quite some time, I 
have come to the conclusion that 
this effect is achieved by filming 
the action of her jumping up in 
REVERSE, that is to say, have 
her start from the top and jump 
down BACKWARDS. When re
versed, she will appear to jump 
up and land, say, on the top of a 
brick wall. The action of her 
jumping down is filmed in for
ward motion, and she merely 
jumps down. There are other 
film techniques that are em
ployed in this effect. These in
clude the obvious slow motion 
effect and the less obvious wide
angle lens (a wide-angle lens ex
aggerates action and slow mo
tion enhances action). And then, 
of course, there is editing: the 
removal of footage showing 
those light stands, strings and 
trampolines that keep the Bionic 
Woman moving. 

Question: HOW CAN I GET A 
NIGHT EFFECT? 

Frank: Perhaps the cheapest and 
easiest way to obtain a night ef
fect is to underexpose the film 
while filming the originai 
footage. If you are filming in 
daylight and want this effect, 
remove the daylight filter (re
moval of the filter results in a 
bluish tint) and stop down by one 
or two stops (depending on the 
intensity of the sunlight). A night 
effect can be achieved through a 
laboratory, but this is very ex
pensive. 

Question: HOW DOES THE 
PILLSBURY DOUGHBOY 
MOVE? 

Eric: Let me say here one word 
about animation since this tech
nique is so often used in the 
movie and television industries. 

Most movie cameras have what 
is known as a single-frame socket 
where a cable release is attached. 
This device allows the film to be 
advanced one frame at a time, 
each time the cable release is 
depressed. If an inanimate object 
is moved slightly between each 
single exposure, the object will 
appear to move when projected 
normally. This technique ex
plains the apparent movement of 
the Pillsbury Doughboy, car
toons, the CBS logo and many 
other puzzling phenomena on the 
screen. 

Question: HOW DOES VIDEO 
WORK? 

Frank: Video is the reproduction 
of an image through electromag
netic means. To put it simply, 
the image captured by a video 
camera (unlike the film camera) 
changes the image into an elec
tric current. This signal is 
recorded, not on film, but on 
video tape-a thin strip of plastic 
coated with magnetic oxide 
(similar to audio recording tape). 
When the tape is played back, 
the magnetic signal on the tape is 
changed, through miles of cir
cuits and such, back into a visual 
form. One advantage of video 
over film is that, like audio tape, 
the video tape can be played 
moments after the recorded 
event (but one can argue the ad
vantages of video over film and 
film over video indefinitely). 

Eric Schmitz and Frank Eastes are 
two young filmmakers who live in 
Spartanburg, South Carolina. 
Having done a tremendous amount 
of work in super-8, and having won 
several awards for their films, Eric 
and Frank are our super-B experts. 
For answers to your film questions, 
write ASK ERIC AND FRANK, 
c/ o Young Filmmakers' Newslet
ter, S.C. Arts Commission, 829 
Richland Street, Columbia, S.C. 
29201. 

Editor 



FILMMAKERS 
IN FOCUS 

Reid Davis could probably write 
the book on stick-to-it-ing. That's 
right, STICK-TO-IT-lNG! 

About a year ago, Reid was 
awarded a Youth Film Production 
Grant to make a cut-out animation. 
Five tries and five months later, 
"My Bicentennial Film" was se
lected to be shown at the Third An
nual Young Filmmakers' Festival 
in Columbia. 

When I asked Reid what the 
hardest thing about making 
animated films was, the ten-year 
old Columbia filmmaker said, 
"Well, you have to be very patient 
... That was the hardest thing ... 
And to get to work on it. To quit 
putting it off." Like the mothers of 
many other young artists through 
the centuries, Reid's mother helped 
to keep him on the job. Reid re
members her words exactly: ''OK, 
you're going to have to work on 
your film now. Come on!" 

Reid started the project with the 
idea that he would use the first roll 
of film that he shot. "As it turned 
out," he said, " . . . the first film 
had little green splotches, and that 
was the (developer's) problem. And 
the second film had lighting prob
lems; we didn't cover up the top. 
So there were flashes of light on it. 
And the next three ·were just re
doing it to make it perfect." Is 
shooting a test a good idea? Reid 
shook his head in agreement and 
said, ''The first two films helped 
me a lot and I'm glad that the 
others didn't work out." 

The success of "My Bicentennial 
Film'' is due not only to patience 
and hard work, but to good plan
ning as well. The first words on 
Reid's list of advice to other young 
filmmakers go something like this: 
"Shooting should be the last thing, 
not the first thing .. . Be sure of 
your idea. Because I had many 
ideas before that one. In fact, it 
was two years since I knew about 
the grants. So it was two years 
before I made the film." 

Next on the list is a suggestion to 
make a storyboard . "If you look at 

my film next to my storyboard 
now," Reid said, "you'll see that 
they are almost nothing alike." But 
what began as a "skeleton of the 
basic idea'' turned out to be a big 
help in deciding "how many shots 
each thing would take and at what 
angles.'' 

When the basic idea had been 
worked out, Reid and Filmmaker
in-Residence, Stan Woodward, got 
together to go over the storyboard. 
"I only put one close-up in my 
storyboard," Reid said, "but Stan 
helped a lot. We put all the shots in 
close-up, and I decided which ones 
were the best." In "My Bicenten
nial Film,'' a film celebrating the 
patriots' triumph over the Red
coats, Reid made good use of the 
close-up shot to emphasize facial 
expressions and key action. The ig
nition of the cannon that destroys 
the British flag, for example, was 
shot in close-up. 

Besides "doing a lot of close
ups," Reid thinks it's important to 
''show the action from different 
angles, and try to set the music, if 
you have any, to the beats of the 
film." Although his soundtrack 
was not synchronized with the film 
frame for frame, Reid knew which 
music he would use from the very 
beginning. As a result, he was able 
to carry off a crucial change in the 
film's mood; a change from the an
ticipation of conflict (enhanced by 

prise, then, that Reid would like to 
have a career that has "something 
to do with acting." I'm ready to bet 
that his stick-to-it-ness will-see him 
through. In the meantime, watch 
out for a film that Reid hopes to 
make "about how Beethoven wrote 
the Fifth Symphony.'' 

Nan Robinson 

Nan Robinson presently works in 
the Film Program at the South 
Carolina Arts Commission and is 
studying Media Arts at the Univer
sity of South Carolina. 

Editor 

a drum roll) to the celebration of · 
victory (made merrier by a lively 
fife and bugle piece). 

Reid loves anything that has to 
do with drama. Last year, in addi
tion to his work with film, he acted 
in a play and in an educational 
television program. It's no sur- Reid Davis, fllmmaker 

"Cameras do not make films, f ilmmakers make f ilms. Improve your 
films not by adding more equipment and personnel; but by using what 
you have to the fullest capacity. The most important part of your 
equipment is yourself-your mobile body, your imaginative mind, 
and your freedom to use both. '' 

Maya Deren 



THE IMPORTANCE OF 
PRE-PRODUCTION 

by Bill Olsen 

Pre-production on a film is one 
of the most important aspects of 
filmmaking. It means planning 
your entire film ahead of time, 
right down to the smallest detail. 
The filmmaker must have total 
control over the filming process so 
that he can shift his attention from 
"mundane" details to the more 
creative decisions involved. 

No matter how much money one 
plans to spend on a film, whether it 
be low budget, no budget, or high
budget feature, it is essential that 
extensive pre-production be done. 
No one, rich or poor, can afford to 
throw away money. Yet poor plan
ning is common and thousands of 
dollars are usually wasted on large 
films. It is an industry standard 
that a half-day be spent on pre
production for every full shooting 
day. So a ten-day shoot should 
have at least five days for full pre
production work. And this does 
not include scouting out locations. 

The first step, as simple as it 
sounds, is to have a budget, and a 
budget cannot be properly drawn 
up without first having a finished 
shooting script. Even the most 
free-form documentary should 
have a budget. Be careful not to ap
proach drawing up a budget back
wards, either. Finish the script and 
add up how much money it will 
take to film it, rather than starting 
with a pre-set figure and trying to 
conform the film to fit that 
amount. After the script is fin
ished, and before a budget can be 
drawn up, break down the script. 
List the scenes, locations, shooting 
days, number of interiors, ex
teriors, synch scenes, props, ef
fects, talent, crew, food, etc. Be 
careful not to overlook anything 
when breaking down the script. A 
wall chart indicating each major 
shooting location, the date, and all 
of the items listed above would be 
ideal. Put your film on paper in 
front of you so that any aspect of it 
can be seen at a glance; a produc-

Bill Olsen 

tion board is the best way. You will 
find that if you budget your film 
and break down the script into a 
definite shooting order, you will 
not only save money, but time as 
well, and if you are paying salaries, 
time is money. Also, the experience 
of filming itself will be much more 
exciting and rewarding if you are in 
constant control of the many vari
ables involved. Below are the dif
ferent headings or categories that 
make up a budget: 

PRE-PRODUCTION - script, 
research, locations, fees, 
copyrights 

PRODUCTION - raw stock, 
salaries, equipment, props, 
costumes, art direction, food, 
etc. 

LABORATORY - processing, 
wor kprinting, printing, 
optical track, mixing, titles, 
conforming, etc. 

MUSIC- whether library or 
origin·al, don't forget it. 

EDITING - supplies, leader, 
mag stock, tape, etc. 

After all this is sub-totaled, add 
1007o for contingency. This per
centage is included to lessen the 
chance of going over budget. 

As simple as all this may sound, 
many filmmakers still do not apply 
a system to this stage of filmmak
ing. Start your next film in an 
organized way and it will be a much 
more enjoyable experience. 

NOTE: Bill Olsen has worked as a 
professional filmmaker in 16mm 
and 35mm. For further informa
tion about Bill and his work read 
the article "Behind the Scenes.'' 

-editor 

BOOK REVIEWS 
By Deanna Morse 

Doing The Media, The Center for 
Understanding Media, 75 Hora
tio Street, New York City, 180 
pages, $5.00. 
A basic media activity book, 
describing approaches and how
to's for photo, film, video, and 
other low-cost visual-awareness 
projects. 

Paper Movie Machines, Bud 
Wentz, The Troubador Press 
(126 Folsom Street, San Fran
cisco, California 94105) 32 
pages, $2.00. 
This is a bargain! This book is 
full of patterns you can assemble 
to make pre-cinema toys like 
your great grandparents played 
with before they discovered 
movies. Full of flip books and 
fun! 

Make Your Own Animated Mov
ies, Yvonne Andersen, Little 
Brown and Company, Boston, 
Massachusetts, 101 pages. 
A useful, basic book for begin
ning animators or animation 
teachers. Informational and 
well-illustrated. 

The Big Yellow Drawing Book, 
Dan, Marian and Hugh O'Neill, 
O'Neill and Associates, Box 
1297, Nevada City, California 
95959, 64 pages, $2.50 (only .95 
with school discounts). 
Another bargain! This is a 
clever, programmed learning 
workbook which can teach any
one how to draw cartoons. It's 
great. 



Making Movies from Script to 
Screen, Lee R. Bobker, Har
court, Brace, Jovanich. 
A well-illustrated beginners book 
describing how commercial and 
feature films are made. 

"Perhaps it sounds ridiculous, but the best thing that young film
makers should do is to get hold of a camera and some film and make a 
movie of any kind at all. '' 

Stanley Kubrick 

Experiences in Visual Thinking, 
Robert McKim, Brooks / Cole 
Publishing Company, Monterey, 
California, 180 pages, $10.00. LENNY LIPTON SAYS .•. by Nan Robir•son 

Lateral Thinking, Edward deBono, 
Harper/ Colophone Books, 300 
pages, $2.95. 
Both of these books are good 
workbooks which offer exercises 
to help expand your thinking-to 
think more visually, or more 
creatively. (The exercises can 
easily be used in schools.) 

The Hole Thing: A Manual of 
Pinhole Photography, Jim Shull, 
Morgan and Morgan, 1974. 
This book tells you everything 
there is to know about pinhole 
photography, how to build a 
shoebox camera, how to build a 
refrigerator-box darkroom. It's 
amazing. 

The Super-8 Book, by Lenny 
Lipton, is perhaps the best overall 
nuts-and-bolts guide to Super-8 
filmmaking on the market today. 

Through words; charts, and nu
merous illustrations, the author 
covers virtually every aspect of 
the Super-8 format from history, 
film types, camera differences, and 
sound, to processing, editing, 
printing, and projection. The 
Super-8 Book is well worth its 
$6.95 list price and can be ordered 
from Straight Arrow Books, 625 
Third Street, San Francisco, Cali
fornia 94107 (Simon and Schuster 
Order Number 22082). If you are in 
Columbia, you might be able to 

Deanna Morse is in her third year . pick up a copy from the S.C. 
as Filmmaker-in-Residence for the Bookstore on Main Street or from 
Filmmaker-in-l:he-Schools program the Russell House Bookstore on the 
in Charleston. Animation being her USC campus. Here is a sampling of 
primary film interest, she has made what Lenny Lipton has to say 
a number of short films and video- about depth of field: 
tapes. Prior to coming to South 
Carolina, Deanna worked as a pro
fessional filmmaker (NOV A, 
ZOOM) for three years. 

Editor 

"The lens produces an image in 
focus in front of and behind the 
distance for which it is set. The 
range of thi r is called depth-of
field. For example, if you focus at 
ten feet, everything from about 
eight and one half feet might be in 
focus, so you have a depth of field 
from e: ~ht rnd one half to twelve 
feet . . ~ "metimes you need to 
know m"re or less precisely how 
muL:h will be in focus. For this you 
mus ~ consult appropriate depth of 
field tables . . . '' 

"There are three factors that 
contribute to depth of field: the 
subject distance, the focal length, 
and the f stop. 

-The longer the focal length (more 
telephoto), the less the depth of 
field. 

-The faster the f stop (numerically 
lower), the less the depth of 
field. 
And conversely for all these 
cases ... " 

"Here ... are the things you can 
do to get more depth of field: you 
can choose a numerically greater 
(smaller) f stop for a given level of 
illumination. Stopping down your 
lens to a numerically higher value 
of f extends your depth of field. So 
you could also undercrank (lower 
frames per second than the normal 
FPS) to increase f stop and depth 
of field." 

''You can zoom to your widest 
focal length: most depth of field is 
achieved with short focal length 
settings. 

''Step back and put more dis
tance between you and your sub
ject. The farther away you are, the 
more depth of field. 

"If you are lighting your subject, 
use brighter lights. You'll need less 
exposure then, and a smaller f stop 
will gain more depth of field.'' 

"I take all the advantages I can 
of Super 8's depth of field by often 
shooting at the shortest focal 
length available on my zoom lens. 
If I'm using an 8 to 40 mm lens, ap
proximately 90 per cent of my shots 
are at 8mm. This is not only to 
maximize the depth of field, but 
because I like the point of view and 
perspective of shooting with a short 
lens as well as the heightt:,·.ed in
timacy it achieves with my sub
jects."* 

* The Super-8 Book, Lenny Lip
- The closer the subject, the less ton, Straight Arrow Books, 1975, 

depth of field. pp. 66-68. 



BEHIND THE SCENES 
An interview with a professional, 

independent filmmaker 
by Nan Robinson 

When Bill Olsen told his 8th 
grade teacher that instead of 
writing a term paper he would 
make a film about Napoleon, Mrs. 
Brown said he would do no such 
thing. But on the last day, when all 
the papers were due, Bill showed up 
with a three-minute film called 
"Monster on the Campus." Mrs. 
Brown was furious! The class was 
delighted! And Bill had begun his 
filmmaking career! 

Some 13 years later, Bill was 
hired as Affiliate Filmmaker by the 
South Carolina Arts Commission 
(SCAC). At the Commission, Bill 
helps 16mm filmmakers to solve 
film problems of all kinds and to 
use the equipment in the Regional 
Film Editing Studio, a facility 
located behind the SCAC building 
in Columbia. An advocate for the 
independent American cinema, he 
also works with other Southern arts 
commissions to develop audiences 
for independent films made in the 
South. Bill spends the rest of his 
time doing what he has always 
liked best-making films. Below 
are answers to questions I asked 
Bill about his work as an inde
pendent filmmaker. 
Q. What was your first film

making experience? 
A. I took my father's regular-8mm 

camera (that held 25 feet of 
film and you would reverse it 
and run it back through) . and 
made "Monster on the Cam
pus." It was originally only 
three minutes long but I later 
went back and added syn
chronous sound with a tape 
recorder. We would start the 
projector and the recorder at 
the same time and I don't think 
they ever ran the same way 
twice That's when I 
formed Phantom Films and 
began turning out minor clas
sics in regular 8mm such as 
"Man Beast," "The Man That 
Would Not Die," "Velvet Vi
sions of an Orange Trip,'' etc. 
etc. 

Q. How did you finance film
making as a youngster? 

A. Well, once when I was in 
military school, I charged 
everybody in my company a 
dollar to be in my "gurning" 
film (where you see who can 
make the oddest face). So I 
wound up with $65.00, enough 
to make films for the entire 
year. 

Q. How do you finance your films 
today? 

A. Today my films are financed in 
a number of ways. I am still 
paying for "Seasons." It cost 
about $5,500.00 in all, and the 
last $3,000 was borrowed from 
a bank in my home town. I still 
owe $2,100.00 on it and pay 
about $600 every 90 days, 
which keeps me constantly 
broke. I didn't want to wait un
til it was paid for before I 
started another one, so luckily I 
was able to convince a man 
from North Carolina to put up 
all the money for "The Haunt
ed Palace," my next film. He 
puts up all of the money and 
has full financial control, and I 
put up all my time and have full 
creative control. We will split 
the profits 50150. 

Q. Could you tell me a tittle bit 
about your next film? 

A. "The Haunted Palace" will be 
a dramatic interpretation as 
well as a visual interpretation 
of the works and life of Edgar 
Allen Poe. I have spent about 
seven months writing it, and 
will begin filming this Spring. 
It has about fifteen actors in it 
and has six locations and a 14-
day shooting schedule. I feel 
like it's my "Barry Lyndon" 
because it is my most ambitious 
film to date. I'm really excited 
about it because it hurls me into 
areas of filmmaking where I've 
never been before. It's the op
posite of my last film in style, 
but tl).at's how I learn; hoping 
to improve myself by never re
peating my mistakes, and keep
ing the mistakes down by 
thorough planning. 

Q. How did you get from amateur 
to professional? Where were 
the breaks? 

A. I dropped out of UNC at 
Chapel Hill and went to grip on 
a low-budget feature entitled 
"Hot Summer in Barefoot 
County."* That led eventually 
to six more features and to a 
two-year "career" of free
lancing in Charlotte on any
thing and everything. There 
were four of us who free
lanced, usually as grips but 
sometimes as assistant camera
men or assistant soundmen, 
and we would all hang around 
and starve together between 
jobs. I had worked on only one 
commercial in four weeks and 
was living off Master Charge 
(who I am still paying back). 
But the experience of working 
on hundreds of films; features, 
commercials, industrial films, 
travelogues, etc., was immense
ly valuable to me and I'm glad I 
did it. It led to a six-month job 
at a production house in High 
Point, N.C., called Talkies, Inc. 

Q. Which filmmakers have in
fluenced your work most? 

A. Stanley Kubrick is a master 
filmmaker . Every time he 
makes a film he writes another 
chapter in film history. He is 
my mentor because he can film 
with the simplest of equipment 
yet achieve perfection, because 
he is a perfectionist and sets 
gruelingly high standards for 
himself and his talent and crew, 
and because he is a visionary 
artist but possesses a sharp 
business mind. He is the ul
timate independent filmmaker 
because he has gained the re
spect necessary to earn high 
budgets and total creative con
trol. All of his films influence 

• Grips are production assistants responsi
ble for setting up and breaking down the 
set. Camera grips might set up dolly tracks, 
help the director of photography light a 
scene, or push the camera around during 
filming. 



me greatly. Also, Nicholas 
Roeg is a favorite of mine. He 
made "Don't Look Now," 
"Walkabout," and "The Man 
Who Fell to Earth." And 
there's Roger Corman, king of 
the B-grade films, who did a lot 
with very little. 

Q. Why did you choose film above 
all other media as a means of 
self-expression? Why do you 
make films? 

A. I tried radio as a DJ for two 
years, and I tried television for 
a year, and the only thing that 
they both have over film is im
mediacy, but I would rather 
spend time totally crafting an 
image rather than playing 
beat-the-clock as in television, 
that is unless you are doing film 
for television, but even then it 
is a compromising affair be
cause it has to be shot for the 
tiny screen. 

Q. What standards do you set for 
your work in filmmaking? 

A. I set the highest standard 
possible within the time I have 
allotted myself, and the 
amount of money I have to 
spend. I always make a produc
tion schedule and I try to stick 
to it. I always have a budget, 
too, but it's usually too low and 
I wind up going over. But I am 
trying to gear myself up so that 
during the production of the 
film itself, that is during the ac
tual shooting, the only restric
tions I want to allow myself is 
sleeping and eating, but I will 
have to take vitamins, eat well, 
and regulate my body before 
that so I can push it during the 
filming which is always so ex-

hausting emotionally and phys
ically. 

Q. How would you describe your 
films; what kinds of films do 
you like to make? 

A. I like restructuring reality in the 
past or future tense. I don't like 
to make contemporary dramas. 
I also like working with actors 
in simple situations. Something 
like "Earthquake" or "Tower
ing Inferno" doesn't interest 
me because it is too gargantuan 
and yet it is rather shallow in 
the amount of substance it of
fers the audience. Working 
with low budgets and getting 
your money on the screen fas
cinates me, and therefore I 
acknowledge that since I want 
to continue working with actors 
and since I have a knack for 
stretching the dollar, I feel I 
must not compete with the scale 
of Hollywood, in its fascina
tion for recreating reality in a 
large sense. It costs nothing to 
venture inside of people and 
that's where the mysteries of 
life lie anyway, not in some 
toppling building with a cast of 
thousands. 

****SPECIAL NOTICE**** 
The YOUNG FILMMAKERS' 
FESTIVAL will be held this year 
in Columbia on Saturday, May 
7, 1977 in Drayton Hall at the 
University of South Carolina. 
The deadline for entering films is 
April29, 1977, so please write to 
the Arts Commission for entry 
forms and other information 
early. And make plans to come 
to the Festival very soon! 

Filmmakers, above, are involved in a super-B workshop. 

FILM SOUTH 
77 AWARDS!!! 

Film South is a very important, 
regional film festival that is held 
every year at Converse College 
in Spartanburg, S.C. (usually in 
January). This year, 14 South 
Carolina filmmakers won Film 
South awards: 

Gary Hinshaw from West Co
lumbia for "Everyone's is 
Different." 

Sam Herin from Columbia for 
''Fable of Eson. '' 

Allen Stoddard from Columbia 
for "Film Painting." 

Frank Catril, Scott Ewing, 
Evelyn Cromer, Gary Pitts 
from Clemson for ''Gregori
an Dairy Freeze." 

Cliff Amick from Gaston for 
"Scratched." 

Catherine Holland, John Leslie, 
John Harley from Clemson 
for "Teach Your Children." 

Bruce Polhamus from Greenville 
for "Tomorrow We Die." 

Glen Dean from Spartanburg for 
"Untitled #1." 

To all of the above, our hearty 
congratulations!! 

CROSSWORD PUZZLE ANSWERS 

Across 
6. Blimp 9. Up 11. Lights 13. Nor 
14. Superimpositions 18. Men 19. Cine 
(cinema) 20. Let 21. PG 22. We 
23. S.C. 24. IPS (inches per second) 
25. Ea. 26. So. 27. Matte 29. Cutout 
32. Rin (Rin-Tin-Tin) 33. AP (Associated 
Press) 34. Evolve 36. Threading 
40. Et 41. Grip 43. Gaffer 
46. Pan 47. FX 

Down 
1. AB 2. Cinemascope 3. CU (Close-up) 
4. Filter 5. Oh 7. More 8. Print 
10. Processing 12. SOS (Save our Ship) 
14. Slow 15. Sit 16. In 17. Negative 
20. LP (long-playing record) 21. Pet 
24. In (inches) 28. Atomic 29. Cut 
30. Tar 31. Ted 35. ETV 37. Ho 
38. ASA 39. Need 41. Got 42. Up 
44. Ft (feet) 45 . SF (single frame) 



DOWN 
l. "_" Rolls-Putting original film footage on two separate 

rolls so that when it is printed, splices will not show. Also 
allows lab to add special effects. 

2. Wide Screen. 
3. Tight shot: abbr. 
4. Device built in or attached to a camera to prevent passage of 

certain light rays. 
5. Exclamation expressing fear, wonder, surprise, etc. 
7. Adjective meaning greater in amount, quantity, degree. 
8. A photograph or motion film made from a negative. 

10. All the chemical and physical operations necessary to con-
vert a latent image into a picture on film. 

12. Naval distress signal: abbr. 
14. "-Motion"-filming at from 32 to 54 frames per second. 
15. To rest weight of body upon buttocks and back of thighs, as 

on a chair. 
16. Opposite of out. 
17. An exposed and developed film or plate on which light and 

shadow are in reverse of positive. 
20. Short for phonograph record. 
21. Domestic animal. 
24. There are 12 in a foot: abbr. 
28. Of or relating to an atom or atoms. 

ACROSS 
6. Soundproof camera housing to prevent camera noise from 

being picked up by microphones. 
9. "I've been down so long, the only way to go is_". 

II. Devices which illuminate movie sets. 
13. Short word meaning and not, or not, not either. 
14. Two scenes exposed on the same piece of film, one on top of 

the other; plural. 
18. Opposite of women. 
19. First four letters of French word for movie theatre. 
20. To allow to pass, come, or go. 
21. Movie rating code: abbr. 
22. Personal pronoun-1st person plural. 
23. The State filmmakers must live in to get a Youth Film Pro-

duction Award: abbr. 
24. Measurement for audio recording speed: abbr. 
25. Each: abbr. 
26. South: abbr. 
27. Another word for mask, a light obstructing device designed 

to regulate the size and shape of the moving picture frame. 
29. Scissors and drawings are used in making this kind of 

animation. 
32. First part of famous movie dog's name. 
33. TV and newspaper wire service: abbr. 
34. To develop by gradual changes; unfold, as in man's develop

ment from a monkey-like creature. 
36. The placing of film in proper way for correct passage 

through cameras, viewers, or projectors. 
40. Latin word meaning "and" ("_ tu, Brute?") 
41. Name for person responsible for putting up and taking 

down a movie set. 
43. Name of chief electrician on a film crew, so-called for the 

silver electrical tape he/she uses. 
46. Side to side camera movement. 
47. In film, abbreviation for effects (sound effects, special ef

fects). 

29. What movie directors yell to stop the camera. 
30. Sticky, black road surfacing material. 
31. Nickname for Theodore. 
35. Educational Television: abbr. 
37. Santa Claus greeting. 
38. "_ Speed"-Film sensitivity to light as rated in numbers 

established by the American Standards Association. 
39. Something useful, required, or desired that is lacking. 
41. Past tense of get. 
42. Opposite of down. 
44. There are three in a yard: abbr. 
45. To shoot one frame at a time: abbr. 
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