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INTRODUCTION:

My dear friends here inKorea, fornearlythree years we have
lived and worked together, For me this hag been 2 most reward-
ing experience and I hope that this is true for you. If, in some
small way, we have bridged many of our differences...arrived
at a deeper understanding of each other through our working to-
gether, then we have come a long way.

In this book we talk about our work, the production of educa-
tional films. W-e talk about the films we've made during my stay
in your country. We talk about the films I hope you will continue
to make long after I leave. If there is one bit of helpful advice
I can give you it is DON'T UNDERSELL THE EDUCATIONAL OR
THE DOCUMENTARY FILM. The feature film has its place and
we all enjoy a skilfully produced feature movie, but the more im-
portant type of film is the kind you make, the EDUCATIONAL, the
DOCUMENTARY. In support of this I offer the words of Leon
Gutterman, Editor and Publisher of Wisdom magazine:

"The educational film is a great art whichmatches the classic
achievements of literature, painting, poetry, architecture,
sculpture, and music.

"The educational film belongs to the people andmirrors their
lives. It is one of the greatest weapons utilized for cultural
and social advance.

"Education is the foundation of democratic liberties, the key
to world order. No thinking person doubts that we are liv-
ing in a decisive moment of human history. The complexity
of the present situation at best is baffling to all of us. We
are faced with a changing, groping, unstable world - a would
that is a battleground is the global struggle of ideas for the
possession of the mind and the spirit of man.... The educa-
tional motion picture isanoutpostin this struggleofideas. ...

"The producers, directors, and writers ofthese unique class-
room films are intelligent men who make intelligent films
and content that theirs is essentially a medium for convey-
ing information, idea s, knowledge--not something to amuse,
to divert, to pass an idle hour....

- ———— L ————
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"They have extended the dimensions of learning.
They have opened new horizons in learning...

"It is not too much to say that ciassroom fiims constitute al-
" together ihe most powerful educational influence that exists X
-in the modern world. " '

Is this not the epitome of a documentary film maker's career,
to become a regular contributor of dynamic educational materials--
the bringer of new ideas and new methods on health, sanitation,
farming, business, fishing, community cooperation and endless
other phases of development your country so desperately needs?

. e T. Layton Mabrey

Korea, 1961 %

k |
3

1_

-vi -




FRAME IN CHAPTER I

FILMS BY TYPE

It is well to begin with a discussion of the kind of films with
which we are primarily concerned. Educational films are usu-
ally .documentary in nature, although the feature film technique
(generally associated with the entertainment film class) may be
utilized. Generally we think of the educational film as (1) moti-
vational, (2) instructional, and (3) informational in character.

The educational or training film may be developed in a
variety of ways. The most important types will be discussed in
this chapter.

1. The Demonstration Film

A favorite "nuts and bolts'' routine, showing step by step
how a food is prepared, how a piece of clothing is cut out toge-
ther, or how the M-1 rifle is cared for. This type of film gets
directly to the point of its message without any flowery begin- -
hing or ending. Handled either in voice-over narration or lip-

. synch dialogue, & majority of the Army, Navy, and Air Force
training films are of this type. This format was also popula-
rized on television, first as a live show and laier as a filmed
program. ‘Many of the television commercials followed this
pattern. The old "pitchman" of the days of the carnival and
county fair returned and before the TV cameras sold his wares
through high-powered, hard-sell demonstration.

Short five -minute "How To Do It" films contributed io ieie-
vision as "standby'" or 'fill-in' material. Most notable of this

‘type that we have produr.zd here in Korea are:
IMPROVED CLOTHING, GRADER MAINTENANCE, IMPROVED
KITCHEN, BETTER DIET, and IDW INSTALLATION.

2. The Exposition Film

Reveals ''the Bad" so thoroughly and emphatically that only
the reverse, '"the Good' is the obvious solution to the problem.
Many films in the early 1930's in the States were documentaries

that used this approach. Portions of THE RIVER and THE PLOW
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THAT BROKE THE PLAINS were dramatic expositions of ravaged
timberlands, eroded crop fislds....a life of squalor and misery.
Again, THE CITY is an interesting documentation of poorly planned
housing and the "'rat race’ living of the city dwellers. These films
first exposed the problem and then proce eded to ofifer a solution.

To control the Mississippi River a TVA program was set up and
the valley rebuilt. To prevent exosion the farmers were urged

to practice strip farming and not misuse their land. As a partial
answer to the poorly planned city housing, new ideas on city
planning and apartment housing were visually proposed. This
type of film is designed to produce a reversal of thinking.on the
part of the audience. In the case of one of our own projects,
SUPERVISOR AS LEADER, we are putting this approach into
practice, By revealing a number of ''bad'' traits found in the
section chief, Kim Han-kyu, and his scheming associate, Hong
Jun-sup, we aitempt to cause our audience to "act in reverse' or
to practice the ''good' traits,

3. Lecture by Authority

From the days of Confucius and Socrates down to the pre-
sent day, the lecture of the teacher, the lecture of the authority
has always found its place. First, on the step of a building,
then on a podium before a live audience, and finally before a
camera, this form of instruction has been used and misused down
through the ages. All too often this manner of presentation is
boring and only the most stimulating personality can carry this
teaching method to a successful end. This is especially so when
he no longer works to a ''captured audience" such as a college
classroom, : -

There have been some exceptional programs of this type in
~ recent years.. These '""camera talks' on film or before the tele-
vision camera have been successfully used by city mayors.in
taking their annual reports to their constituency. Again, with
the advent of educational TV, men like Dr. Frank Baxter, well-
known for his '"Shakespeare on TV'', have been able to lecture
to a wide audience. '

Most typical of the ''camera talk' is the demonstration and
lecture of Miss Kim in IMPROVED CLOTHING. This 15 minute
f£ilm could fit into States-side, locally produced, midmorning
‘telecasts for women, Some of the lecture film approach is also
evident in SUPERVISOR AS LEADER, PART II, since
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problems’ are iri,trbdﬁ‘éed'an'd ‘continuity is provided by a lecturer
at a blackboard. = S .

A word to the wise, if you are involved in the production of
a "camera lectuie'’, enliven it by the use of film clips, slides,
models, charts, and flannel boards.

4, The Film of Argument

Picture two outstanding authorities.on a subject, each of
which has very definite opinions relating to the subject. Further-
more, each of these men has a substantial backing of facts on
which to base his opinions. They differ as ‘much as night and day.
There is bound 1o be.conflict. The film of argument attempts to
visually debate the pros. and cons of these two ‘authorities.” This
does not mean that the film becomes a mere recording of a debate
such as the ones held by candidates Kennedy :and Nixon on tele-
vision. Rather the film itself become s the presenter of highly
visual evidence supporting both sides of the argument.” Mere
statistics, although invaluable in themselves to ‘a‘certain cause,
are dry and uninspiring (except to the men in the statistics field)
and in order to broaden the role of the statistics, "the movie ,
maker atternpts to give these figures new zest.... to change them
perhaps to symbols and then from symbols to realistic photo-
graphic coverage, To have an authority tell the audience that
last year such and such a number of people died of starvation in
#X" Province is much less effective than if the audience is ‘shown
pictorially, starvation, death; and burial of the victims. ‘Show-
ing a hundred graves open and filled with a hundred corpses Says
more than the statistic ''10,000 Dead" read from a report by an
authority. : " Co I

In the argumentative film there is the protagonist and the
antagonist. Referring back to the Greek dramas of old we find
that these main actors provide the "fof'and HMagainst’' elements in
our story. Once arguments have been presented by these two
opposing spokesmen or opposing coverage of ‘subject matter, the
.audience is usually allowed to determine their choice. Often the
argumentative approach is very helpful in designing a ''talk-back"
production. : o U

The closest we've come to making a film of argument is the
LET'S PLANT ACACIA film. But, rather than resulting ina
strong argument for and against, it turned out to be more of

-3 .
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' _“’into a serious discussion of the film's subject matter. This film

“pr;e~sénkté\d, and to come up with solptioné to the film's problerxis .

uSti‘ll another use of the film disregards the beginning (statement

_tion may be designed as a talk-back film, Becoming impersonal
we. find that filmed analysis of a chemical process, a space
flight venture, a surgical effort could be outstanding examples

- had.at least one try at this.type of film in the SUPERVISOR AS

D Al e R S Sl Y

RIS S T A A L

a question-and-answer session between. two narrators, A and B,
as they discuss the good and bad features of the acacia tree. A
strong positive stand is not taken by the questioner.... he devel-
oped into a means of breaking up what could have been a mono-
tonous narration. This sharing of the narrative with two or more
speakers is in itself a useful measure, bui the speakers of the
filmic material must stand apart, eath with strong conviction in
the argumentative approach.

5. The Talk-back Film

In recénﬁ years this iyp_e of educati‘énal' film has been a popu-
lar one. In this film the basic idea is to provoke your audience

may have a beginn'i'n‘g and an end, but not a middle, In other
words, the probler may be pre sented and a solution advanced
but the audience is expected to £ill in the middle portion of the

film, such as facts, figures, demonstrations, ‘people in situa-

tions, and.people in conflict, 'Aglin. the film may be designed

with a beginning and a middle but lack an ending. In this film,

it falls upon the viewers to discuss the problems as presented,
to review the circumstances under which the problems were

. N

of the problem), carries the viewers through the middle of the
filmic experience, and offers a solution or several solutions to
the problem. But just what are the problems? Can he envisijon
them:in a film dramatization and can he then envision them in
everyday life?

'In the talk-back film, the message is often concealed. Film-
ed case studies of subjects such as the time-motion analysis of
workers.in a plant, case studies of adjustment problems of.
children, or case studies of persannel problems in an organiza-

of the talk-back or discussjon-provoking motion picture. We have

LEADER series. In PART 1, for example, the audience is in-
formed that there are four supervisor problems in the film....
can they recognize them? The film was designed with a twenty-
foot run of black leader at the end of the last dramatized situation,
enabling the projectionist to stop the projector at that point so ’

-4 -




the audience can discuss the filmed situations, attempt to re-
cognize the problems, and offer solutions to them. Once the
discussion wears thin, the film mdy be played off again, or the
summary atlached to the énd 'of the black leader may be played
off. This summary utilizes a ‘combination of "live action' and
"fyrozen frame’ technique to put across the four supervision
principlés. All in =11, this kind of film has the advantage of mak-
ing the instructor work at showing the film to his viewers. The
effectiveness of this film depends on how well the instructor helps
his audience investigate its many facets. A film like this will not
‘stand alone; it must be supported by the viewer's participation,
biit it can be among thé most ¢hallenging of teaching tools avail-

ab‘l’eir, R,

6. The Animated Film

Animation may be used to visualize the unseen such as mole-
cular structures or other abstract subject matter such as’shipping
routes; to present in a more interesting'way, statisti¢s, involved
mathematical formulas, titles, etc., and to delve into the fan-"
tastic, the unreal.,” I B ' R

e e, sl

Besides the use of standard animation artwork (cel animation),

tabletop models, puppets; movable ‘plastic figures, wood figures

and paper cut-cuts may be animated. Animation may be used very
_efféctively in combination witk, or in support of, live photography.

"This type of educational film has now become widely used, especi-
ally with the public's acceptance of stylized art forms and greatly
simplified animation techniques. In both Europe and Ameérica, the
animated "TV spot commercial' usually running between 20
seconds to 55 seconds in length, represents some of animation's
most exciting cr eations. '
' In 6ur experience we have combined animation with live pho-
tography-in' DAM CONSTRUCTION, LET'S PLANT ACACIA, and
'PROFITABLE SHRIMP PRODUCTION. KOJOOBOO AND, THE
RATS was our first attempt at full animation: - S

“ 7. Ifxé 'Glorious Appeal

_The films the United States produced to stimulate the pur-
_chase of war bonds during World War II, the mass demonstration
‘films of the Hitler propaganda machine; and a large mimber of the
works 6f Sergi Eisenstein--all of thesé fall, more or less; into
the realin of the '"glorious appeal' motion picture. - Co

-5 -
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Highly stylized. .. .realism stretched into overworked sym-
bolism. . exaggerated and trumped-up situations accompanied by
grandiose musical fanfare....mass demonstrations....highly
dramatized montages. .. .overwhelming crowds and Iengthy dis -
plays of war equipment....they are a far cry from the almost fac-
tual, highly reserved war films of the British.

The "glorious appeal' may be reduced from symphonic to
chamber music proportions. Still highly peppered with propagan-
da, this subdued version often falls into the class of the lyrical
documentary, to wit, the French film, La Rose et 1a Roseda.
Some of the illustrated commemorative songs produced here in
Korea from time to time could roughly be placed in this lyrical
documentary category.

Skilfully designed to break down the reasoning facilities of

Vn‘xan, these films have proven moat successful in the past..

Somehow we all get a thrill out of a football team in actmn. a
tight formation of soldiers marching by the hundreds with sun-
flashed bayonets, or five thousand students defying the tanks and
rifles of their army in bold protest against their government.

" These impressive shows of strength, captured on film and dyna-
mically edited according to a plan, give us one of our greatest

weapons. Emotions override reason....the viewer associates
himself with the horde....he is ready to join. .. .the film succeeds

in accomplishing more in ZO minutes than five hundred sermons

on Sunday.

8. The Feature Film .

Frequently we find elements of the feature film in our educa-
tional motion pictures too. The feature needs little or no introduc-
tion. Usually it is a filmed dramatization of an original film
script, an adaptation of a novel, or an adaptation of a_stage play.
This type of film uses professional performers (actors) to play
the parts of characters portrayed in the film script. Generally
the settings are contrived. Sometimes the documentary approach
is skillfully applied to the feature. According to production costs,
acting personalities, and guality, we find there are A, B, C, and
D class films. Often where television is available, the older
features are telecast, bringing in extra income, but of course the
main revenue from feature films comes from a ticket-buying
audience in a theater, along with popcorn, Sinalco, and dried
cuttle fish.

- __-e———_._._.——\_—‘ E
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In some educational p}oductioni it is possible to combine
elements from several of the types discussed. -As.we will find
out in the ensuing chapters several important factors will
dictate the approach you use in your film. A film's purpose and
its audience are the touchstones from which spring the story.
Our mission as people in ‘the film production business is to turn
out the beut product pouiblo. We will be judged by the work we
turn out. .. .she good work will be praioed and rémembered but
the poor. work will also be remembered. In the pages that ‘
fallov, we' wxll discuu frankly the good and the poor of films we
have made, the idea being that it is better, by far, to read about
these mistakes and avoid making them in the future than to
actually commit them ourselves. Learning by makmg mistakes
is costly and tune-conauming, and life is too short ‘

.....




CHAPTER 1I

THE EDUCATIONAL FILM PACKAGE PROGRAM

y far one of the most effective teaching tools is the 'film
package." The wise sponsor will often favor a three or four-
film package rather than try to cram all of his message into a
single film. This means he will have the producer or writer
first design him a main film covering his particular problem on
a general basis. Integrated throughout the main film's story
will be the makings of a number of follow-up films covering
specific problems which would have burdened an audience had
they been included in the main film's story. These follow-up
movies may be simple "how to do it'* productions, they may
follow a "case study" format, or they may be "talk-backs.' The
important thing to remember is that the subject matter covered
in the follow-up films and the main film are closely related.
The film package can be shown in numerous ways: (1) as 2 com-
. plete package, (2) the main film can be shown alone, (3) the
main film and one of the follow-ups can be shown, or (4) the
follow-ups can be shown independently. There are many ways in
which these films can be tied into the main film:

1. Build up a situation whereby there is a film showing to
an audience within the story the oft-used film within a film
approach,

2. Advertise the follow-up films visually by posters, pam-
phlets, and models,

3. Mention the follow-up film's subject .natter in the dialogue
of your main film's characters.

4. Plan a script wherein your characters in the main film
actually participate in the production of the follow-up films.

5. Then there is the old "serial film'" trick....Build up your
audience to an incomplete climax. .. .to the point where they
will become very excited and intensely interested in future
films related to the main story which they have just seen.

6. Utilize an opening and/or closing device common to all of the

films in the package. Devices would include title backgrounds,
similar opening and closing action, and lettering styles.

-8 -




The nearest we've been able to come to working out the "film
package idea is the series we produced for the Home Economics
Department in the Agricultural Extension Division. We decid=d
that one main film ¢ould carry the story of a young Home Exten-
sion agent and her experiences in introducing néw home-making
ideas into a 4,000-year-old society. Home meetings and demon-
strations of cooking or sewing would be touched upon incidentally,
as Home Agent Kim attempted to establish rapport with the women

-in the village, Supporting the main film would be four demonstra-
tion ""how to do. it films. These support films would cover in
detzil, IMPROVED CLOTHING, BABY CARE, IMPROVED
KITCHENS, and A BETTER DIET. '

. - After much discussion of a number of different opening de-
vices, the writer-directors decided that a common opening title
should'be used to introduce each of the four films. The opening
title-would read "Woman's Topic for Today" and following this
title would be the sub-title of the subject matter to be demon-
strated. Identical visual backgrounds would be used for each of
the four "how to do it's." This background, we decided, would
be a shot of villi;e women working and talking under the shade
.of a large tree. . The title information would be superimposed
‘over the foliage of of the trees. - :

From time to time throughout the film, visual training aids,
such as pamphlets, charts and models were to be brought into
play and whenever possible, they were to be mentioned or shown
in-the main film story. The how-to-do-it'films were advertised
_on the village bullétin board in the main filmas part of ‘Home
Agent Kim's home improvement campaign and in the closing shot
‘of the main film we also-had Miss Kim enter a notation of the
‘showing of the film series, "Today's Topic for Women" into
her workbook. The Film Package is illustrated in Figure (1).

With thése elements of the Film Package put to use on the
Home Economiés series we all finally agreed to permit each
trainee director considerable freedom in story-telling his indivi-
dual film assignment. The writer-directors assigned to BABY
CARE and IMPROVED KITCHENS settled on the use of a visit-
ing Home ‘Agent to carry the continuity.

In the BABY CARE movie the Home Agent device was weakly
used. The Agent appeared only once, gave a rather hurried and
undemonstration-like demonstration, and then was forgotten,

-9 .
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the other displays of sewing and food preparation being carried
by the mother and grandmother. This shift of demonstration
from the teacher to the taught was misleading and the film could
have been substantially better had the Agent been given a stronger
role.

On the other hand in the IMPROVED KITCHENS film, the Hom:
Agent provides important continuity, aided by a flip chart of highly
informative and well -executed plans for improved kitchen furniture.
Careful selection of the young woman, a real Home Agent, to play
the role of the agent, paid off in a warm and winsome performance.

The same young woman ‘vho appeared in the Better Kitchen
film was chosen by a different director to perform a one-woman
demonstration role in BETTER CLOTHING. Though a bit stiffat
first, since this was a job requiring her being almost constantly
before the camera's eye; Miss Kim soon became more confident
and came through again with flying colors. Working in the con-
fines of a single set with a sewing machine, a bulletin board, a
manikin, and clothing materials, the director and the camera
crew learned to use the very important cut-away shot, the follow
pan, the dolly in, and the dolly out shot inyelving follow focus,
The director and Miss Kim, the performer, received invaluable
experience in making this ""one man'" demonsiration by authority
production.

‘The BETTER DIET production made no attempt to bring in
the Home Agent. The idea was that nne of the village women had
been introduced to some new foods by the home agent and now
she was showing three or four other neighbor women how they are
prepared. Essentially the film is an illustrated lecture designed
to introduce a faster way of making bean cake and a more inter-
esting way of preparing rice for the schoolchild's lunch box. This
film was simply done, in an authentic Korean farmhouse kitchen,
and had a degree of local appeal which would make the viewers
feel a little more at home.

And so went our first experience with the Film Package.
Perhaps this series successfully embodied the elements found in
a typical States-side '"Betty Crocker' format demonstration
popularized on television over the past decade,

- 10 -




Package Program Supplements

Equally important to the success of the Film Package are the
numeroua supplementary training materials. Teachmg aids,

, ,carefully mtegrated into the film's message, give the package '
. extra. impact. Perhaps the most important follow-up aid for any

educational film is the FILM STUDY GUIDE, which'we will take
up-in this chapter. Among other support materials we find FILM
STRIPS, SLIDE FILMS, MAGNETIC TAPE RECORDING, DISC -

-~ RECORDINGS, FLANNEL BOARD PRESENTATIONS,. MODELS

Film Study Guxde

'{STILL PHOTO EXHIBITS, POSTERS, and PAMPHLETS

‘ If, for example, we'were to’ develop a complete Package
Program for the Home Economrcs eerrea of ‘films it would look

T

W “ e _.‘ &
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Time and epace wﬂl not permit gomg mto a study of all of
the support materials. ' Needlese«to ‘say they must be well planned,
carefully directed, inte ﬁated with other training aids, and skil-
fully executed. Our most immediate ¢oncern is with the Film
Study Guide, wluch is ;&neceseary support to ‘any training film,
It is a training aid: dei’igned to help the: pro;ectmmst and film
discussion leader presentJ more effeptively the message of the
motion picture. fTo encourage 1t's use by the’ ‘sponsor of the film
is the job of every producei-of the-éducational’film. By: helpmg

kS the aponsor develop the right kind of Film Study’ Gulde you,: asa:
Twriter,. wxll atretch the scope of his film beyond ; a mere v;sual
_and aural’ experrence into a dynamic teaching tool.

. .
. s \ N S T
. Ic'«’sr«w ';* .4' S floge ke

< The Frlm Gurde usually is made up in flyer, pamphlet, or

booklet form. Although it is not essential, an unagmatwe layout
‘of your: gurde will attract attention. A basic layout will 1nc1ude

the followmg informatmn to a greater or less degree. o

P B .ty

e '.,:l:‘actl About the Film

The title

Its length, both in terms of reels and minutes
"Black and white; ‘color; or both? . -

Sound-on-film or silent?

Collaborators, technical advisors, or special performers
The sponsor and the production unit

O WV e
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Figure 1. THE FILM PACKAGE
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EDUCATIONAL PACKAGE PROGRAM
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Figure 2. COMPLETE FILM PACKAGE PROGRAM
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Purpose of the Film - How much can be expected from it

1. 1s it to demonstrate how to doa specific task?

2. Is itto strictly inform?

3, 1Is it to motivate or stimulate action on the part of
the viewer ?

Target Audience

What individuals or groups would benefit most by seeing
the film? Their ages, their environments, their educational
levels, their occupations. ' '

The Story

A brief and to the point oynopsie of the storyas told in
the film. Three to four paragraphs should be enough to
- summarize a twenty-minute film. '

. How to Use i:he Film

1. Plan - A film discussion leader must preview-the film
and pick out the points he desires to make. Usually the
subject cannot be fully grasped in a single viewing, and
it is therefore wise for him to plan on a number of
showings of the film depending upon the complexity of its
content.

2. Show - Special consideration should be given to methods
of projection such as stop-discuss-resume projection .

" which is frequédntly.used-in presenting 'talk-back' films.
Before showing the film to the audience it is helpful to
prime them, to set the stage as it were so they'll know .
what to expect in the film and what is expected from
them. Preshow discussion gets the film off to a good
start.

3. Follow-up - The strength of the film is gauged by the
comment it causes from the audience, As an aid to the
film discussion leader, background material, suggested
questions, and related subject matter should be included
in the well -planned guide.

- 14 -




4, Review - Frequently a brief summary of what has been
will help, along with further review questions.

Continuity L

More elaborate gu1des include a breakdown of the film
story, sequence by sequence and often scene by scene. The
length of the scenes are desxgnated by footage or running
time. A runmng narratwe ‘accompanies the action. This is
not always neécessary and there is no reason why an outline
of the sequences will not-serve just as well for many film
projects.

Related Materials

Other educatiohal materials available to the viewer for
further investigation of the subject matter touched on in the
film should be established. Related materials would include
hooks, other films, special readings, film strips, and audio
tapes.

Technical Terms

As a further step, if your subject matter is especially’
technical and filled with lots of technical jargon, much of
which the audience may not clearly understand, a listing of
these terms is most helpful to include, either as footnotes
to the continutty section or as a separate vocabulary growth
study.

There follows a Film Study’ Guide designed to support an

educational film made here in Korea, entitled SCIENCE CI1.ASS.
This guide was made up in cooperation with the film's’ sponsnr.
It will give you, the reader, a good idea of what we've been talkn
ing about and help you in preparing one for your ‘own f11m '

1. o
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S-A-M-P-L-E

SCIENCE CLASS

An Edﬁcational Film Adventure

_in Which Korean High School

Students are Taught by the
Scientific Method

A ROK/ US@M fllm produced
by the Korean Natmnal
Film Product:on Center for
the mestry of Education

A_black and white production in

16mm or 35 mm

Running Time: 19 minutes 33 seconds

Available through Audio- Visual
Demonstration Centers located in Pusan,

Kwangju, and Seoul City

- 16 ~




SUGGESTED USES FOR THE FILM

PURPOSE

SCIENCE CLASS is planned as an instructional aid to be used
to help develop an understanding of the problem-solving or scien-
tific method of teaching, for: (1) college classes for teachers-
in-training and (2) inservice groups of teachers. ‘

Although the film story deals with problems of disease
through parasitic infection, the film is not designed to accomparny
the secondary school cBurse of study in biology. Rather, it
should be recognized that the methods portrayed are applicable
to many areas of the curriculum in addition to science; particularly
social studies, home economics and vocational education. This
method of teaching is of distinct value in relating school prob-
lems to community life problems.

The students in the film story are in high school, but the
way of working with students in problem-solving activities can
be adapted to younger children and college classes as well.

THE STORY

This film depicts a striking departure from the most com-
mon method of teaching in Korea - the lecture. Here we may
observe a biology teacher, Mr. Kim, initiating a unit of study
about parasites at the secondary school ievetl.

As the story begins students inay be seen leaving the class-
room and discussing several questions Mr. Kim has given them.
They are supposed to think over these questions and come to
class the next day prepared to discuss them and to ask further
questions.

In the next scene several of these students are observed as
they walk home after school. With the teacher's questions
still on their minds, .some of the common everyday scenes,
such as the application of night soil to vegetable patches and
children playing in the dirt, take on new meaning and these
students ask themselves if perhaps these are some of the pos-
sible sources of infection the teacher was implying. '

- 17 -




The following day the students meet with their teacher. Here
they raise questions about causes of stomach trouble and related
illnesses. Many of these questions will later serve as guides to
the students in their investigations of the causes of parasitic in-
fection. Lo ) -

Next they are observed in class suggestmg hypotheses to be
tested and making plans for testlng the hypotheses.” These plans
include such activities as designing experiments to be carried out;
reference work needing to be done in the. library; reports to be

made to the rest of the class selections in the textbook and some ..

of the teacher 8. reference books that need to be consulted and
diagrams that, need to be drawn,

Havmg made very careful plans under the teacher 8 guidance,
students proeeed to carry fhese out. They visit the local hospital,
gather water from local wells, obtain soil samples from garden
patches as well as samples of local foods obtain samples of
dirt from the road where -childen are playing, and receive samples
of feces from class members. :

The data gatﬁexed:'are carefully analyzed; conclusions from
the experiments are cautiously drawn by the various groups. In
other words, hypothe-.s made earlier are tested. Reference
books are consulted and notes taken., Finally, the, conclus1ons -
drawn are presented by the various groups to the class .

As the film ends . the steps in the ‘scientific method are re-
viewed and summarized. Plans are made to try to improve
some of the conditions regarding iSources of infection of parasites
learned by the class.

" BACKGROUND FOR INSTRUCTOR .

A number of concepts about superior teaching are developed
in theé film. These include the following, the implications of .
each of which should be d1scussed by the professor or leader
with his students

1. Science is a method of inquiry.

2. Problem-solving or inquiry is a way to deal with problems
of daily living in the home and in the community.

- 18 .
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Students can come to fully underltand science as @ means of
solving problem#, of inquu'y, ‘only as they are given oppor-
tunities invélving’ direct experience ahd participation, in
trymg to 1dent1fy and solve reahltic problems

R ks i, kA T S

4. Good teaching requires the use of a vanety of teaching
methods with the methods used by the teacher denendent on
his teaching ob;ectwes Methods observed included the

o et e A Al el B R AR A b

following:
A. Pupil-teacher planning ,
B. Class Discussion
C. The lecture .
D. The field trip
E. Experimentation in the laboratory ‘;
F. Reference work (library re search) 1
G. Cooperative group work N
H. Student and group reporting to the class
1. The use of resource persons in the commmunity
J. Student homework assignments including both

reading and working on life-centered problems

K. Development and use of visual and/or audiovieual
devices.

5. The problem-solving method includes at least five steps

Recognizing the problems :
Making hypotheses ‘ ﬂ
Coliecting data _
Analyzing data ' ]
Dra.wing conclusions 1

mpaw»

6. Objectives in the development of attitudes, skills and under-
standings must be kept in mind when planning and carrying
out learning experiences.

A. Objectives of skills in science

(1) To identify and define pro.blems( [
(2) To-suggest hypotheges :5
(3) To setup a dequence of steps (design and experi-

ment) to analyze and test hypotheses ‘
(4) To gather, analyze, and summa.nze data from 1

- 19 -




a variety of resources including the library, com-
_ munity institutions, teacher and text.

{5) To draw conclusions which do not over-generalize
based on the evidence obtained.

(6) = 'Igo use the microscope better

(7)  To test vegetables, soil samples and water for
parasites

(8) To identify under the microscope the most common
parasites of Korea which infect the populace

(9) To describe in detail th,e life cycle of one or more
of these parasites.

(10)  To use in both written and spoken vocabulary im-
portant technical words and terms.

B. Objectives for other skills

(1) Democratic social skills

a. Group processes
1. Leadership
2. Participation
3. Responsible planning
4. Shared responsibility
5. Cooperative evaluation

b. Individual student responsibility
for initiating and carrying through
learning activities.

{2) Language art skills
a. Library skills in using references
b. Reporting through speaking and

writing

(3) Mathematical skills
a. Reporting through charts and graphs
b. Calculating percentages

(4) Art skills
a. Constructing charts
b. Drawing pictures

- 20 -




C. Attitudes in.science area. - °

-+ (1) - Thé student is more concerned about the saritation

oot
Di
*

of food he eats as shown by one or more of the
i Iouowmg actsr

P

a. Refuses to eat in a dirty restaurant.
RS - T Encourages more sanitary preparation of
' food in his own home.”
~.c.  Refuses to drink after other people.
d. = Washes his hands before eatmg )

(2) The student attempts to relate what he has learned
“f - " ‘in'science in school to the solution of problems
in his everyday environment at school, in the
community, and at home.

(3) The student is less inclined to accépt statements,
~ either written or verbal, without" not only con-
' ‘gidering the source, but without a tendency to
probe, analyze, and reflect.

" Social attitudes

Tty -‘Muthal respéct among students

(2) Mutual respect and trust between teacher
and students.
(3) .‘Concern for weifare of total commumty

“*Understandings in science area

Ay ‘Through application of the scientific method to

Su s
.

the problems of everyday living the basic health
and welfare of mankind can be improved.

(2) Diseases are caused, but mere understanding of
“<" the'causes is not encugh.’ It 1s necessary to take
action. - ‘

“*(3) :“Se¢ience 'is‘a method of inquiry, a procedure for

attempting to solve probléms. - - "

s
4 L L T LS T PR
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USING THE FILM

Suggestions to the college professor or inservice leader:

l. Preview the film and make nate of those points which you wish
to stress.

2. Prepare your students by making sure the specific objectives
for viewing the film have been clearly established.

3. Show the film immediately after these specific objectives
have been formulated.

4. Immediately following the presentation, hold a class discussion
to:

A. Discover the degree to which the objectives were
accomplished.

B. Discuss some ques'tions listed below, depending on
your objectives.

C. Plan with students activities stimulated by the film.

5. Show the film again if needed to answer questions raised
during discussion.

SUGGESTED DISCUSSION QUESTIONS

Note: These questions are designed as leads for discussion in
which to challenge students' thinking with respect to the
theoretical bases for some of the teaching procedures and ac-
tivities observed in the film.

1. Why did Mr. Kim ask the three questions?

2. Why is it of value for students to have the experience of
raising questions?

3. How did Mr. Kim include some student planning in the
development of the unit?

4. Contrast thetype:anfinature of teacher preparation and
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planning by the teacher who works as Mr. Kim did and the
teacher who does all the pre-planning himself.

Section 8, pp. 41-44.

R}

Films - Available fioin ‘U"SI‘S Film Library

., B
- %
] .

-

"Educition for Better lexng", USIS No. 811, 20 mmutes, ,

| black and wlute, English narration, 16mm

~ "The Etawah Story (India)", USIS No. 112, 10 minutes,
‘ black and whlte, Enghsh na.rratmn, lémm. and 35mm

'"Korea's Educatmnal System" USIS No. 920. 60 mmutes,.

" ‘black and white, Korean narration, 16mm and 35mm.

"Progresswe Education', USIS No. 365, 9 minutes, black

"5dnd white, Korean narration, 16mm

"Discussion in Democracy", USIS No. 98, 11 mmutes, o

" black and white, Enghsh narration, 16mm.

T he Comprehenswe I-hghschool", RO.K/USO‘M -Training

Film’ (In' Production).
-23 -

5. How is the major objective of Mr. Kim (to help students
learn that science is a method of inquiry) related to the
proredures used and activities described?

6. How did Mr. Kim plan for the objectives listed under number

6, A and B?

' 7 ‘What are the next eteps for this class to 1mprove cond1t1ons

a ‘regardmg sources of mfect:.on m thxs community? ’

. RELATED MATERIALS

Books e

. Chung, Born Mo, Curricilum, ‘Poongguk Hakon, Chapter 1i.
"P;jqblem Solving'', p. 299. .

2. Cen, translation, "Helping Children’ Solvmg Problemé', e

’ _‘pamphlet '

3. ‘Lee & Lée, The Child and His Curriculum, Chapter I,

o
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CHAPTER 11

WE RESEARCH OUR FILM

The Conference

The formalities of meeting and greeting are important, but

first research conference you will have, in some way or other,
contacted the Minister or member of his organization delegated
the responsibility of sponsoring the film. In this way you let
him know you are interested in his film problem, and he in turn
will be impressed by the fact that the task of making a film in-
volves a businesslike approach. Movie making is no longer a
fairy tale, a miracle. It is very much a business.

Another thing to remember is to telephone your sponsor to
set up conference dates and other arrangements. This is not
always possible in some parts of the country, I know, but where
it is, do not neglect this important means of contact. Once the
final conference date and time have been agreed upon, BE ON

TIME! "

When you sit down at the conference table with the men or
women for whom you are going to design a film, one of the first
things to do is to "feel out" each individual. Yes, there is bound
to be a minister, or a bureau chief, or company president at the
head of the table, but keep in mind men at this level are usually
administrators. They are probably concerned only with broad
film concepts which are to be worked into. the production. If
they are wise they will have designated a man as their spokes-
man, someone to follow through on this particular project. This
is the "key man", a person technically qualified, and familiar
with the organization's many operations.

Then again, itis not always as clear-cut as this. Frequently
you will find yourself working with a large committee, and this
can end up in confusion. Somewhere during your discussion with
the committee you will have to pick out the ""key'' men or women
who are experts in their fields. A well pointed question to these
people will often reveal them. Attempt to establish a strong
contact with these members, for they will be important when
decisions have tc. be made.

- 24 -
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THINK AHEAD! -Come to the conference loaded with ideas.

. you may need them. Remember, the sponsor may be looking
,f or .suggestions and you.may have to take the initiative during the -
conference, but try to hold off on your suggestions until the right
time in the discussion. What is the right time? First, when the
slponsor directly asks your opinion on the subject. . Again, when
the discussion falters or comes to a standstill, and finally,
should two-factions in the meeting discuss and discuss a point
until it's unpoanble for them to reach agreement. .‘Here you
may divert the stalemated conversation with your ideas. Watch
for these thre;,z Opemngs ‘There are many others.

Generally 1t is wise to open the dzscussxon mth a simple
introduction of the job ahead, the fact that you are there to learn
more.of the sponsor's problem Forewarn him that he.should
not e:gpect a.film, to. completely solve his problem.  Other audio-
visual materials may have to be prepar :d in support of the film,
and even a well executed educational package will be effective
only if mtelhgently used and carefully mtegrated with other
measures’ taken to correct.the problem. To put your.finger on.
the Ert of the Loblem which a film will _possibly solve .is.re-.
quisite and should be determined in the conference with the spon-
sor. One thu point is clearly made to the conference members,
sit. back and hsten to the sponsor's thmer_xg_ on his problem.

Only after he 8 fmuhed and you have a clearer p1cture of -
how he, thmko. _should you begin your battery of questions.
Questmns may ‘be turned about and présented as suggestions from
time to time. In thu way you begin to compel the client to think
a.long with you Some of. the que stions you may ask? Here are
a few.

1. Wiié‘t"‘a(téi:s have ,beéﬁ taken in the past to correct the problem?

2 'Whét qew-j meaourés do you px:dpose to ta.lgcei towards solving
‘the problem?

3 How, _do y&u feel an educationél _fﬂm will fit into the new
_corrective measures you have proposed?

4. th\'is\ y'our-aud\i‘ence?-

5. Is it a '"free" or a "controlled' group?
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6. How much does the audience know’ about the problem?

7. What does the audience (to the chent's knowledge) feel about
the point’ at issue?

8. What is the client's attitude towa.rds‘the au_diehce?

9. How much technology is esaent1a1 in pre sentzng and solvmg
the problem? :

10. Is there a deadline for solving the problem? If so, will

the film have ample time to work at the problem before
t1me rung out? ’ ' '

l11.” -Besides the main purpose.or super-objective of the film

.(as'we -have come to agreement on) are there any other ‘
obJectwes? o : o

The CENTRAL IDEA for the fxlm? Will the sponsor take
up a discussion of idea today, or'is it wise to euggest a follow-
up conference at some later date? The latter would. gerve to"
give you an opportunity to look over the: situations alone and tune
in your thmkmg with that of the sponsor. Durmg a first con-
ference, all too-often you will find -him rmost anxious to"tell you-
how to make the picture. People who happen to know just a
little bit about film making frequently become '"experts." Ina
firm courteous manner remind him that just as he has the busi-
ness of turning out a better product or offering a greater service,
so you, as a writer and director are in the business of makJ
an effective motion picture for his organization.

Once you begin a discussion of the film idea, stick with it

" until a thorough exchange of ideas has taken place. ' You should

direct this discussion and insist that the client and all concerned
members of his party agree on a PRIMARY PURPOSE, a TARGET
AUDIENCE, and perhaps a suggested APPROACH, although
normally that would be developed, after further research, in your
Story Outline. Also, out of this conference should come the as-
signment of a single individual (this is preferable) or a small
committee to serve as liaison between you and the client. This
person or cominittee could possibly be your technical consultant.

- 26 -
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Printed Materials:: .- ..

The conference is the "jump-off point" of -your research.
While in conference arrange for as much background material
as possible, Graphs, newsclips, research papers, m’a.g‘aiziné
articles, photos, technical data, or film scripts from other
productions touching on the subject 'Will'al‘l"'cont’ribute ‘toiyour
arriving at-a deeper understanding of the sponsor's filmic'needs

“and will help you round out your story outline and shgoting -~
script.

Field Tnps

. [
N SRR HIS

On«the s;got observa.tlon :of your subJect is most rewarding.
Whether it be a technical process, a'managément problem, or
a service problem:you-should see the people and the eqmpment
-involved in the problem.. It is.in this'phase of:research where
you will see if.youshave the makings of:a truly visu2i teaching
device.- -This inspection, will:help-you determine:whether’ the
film can be ‘shot oni-location. or.whether it will be necessa:ry to

- synthesize a locationd: «:z° ¢ . -t .o TR

[ .

B O T
Ca e e e

A et

Photography

P

Always take a still camera (35mm or 2 1/4 x 2 1/4) on the
field -trip. Shoot:plénty of stills of the location, peoplé: at work,
and equipment. .Even though. you may not have-a full:setof lenses
for .close-up .shots-you.can always crop the medium-shots down
to desired. close-ups.  Besides serving as reference matenal
these: photos will be: mva.lua.ble in bu11d1 J up the storyboard.

S,,ketches e T

A pencil and sketch pad is always-a handy thing to carry on
your research trip. It'helps to make out a'ground plan:of your
key locations and thumbnail drawings of out ~of-the-ordinary
subjects or detail studies of your subject.

Other Films

- . . . .
' ey : I A * et e S et e

Rt posenble, 'locate several films which have-been made on
,‘che same: subject or-related subjects.'. Analyse them and discuss
them with-your production associates.. Find out’ whéte 'and why
they may have fallen short of their purpose. Did the film actually
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have a clear cut purpose? How can you, (within your budget
and production limitations) come up with a more effective treat-
ment of the subject?

The Idea

A script-writer needs ideas'! If he cannot come up with

ideas, he sould have some way of finding them. Where do they
come from?

1.

Self Experience

Experience is the greatest source of ideas. A writer goes
out into the village and lives for a period of say two or three
months with the village people. Here many of the people's
folkways, mores, customs become reality to him. He
becomes more aware of their problems and their attitudes
toward the problem. Then again, a man takes a trip to the
moon. This is self experience, experience at first hand,
the most valuable kind. The important thing to keep in mind

as a writer is that you must share this experience with others

through your fiim story.

Related Experiences

But self experiences are limiting. We all can have but a
human's share of these experiences in our lifetime. The

next best thing and sometimes the most fortunate, is the

related experiences of some other person. These related

experiences provide the writer with endless story ideas.

For example, the space astronaut, Sheppard, while having
the self experience of being shot off in a space capsule,
nossibly could not relate his experiences as clearly in words
or pictures as an experienced script writer who has the
opportunity of interviewing him. This is the task of a
writer, to translate through film, the experiences of others.

Imagined Self Experiences

What would have happened had I been an engineer instead
of a writer or a film director? Perhaps I would be helping
to design a cement plant like the one at Moon Kyong or
following through on the construction of an earth dam like
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the one at Yesun. What would I be doing if I were given
the job of someone else? Imagined self experiences offer
the writer another great outlet for ideas. He still has .
enough of himself mixed into a synthetic s1tuanon to write
h1s story in a highly believable manner. '

4. imagi_ned Experience of Someone Else

,.In any type of wr1t1ng, f11m scr1pts or otherW1se, in order
to capture another person's feelmgs and understand his.
reactions, frequently a writer, 1mag1nes himself as that
person. What would I do if I were in someone else's shoes?
How would I feel and react in a space capsule shot into orbit

. .about the earth? . How would I feel and react as a Bureau
Chief when one of. my most respected Sectlon Ch1efs, .with-
out any warning, announces his res1gnat1on? ‘These ‘are. J ‘

. questions he asks himself. . Another important outlet for g
ideas, the imagined experience of another person, since 3
the day of early man, either written or spoken, has provided
us with our most exciting literature and drama. This gener-
ally applies to ihe film as well. o

5. Ideas by Assignment

.As a script-writer you may be given a very specific_ outline
of a_story your sponsor desires to have put on “film. ~ This E
dictation of a story idea limits you as a writer and frequently ¥
the finished film falls short as a succe ssful trammg or mo-

. tivational piece, but undemably assigned ideas represent
one of the writers' most W1de1y used sources. In many cases
the sponsor will give a well established writer a piece of
equipment, a painting, or a photograph as an idea source. :
From these he is expected to come up with an imaginative :
script. Many magazine editors, for example, will send a
piece of '"cover page’' artwork to their more experienced
writers requesting a story written around the illustration.

T

6. Adaptations

Adaptanons, thoughtfully worked out,can re sult in highly.
effective scr1pts The 1mportant thing to keep in mind is
not to force your subject into an unrealistic setting. Care-
fully select a story, a play, another film or a techmcal _ =
report that will suit your ‘subject.
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Some outstanding adaptations include: The documentary

film script, Fight for Life, from Paul de Krief's Novel of
the same title. Eugene O'Neill's Mourning Becomes
Electra, a drama adapted from Sophocieb! Electra, and
finally made into a motion picture by Hollywood; Nanook of
the North, a documentary made several years ago by Robert
Flaherty, apparently inspired the more recent feature, The
Savage Innocents, with Anthony Quinn and Yoko Tami; or a
surgeon's stép-by-step report of a succe ssful kidney trans-
plant to the Medical Association would offer the script-

. writer a foundation for a training film covering the compli-
cated operation.

Technical reports such as the one just mentioned are highly
important idea sources for the educational film. They offer
us facts and figures, and procedures. Facts and figures,
and procedures can often be dramatic in themselves and it
shoild not be too difficult to weave these facts and figures
into a synthesized drama‘ic situation. Film reports can be

" ‘made more interesting when supported by still photos, news
clippings and animation.

7. Set uf: a "Morgue"

Every writer, director, and art director should develop his
own collection of research materials. This collection is
commonly known as a "morgue. ' Newspaper and magazine
clippirigs, books, photos, film clips, slides, models, re-
cordings, etc., all make invaluable reference materials.
You'll find they help you come through with a good idea time
and time again. Set up a simple but useful filing system.

File your materials according to subject matter, and if you're
really ambitious, a cross filing-system will help.

8. Your ldea Companion

Keep a notebook handy where ever you go. This is your
idea companion. Jot down interesting experiences. Try
to relate your notes to a film you are currently working on,
or a film you may be making in the future. Don't neglect
little "everyday" incidents, for they will sometime 8 pro-
vide you with some interesting "business'' you will need to

1] give your film story depth. Details are important in both
“ the educational and the feature film.
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Central Theme

Out of the’ many idéas you have dmcussed ‘your task is now
ta select a strong central, theme oF story line. Thm central
theme you will use to guide your fxlrn story through its many minor
conflicts, techmcal deta:ls, and the motxvahonal devxces 1t is
highly probable that the central theme may show up as the mai_g
conflict, or it may be as simple a8 a revelatmn of sc1eht1£1c facts.

“Write down your theme in 4 short paragraph a sentence. or
a phrase. Sometlmea it can be caught in a smgle word wh1le
other writers’ visualize" a theme through the use of symbols. Use
what works best for you R _

" Let's stry to 1solate a few central themes from sorne of the
films we have already produced heré, or from those that are in
the process of being produced.

(1) SUPERVISOR'AS LEA’DER, PART I -

A ‘gection chief in a goverm'nent ofﬁce. reactmg to an argu-
ment w1fh hw wafe, takes 1t out on his employees

(2) THE"DYKE'

D1saster, a small impoveerished village is struck by a flood.
The Ri Chief, through determination and sacrifice,” saves the
v111age and welds the commumty into an effective working
umt o

?
Y, A

(3) S'CI'ENTIFIG TE-ACH‘ING MET‘HODS

Sy atematm research by a g1r1's h1gh school class, under the
g\udance ‘of a'liberal teachér, reveals the causes of many of
‘their perenmal stdmach allments N

(4) POLICE PUBLIC RELATIONS

Lasting respect of your fellow ‘man is earned by deeds not
by mére posxtmn of authorlty

oA
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(5) PREVENTION AND CURE OF TB

Fears and taboos are man's biggest enemy in controlling
widespread tuberculosis here in Korea.

These educational film central themes differ somewhat from
those of the feature film story. In the feature film, characteri-
zation plays a predominate role. In the educational film, cha- .
racterization, for the most part, is relatively insignificant. It -
is the development of characters, their actions and reactions to
each other that form the feature plot.

Involvement of the human element immediately complicates
the central theme and the greater the interplay of the human
elements, the more the emotional aspects enter into your basic
plot. Mr. Polti has listed some thirty-six basic plots gleaned
from the works of writers down through the centuries. Many
educational film plots may fall under any one of these. Here they
are, with examples drawn from the literature and legends of
the orient.

l. Deliverance - final part of "Spring Fragrance"

"Chun-hyang" was imprisoned and tortured by the district
governor who wanted her but was rejected stubbornly. Ste
was going to be executed when her betrothed lover Lee Mong-
yong came to her rescue from Seoul with the rank of "Amhang-
Eusa" (Secret Inspector sent by the King).

2. Disaster - '"Imjin-oenan"

It was a national disaster we suffered during the reign of
King Sun-jo, Rhee Dynasty. A forceful Japanese Army j
invaded Korea and plundered, destroyed, murdered. raped.
and committed every conceivable crime for some months
But on the occasion of their top general's death, they re- )
treated. They won on land but lost at sea, where the famous s ¥
-admiral, Lee, Soon-sin destroyed most of the enemy's
battle ships as they retreated.

3. Enmity of Kinsman - '""Hung-bu-jon"

Hung-bu was a kiud, honest, but poor man, while his elder
brother, Nol-bu was a dirty-minded man and had some
fortune. It is the story of mistreatment after mistreatment
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given to poor Hung-bu by his greedy brother. But at last
the day came when Hung-bu-made a considerable fortune
himself by ﬁxma a swallow's broken leg.

Murdering Adultery - '"Hanyo, a Maid"

A half-witted and little insane maid induces her master
into adultery on a rainy day while the mistress is away.
The illegal contact goes on until the maid kills the family
members one by one, out of sheer Jealouay, by mixing rat
poison in the fo6d and drinking water

Self—Sacrificing for an Ideal - "Pack-iand Sukjae"

‘It is a classic Chinese story of the loyal brothers, Paek -1
and Sukjae, who lived during the reign of King Mu, Chu
Dynasty. They were opposed to the new king Mu when he
took the throne by force instead of peaceful succession and
they declared they would not live on the king's land and
~efused_to live on the food which grew on the king's land.
They secluded themselves deep in the mountains, where
they lived on grass until they died.

Self-Sacrificing for Kindred - "Simchong-jon"

Simchong was a dutiful daughter of a blind man, Simbong-
sa. One day he was told by a monk that he would be able

to open his eyes again if he could dedicate 100 bags of

rice to the temple. To obtain the 100 bags of rice Simchong
sold hereelf to merchants who threw her into the sea,
Indang-su, as a sacrifice to the sea god. She was revived
at the dragon palace and was sent to the land again, where
she married the king. In the last part of the story, when
the father and daughter were reunited at the palace, the
father opened his blind eyes miraculously.

Revolt - "Tong-hak nan'

It was near the end of the Rhee dynasty when the members
of the Tong-hak Party, a religious group, led by Jhon Bong-
jun and the farmers in Chulra province, revolted against

the government because they could bear no more the
tyrannical oppression and the exploitation and the miserable
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living conditions under which they suffered. In the begin-
ning it seemed a matter of days for the rebels to take over
the government as they conquered one government post
after another. But, they were doomed when the government
brought the Chinese and Japanese troops into Korea to quell
them.

Crimes of Love - ''"Evil Flower'

: A botamst brought home a flower that grew on  the grave of
~ his ex-love, whom he had killed for some reason. At mid-

mght to his great joy and surprise she emerges from the
flower and soon they are tossed into the cauldron of passion
until the day breaks. But, to continue.this heavenly enjoy-
ment they have to nourish the flower which lives on blood

of human beings. He kills 6ne man after another to obtain

'the blood to sustain the love.

.....

,'\Re.eoi}e‘i‘j of a Lost One - "Kanoon-bom, Onoon-kom the

spring gone and the spring coming''

She was taken away by other refugees by mistake wh11e her

mother was helplessly seeking and crying for, her. This

took place in the turmoil of withdrawal from Seoul during
the Korean War. Thus separated, the mother and her only
daughter seek each other for more than ten years. The

~reunion occurs by chance at the broadcasting station where
«’the daughter was the top contestant in a singing contest
and the mother was an invited guest on the occasion.

Fal'ling Prey to Cruelty-or Misfortune - "Emilleh Bell"

| A monk begged alms at the gate, and the mother told him

she had nothmg, but she would give him her daughter if
he. wa.nted ThlS, of course, she did not mean at all. The
temple’ to which the monk belonged was going to make a
mammoth gong, and it was said that to burn a baby in the
melted iron for the bell would make the tone better. 7The
monk was 8o persistent in his request for the baby that
the mother could not but keep the pzormse she had made

“him.. As a result, a fine gong was built, but it sounded

"Emllleh Emilleh, " which means,, "] was sacrlflced
because of my mother, because of i my mother. '
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11. Rivaley of Sggenor and Infenor - "HOng kxI dong jon
(A KOrean folk sto:y)

t

Hong k11 dong ‘Was born between a’ "Yangeba.ﬁg" (aristocrat)
and a'thaid -servant. - He was so handsome, strong, and
talented that the legal wife of his father, out of jealousy,
tried in vain to kill him. .He was forcéd to leave home and
became the head of thieves in defiance of tle" ruling class,
Yang-bang. He punished the arrogant and tyrannical Yang-
bang'and robbed them of their property, which he distributed
among. the'poor: ‘arid- oppressed common: people Accordingly
‘he becarhe the -symbol of hatred and terror among the :Yang-
bang class, bit a hero and saver for the common people

12, Adulterz "The Love of an Idxot" (A novel by Tamzak1,

.Japane se) o

A college boy who studies in Tokyo #way from his tich
parents in the country, one day picks up a gawky, 16 year
old country girl and makes-her his maid.*" One oF.two'years:

.later she becomes very attractive to the extent he cannot
. ‘resist-the desire to possess her physically; resulting in
~their clandestine marriage: - To make her more socially
acceptable; he introduces -her toa number of college boys
‘with:whom: she notonly makes friéndly relationships, ‘but
also. expenences sexual contacts with most of them. He is,
_of course, aware of this, but whenever he complains she
.threatens to leave him. -Nothing can be done by him who
. loves‘her so mich that he'cannot, he feels, live without her.

13.. The:Enigna ~ *'Lady White Snake'' (Old Chinese folk ‘tale)

‘The: boy became so weak and pale that it séeméd there was

© -+ no v1;_:,or ‘left at'all:ixi his body, but he-still kept 'the mysteri-
. ous ‘practice. of sneaking out toward the. evemng to a place

where. he spefit ' many consurning nights with'a lovely girl he

3 had met by the roadside on a rainy day. His parents were
worried and consulted an eminent Buddhist’monk who told "
them the boy was possessed by an evil spirit, a white

snake...After'that he was kept in‘the ‘téniple-and forbidden

L to go.out.> One day; as the monk predicted, ‘the g1r1 finally
appearediat thétemple, but-by that timeé the boy was' pro-
tected inside an enormous and heavy gong. Soon her

H
Yo
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beseeching and pathetic voice calling him was

mingled with the grave voice of the monk as he chanted a

spell. Suddenly, she changed intc a large white snake and

diminished in size gradually as the spell-chanting went on,
~ until it became so small that the monk could pick it up with

a pair of ehop sticks and buried it deep in the earth.

14. Necesmty of Sacrificing Loved Ones - "Hyodong-WanJa Wa
. Nacknang -Konju'"

Prmce Hyodong of Koryo mﬁltrated deep into the enemy
country. Nacknang, with the mission of destroying the
Nacknang s self-warning drum. During his furtive activi-
ties he became acquainted with the princess of Nacknang, and
soon they fell in love with each other. With full knowledge of
sacrificing her, he persuaded her to destroy the drum by her
own hand, because only the royal family was accessible to

the drum. He succeeded in conquering the enemy at the price
of sacrificing his only love.

15. AnEnemy 'Lc’wed - "Aono liox;xong" |

Zenkau was an. ex-samural who killed a man in a duel. The
son of the killed man toured all around the country for many
years in an effort to avenge his father. In the meantime, to
do penance, Zenkai became a Buddhist monk and began to

. make a tunnel for travellers on a steep mountain side where
many. casualties had been tolled because of the dangerous
mountain pass. It had been almost two years since Zenkai
began the tunnel, when the son of the killed man found him
at his working place. With matted hair, in rags and tatters,
and with.bleeding finger tips, he was digging the tunnel by
himself and did not nctice the man's approach. For some
‘time the . man watched him unseen, and gradually sympathy
took the place of hatred in the man's mind. Instead of killing
him, the man helped Zenkai complete the tunnel, which is the

-largest tunnel ever constructed by bare human hands.

16. Ambition - "Kim J ung-ho;'

‘There was not an authentic Korean map at the beginning of
the Rhee dynasty. Kim Jung-ho, asa little boy, wondered
what there was beyond the mountains. One day he left his

e a AT ot N I e Pl o el e
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‘home and travelled along the country roads for years, during
"which time an ambition formed in his mind, that is, he

wanted to make a complete’ Korean map. Thus the long and
life - consummg travel began He cjimbed many mountains,
crossed rivers and dreary woodlands, and trod thousands

of miles of lonely country foads. The difficulties he suffered,
the superhuman efforts he made, to achieve his ambition is

"~ indicated by the fact that hé climbed three times to the top

17.

18.

19.

20.

" of Mountain Back-doo, the highest in Korea As a result,
‘e made the famous Korean map, Dong-—Kuck -Yue-Chi-

Soonramdo

Conﬂiot with God - "Obal-tan, a Misfired Bullet"

“’H1s amb1t1ous younger brother, a retired army sergeant,
‘tries hard to get a job, to no avail, and becomes a bank

thief. 'His tender-minded sister is anxious to help him

'support the £am11y but becomes a whore for the’ foreigners.
'He himself suffers from a naggmg toothache, but cannot go
. to’'a dentist’ ‘without money Oh’ meager income as a clerk

he has a Iarge family to support Includmg his insane

~ ‘rriother. He thinks human beings are made by some mistake,

and they wander along the surface of the earth a1m1essly,

like a misfired bullet. Thus, he denies that God has created

human beings for some purpose.

Involuntary Crimes of Liove

Slaymg of a Kinsman Unrec%mzed - ”Oed1pus" (Classmal
f‘xreek)

Son of Laius and Jocasta, King and Queen of Thebes, becaus.

“of an oracle foretélling that he would kill his father and
" marry his mother, was given at birth to a herdsman to be
dlsposed of. His life is spared and eventually he is adopted
‘by‘the king of Corinth. When fully grown he leaves Corinth

and the oracle's pred1ct1on comes to pass. He kills his
father in battle and théreafter marries his’ mother. Both
of the disgusting crimes were committed because they did
not know each other!s identity.

stcovery of the D1shonor of a Lo ed One

A rmddle aged Chlnese couple went by a widow who was
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kneeling and weeping and fanning the recent grave of her
husband. When they asked the reason for the fanning, she
said that she made a promue with her. husband at the
moment he.died that she would not MATTY ano*.her ‘man
before the sand of. his: ‘grave wis; dry. Back at home the
husband, pxaued the widow saying:that ‘She was faithful -
enough to keep,. however short the penod m.aght ‘be, the

' promise made with her hugband-who had died. - ‘To-this, the

wife cursed-the unfazthfulness of the wzdow and swore that
she. would not remarry even if she became awidow. -The
husba.nd made up. his mmd secretly to test his- -wife!s faith-
fulness. He' was: a famous magician. He died suddenly
right after the ' supper that night. The wife's grief was
beyond de. scnptmn. and while. she was. crymg -and- weepmg,
a visitor came to the front door. He caned h;mself one of
her husband's friends and was. 80 handaome that she: took a
liking to hlm at the first ezght.; Affa.xrs between the two

Adeveloped very fast and by. nudmght they made love to each

other. At that very moment the coﬁm bende them. broke
open ‘and the husband came out, not as a corpse ‘but a8 a

live mah and the stranger dmappeared .The man accused his "

wife vehemently of her- unfa1th£u1ness. With overwhelming
emotion of shame: she killed herself with a knife. Seeing his
wife's death he rea.hzed thh unaurmountable remorse how
cruel his test was '

Obstacles to Love - "Chilsuck" (Korean legendary)

Kyon-woo (Herdsman Star) and Jik-nyo (Spinning Star) were
so in love they neglected their duties. This angered the
King of Heaven who separated them - one on each side of
the Milky Way - and allowed them to meet once a year on
Chilsuck (the 7th day of the 7th month by the lunar calendar).
In the evening of Chilsuck, all the magpies and crows build a
bridge across the heavenly river for the lovers who missed
each other through the year and have to be separated again
by dawn. We have two rains this. day: one is the happy tear
of the reunion, and the other at the heart-rending cry of
their departure.

Crime Pursued by Vengeance - '"Yun-san-gun'"

Yun-san-gun, the notonous king of the Rhee dynasty, killed
a great number of scholars in vengeance for his mother who
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was condemned to death by his father, the King, because
she was vicious enough to scratch and leave a scar on the
King's face. This massacre, .called '""Sawha', of the
scholars who allegedly helped his father to decide to get
rid of his mother, was touched off when he saw the blood-
stained clothes of his mother and he became aware of her
death. There were no crimes or wvicious and cruel things
left undone by him during his ten years reign until the
hideous end of his fanatic ca~=zer.

Rivalry of Kinsmen - ""Dai-won-gun and Min-bi"

. Dai»wonqgun_'qel_ected tM,i'qa Min as the wifq.qf his son, .

Kojhon, the next to the last king of the Rhee Dynasty, be-
cause she had no immediate relatives who might form a-
powerful clan and some day hold gsway over the country.

His original plan proved a complete failure when some re-
mote relatives of Min-bi began to poke their noses into
political affairs. Mins gathered around Min-bi and developed
a great political influence. In the conflict for power be-
tween the father and daughter-in-law they employed every
imaginable means to defeat the other - slander, various
conspiraciex, and even assassination. They fought this
bloody fight until both of them were ruined; the father sent

to China forcibly by the Chinese, and the daughter assassi-
nated by the Japaneae. : :

Vengence Taken for Kindred upon Kindred - "Yun-san-gun’
(See number 22). . . ,

Y.nn~s,ah~gun killed his step-mother toge.ner with many .
scholars in vengeance for his real mother. The step-

. mother was blamed as the central figure in the tnurdering

conspiracy.

Remorse

e sty StunEm—

,Efi'.oneous, Judgemerit - "Yun-hi"

Yun-hi.was an honest young traveller. Once in an inn he was

accused of stealing a precious stone that was the treasure of
the landlord. The innkeeper threateningly demanded he return
the stolen stone, but he was very quiet and said he wouldn't
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answer until the next morning. As a result he was bound
to a pole with rope and spent the night in the cold. The
landlord was very sure that Yun-hi was the thief until he
found the precious stone in the newly exceeted /dung ‘' of a
goose next morning. Yun-hi witnessed the goose swallow
the precious stone, but he did not want the landlord to kill
the bird in his anxiety to seek the stone. Now shamed and
‘suffering from great remorse, the landlord.could hardly
find any words of apology.

27. Madness - "The Evil Flower" (See #8)

In his pursuit of a weird love, a botanist acts like madness
1tself to obtam human blood and kills one man after another.

28. Fata.l Imprudence - "Ermlleh ‘Bell" (See # 10)

"Because of the thoughtless slip of a few words cn the part of
the mother, the gn‘l was sent to her death in the molten
“iron for a bell . - When the bell was completed it sounded
"Eiilleh; emilleh, emilleh".... accusing the mother's

’ féltéﬁl‘i‘fnp‘r'udence eternally ’

29. Pursult - "Muyung tap, The Shadow‘ess Tower"

"Asanyo walted anxmusly, day in and day out. for the re-
turn of her dear. dear husband. Several years had passed
since his leaving home, and she could bear no more the
tortu*mng emotion of longing. for her husband. One day she
embarked on the long journey from Back-jai to the capitol
city of Sil-ra, Kyong-ju, where her dear husband, Asadai
was engaged inh the construction of the famous Muyung-tap,
the shadowless tower ‘of Bulkook-sa temple. The sweet
'dream’ of reunion, for whrich she had endangered her iife to
venture the rough travel, was broken to pieces wheir she
was coldly rejected at the gate of Bulkuk-sa temple, be-
cause no woman was allowed to ge into the precinct. She
walked aimlessly around and around the temple until she
feil to the ground exhausted. There she dreamed a dream
in which an old man appeared and toid Lex to go the Yangchi
shadow pond a mile away from the temple. She did so, and
on the calm surface of the pond ske saw the reflecticn of
the Shadowless Tower and the dear image of her husband
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Out of joy and with a cry of affection, she jumped into the

" pond to reach the image and was drowned. A moment i

* later the calmness of the pond returned as if nothing had !
happened. '

30. Mistaken Jealousy - "Koongyae and Wan-kun"

Koongyae was the most powerful general among others and
occupied the great part of northern Korea at the end of the
Silla Dynasty His face, with only one gye, was very ugly.
He 'was very wild and rash in his behavior, which resulted
in the loss of his men's confidence in him. He constantly
suspected the faithfulness of his Wife, as well as that of

his men. One day he was testing, in a most thoughtless
manner, the loyalty of his general, Wan-kun(later the '
founder of the Korea Dynasty.) Kungyae's faithful wife in- -
te rrupte& ‘him to say thit Wan-kun was the most faithful man
he had. His suspicion was strengthened, not for -his
general's loyalty as much as for his wife's constancy, be-
cause Wan-kun was a renowned and handsome general

With oné swish of his sword he separated the head and

“body of his truly faithful wife. - Wan-kun, meanwhile, was
wise and fast enough to flee from the scene

31, Daring Enterprise - "At the Dawn" (Motion Pictu’re) i

A group of four ' men and one woman had hard]y crossed
‘the Manchurian border into Korean territory, when they i
were detected by the Japanese MPs. They were members '
of the Korean Independence Movement with a mission to

' de"‘stroy the Japanese arsenal in Siniju, north Korea. How-
ever, they managed to gather around the arsena! and suc-
ceeded in explodmg it. All the men were killed in the action
and the woman was the only person who survived the adven-
ture and could tell the story to the people at the dawn of the
Korean liberation.

32. All Sacrificed for a Passion - "Muyung-tap'' (See #29)

During the sixteen years of the construction period, the
builder, Asadal, the husband of Asanyo, slept where he
fell exhausted at work. Meals were only a distraction and
time -consuming necessity that kept him from his work.

A
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No one told him of the tragic end of his wife for fear of dis-
turbing his work until he completed the Muyung-tap to which
he had devoted all his young days and sacrificed everything
he had, inciuding his beloved wife. When he was told of her
death his grief was beyond description.

Abduction -

34.

Korea was invaded several times by the Mongolians (During
the Koreo Dynasty.) Finally the Mongolians decided to

kidnap the crown prince of Korea and take him with them to

Mongolia to secure their sovereignty over the occupied
country. This practice of holding the many crown princes
was continued until the Koreo dynasty was overthrown by the
Rhee dynasty.

Obtaining - "Archer's Son-in-Law" (Folk Tale)

Once there was a rich man in Seoul who, being a famous
archer himself, had sought the greatest bowman in the
country for the husband of his only daughter. Many ambi-
tious young archers applied but no one had ever been satisfac-
tory. A bachelor in the country heard of this rumor. He
was a poor but very witty man. He bought a number of
sparrows and gouged out the right eye of each bird. Several
days later the people in Seoul could hear the strange hailing
of the bird-seller, "Buy sparrows hit in the right eye, buy
the birds." Of course the rich man was among the first to
hear the strange hawking. Seeing the birds the young man
carried, he was startled at the sight of the birds that in-
dicated the marksmanship of the bachelor. As soon as the
bargain for the birds was settled, the young man started to
go nonchalantly as if he had known nothing about the beauti-
ful daughter offered for the finest bow-man. When the rich
man hurriedly offered his daughter in marriage, the bachelor
pretended to be surprised and said it was unthinkable for

a poor man like himself. The stronger one man denied the
acceptibility, the more persistant the other became. Finally
the young man accepted the offer saying, ''Let my foolish
will yield to your will that must be wise.' The rumor of the
marriage was spread all over the country and distinguished
persons and famous archers flocked to the house to see the
wonderful archer. With bow and arrow he stood amidst
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.the. guests to-display his superhuman feat, aiming at nothing
in the air. ‘He never released his.arrow for hours until one
of the impatient- guests struck his. right elbow angrily. The
.arrow flew: off-the. siring. and,. by sheer luck,hit the leg of
a -swan that happened. to fly past.. . The swan: ghded down in
.'gpirals. -He blamed the guest vehemently but for whom he

- could have-hit the:right eye of the. swan neatly.: He broke
the bow into halves and vowed he would never. draw a bow
again in view of the disgrace he suffered in the presence of
'$0. many noble guests.

!

35. St;.pplication - *Buddha and an (id Widow''

One day Buddna and his disciples passed by an old widow

who cried sadly over the corpse of her only son. She re-

-.cognized Buddha immediately-and with beseeching eyes begged

the revival of her son.. Standing befor: the entreating mother,

- Buddha found that there could be no consolation to-calm her

.. down:- He promised her.to.make her son alive.again-on. the.

_'condition that she should bring fire from a house.where no

farmly members had’ died in the past... With joy she jumped

. to-hex .feet.and ran from house-to. house to obtain the fire, ..

but she realized before going:to the last house of the village 3

that there could be no family in which no man had ever died in

the past. The enthusiastic and heart- rending pleading of -

the mother and even the holy authority of Buddha could not
SRR change the law of death. - s g

36 -Loss o£ loved ones: - "The Couple in a Cottage”(Fo’k Tale)

Fmally she: spotted the place and saw what had happened
to. her dear husband. Under the flickering light of the torches
. the tiger glared at her, stopping the motion of tearing the.- Q
breast of her dead husband who lay under the beast's paw.
In desperation, brandishing the torch, she dashed to the tiger
and scared it-away a.few yards: . Then she managed to carry
__ the corpse and.lay it in the barn of their house at the top of
. a mountain where.no neighboring house rould be seen within a
few miles. . To-seek.the herb, -"San~sum", they had lived toge-
. ther in such a dreary place where they could not know the
_meaning of living but for the deep. conjugal affection they shared
for so many years. Knowing the tiger's vindictive nature. she
waited with an axe in her hand for it.to come to the narrow
- door inside the barn where the corpse was laid. Next morning
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the village people at the foot of the mountain saw a great

column of smoke rising from the site of the cottage. When
they rushed to the place, they could see thé husband and
wife lying. side by side on a flaniing pyre. Beside the barn
was the huge tiger chopped. to shréds. - Thére was nothing
the villagérs could do now that the woman had burned her-
self by the sidé of her beloved husband. - With tears in their
.éyes they sadly returned homeward.

As mentioned earlier some writers find it easier to use a
symbol to represent their central theme. This can be a pattern
of words or it can be graphic. -

By ‘Words

I can see two mountains. One, a Big Mountdin - a great
‘mountain; the other a Little- Mountdin - unimpressive. Soon the
mists come in from the sea and the Big Mountain is lost to- the
eyes of the dwellers below in the valley. The Little Mountain
still ¢can be seen below the mist line. Day after day the Little
Mountain is shared by the people in the valley. It becomes, ina
word, a part of those in the valley below. Then one day the mist
suddenly clears from the Big Mountain. The valley dwellers are
frightened. - The Big Mountain is an intruder, but the Little
Mountain has become their friend." ’

Now let's give these inanimate mountains a personality. Two
men, Kim and Yuen are both rice dealers in a city in the south.
Kim runs a big store.. He hires many people. Down the street
Yuen also runs a store but it is a modest one. All through the
year Kim's store grows. .. .he takee frequent trips to Pusan and
before long he is in the fertilizer business too---- He asks a high
price ‘for his rice and gets it too. There is talk that Kim also has
connections in the city of Seoul....and that he may not be on the
level in his dealings.. .. but this only hearsay.... The people do
not understand how he grows so fast in his business. Down the
street, Yuen makes some progress too. His rice sales go up
but he stays.within the government quotas and asks a fair price.
Soon election time comes near and local candidates begin their
campaigns. Kim and Yuen become <€andidates for Assemblyman.
Kim, impressive business man that he is, talks of big things and
his influence in the capital city. To his local peopld he has
become a different man, one they no longer fully understand.

-
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Yuen, on the other hand, talks their talk. His dealings with them
have been in the open. This man they somehow understand more
easily than Kith. ~ Yuen becomes-theit choice for Assemblyman.

In this example we can see how the writer. may well have
v1suahzed the two men as Bxg and L1ttle Mountams. 'A transforma-
tion, a’ shadow, a m1st pa.sses over one man, Kim, the Big Moun-
tain. He changes into an unrecogmzable personage to the local
people. On the other hand, Yuen, the L1tt1e Mountam, remains
stable- and unchang'ed“ RO :

r Y
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o
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CHAPTER 1V

PROSPECTUS AND CONTENT OUTLINE

The Film PROSPECTUS is a corp;ﬁrehensive outline of a
film project envisioned by the film maker and proposed io a
prospective sponsor for his review and acceptance.

Included in the PROSPECTUS is a statement of the film's
PURPOSE, the AUDIENCE, a suggested APPROACH, the
STORY, (Stozry Outline) a rundown of SPECIAL PRODUCTION
PROBLEMS, A REALISTIC ESTIMATE OF PRODUCTION TIME,
and last but by no means least, the COST OF PRODUCTION.
Let's discuss these items one by one.

What is the film to do? Is it essentially to be motivational.
demonstrative, informational, or a combination of all three?
The PURPOSE has to be established back in the research stages,
preferably - at the first or second conference with the sponsor.
This should be stated as simply as possible and in a language
familiar to the sponsor. A typical statement of PURPOSE would
read like this for a movie entitled, THE PREVENTION AND
CURE OF TUBERCULOSIS: - "This film aims to impress on the
general public the fact that tuberculosis is a curable disease IF
detected in its early stages and IF the proper treatment pro-
cedures advanced in the film are faithfully followed. "

A drama performed without an audience becomes merely
literature.. .. and the film without an audience is nothing. As
we discussed in Chapter III, Research, a film can only contribute
in part to the solution of the sponsor's problem. In most cases
only a portion of the people we'd like to reach can or will be
reached by a film. Therefore we must carefully select the Target
Audience we're aiming to reach. THE PREVENTION AND CURE
OF TUBERCULOSIS film is directed to the following AUDIENCE:
Primary ..nd high school age children, especially the 12 to 18
year-olds, will make up our main audience. Some hedlth clinics
may use the film for special group meetings. A limited audience
may be reached through the film's use on television.

In the APROACH, we outline the film's length, ite physical
properties (black and white or color), the kind of music, sound
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effects, animation, special effects, dialogue and narration re-
commended to do the job. A paragraph, usually devcted to a
very brief resume of the film's story, clarifies the writer's
central theme for the sponscr. In the Tuberculosw film project
the APPROACH reads ae follows o

Approach: "Two reels, black and" whit'e' 16 mm film with music
background. The story is to be carried by voice-over narration,
with a minimum of lip-synch dialogue used at focal points through-
out the movie.

This is the story of Sook-hi, a third-year student in a girls'
high school, who suffers from tuberculosis contracted from her ;
ailing mother. She conquers the disease at ‘home ‘through her
faithful observance of the advice given by her doctor, and is i

finally-able to go back to school. - The mother, less fortunate than
her daughter, has to have lung eurgery performed to save her

life. It shows preventatwe measures and cures for the disease 1 f
through scenes of Sook-hi's "school hfe, home treatment, and her
mother's hospitalization. Special emphasxe is placed on home
treatment procedures "

o e Al

PR

The STORY (story outlme) makee up what we might call
"the heart" of our PROSPECTUS. There are several ways we
may presert the STORY idea and it remains up to the discretion
of the wrlter to choose the form or forms he fmds most satis-

......

OUTLINE wlnch is a real aid in organizing materials in a logical
story pattern.” Many of you have expreued an interest in its
form, 80 here 1t is: e :

S-A M P-L- E

s

¥ .

SUPER.VISOR AS A LEADER (PART I1)

1. Introduc tion

A.. Film Titles

1. ROK/US cooperation mark
2. Presented by NOTI
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3. Produced by BFI
4. Supervisor as a Leader, Partll

Jarrator tells audience

1. This is second film in a series
2. Sentences written on blackboard will be
~dramatized ecenes of working situations

B, 1

Main body

A.
b.
c.
a.
b.
c.
d.

B.

'""Stand Up for Your Men'

1. Narrator 8 mtroductxon
. Argument

Shipping Chief wants driver to overload truck
Driver refuses.
Consulta.tmn with Transportatxon Chief

1) To Shipping Chief

2) To Driver

3. Alone with Shipping Chief, Transportation Chief
tells him that -

There are as many, difficulties in the transpor-
tation business as in shipping

No overloading is permitted under any
circumstances

Truck damage, accident, or loss of life might
result from overloading

Two trucks shoulcd be used if .iecessary

4, Narrator summarizes

"Give Credit for Ideas and Show Appreciation for
Accomplishments of Your Men"

1. Etc. Eic.
a.
b.
2.
a.
b.
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- €. ""Take Respons1b111ty for Your Work Do Not Pass the

[N

Buck" ‘
B¢ E‘tc'ﬁ"
© 2. Etc.

D "Plan Ahead and\"fra’_‘in‘ Your Men Constantly!'
III. Conclusion - Narrator shows féfséat of'blackboard titles

."',"'Stand Up for Your Men"

"Give Cred1t ‘for Ideas and Show Apprec1at1on
"Take Re epons1b1hty for Your Work "

"Plan Ahead and Tram Your Men Constantly "

U o wi':re

Still other writers may prefer.a story form as simple as the
SYNOPSIS,. which is an abbreviated narrative outlining the develop-
ment of important characters caught in .a situation. Conflict is. '

touched upon .and:a resolution.or conclusmn ar nved at. Th1s
writing -form_is for.quick. readmg ' Often, busy producers can be.,
introduced.to your. f11m ideas by .this form. Frequently writers
insist on beginning their story with a synopsis. . Motion picture,
terminology is held to a minimum.

'S-A-M-P-L-E

PREVENTATIVE MAINTENANCE OF TRUCKS

In the opening sequence, the driver, Mr. Paak, is driving
his truck away from a work situation. It is apparent that he is
having trouble .with the operation of his truck. The engine is
mi ssmg,,_and he is hav;ng difficulty in s‘uftmg geara. As he gets
the vehicle moving he approaches an intersection. The light
changes to red and pedestrians start across.the street. He tries
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to put his brakes on but they won't stop the truck. He pumps
the pedal continuously and finally in desperation pulls the hand
brake. The truck comes to a stop a few inches from the people
in the cross walk, and Paak slumps over the wheel exhausted.

In the narration, Paak tells the audience that he thought he
was a good driver, that he'd never had an.accident, but that his
truck had failed him several times lately, and his good record
was in danger of being broken. He concludes with, "I decided
to talk about it with my supervisor. "

In the supervisor's ofﬁce, Paak is seen talking with the
supervisor. The narratmn explains that ‘the supervisor thinks
the near accidents are Paak's fault. It is not enough just to
drive the truck, he explams, you must take care of it as well.
The supervisor:takes a check list and work order form out of
his desk, and begins to explain the maintenance procedure, as
the film dissolves to a picture of an operator engaged in his
maintenance routine. The narrator continues over a sequence
showing the proper maintenance procedure, and dissolves once
or twice back to the office as the supervisor explains the im-
portance of maintenance. At the end of the maintenance pro-
cedure there is again a dissolve to the supervisor's office and
they are just finishing. The supervisor hands Paak the check list
and work order sheet, and walks with him to the door. As Paak
walks away he says,"I was determined to try to give my truck,
and myself, an even break. "

In the last sequence Paak is driving his truck in a situation
similar to that in the first scene. As he pulls smoothly to a stop
at the corner and watches the people cross, he says in the narra-
tion, 'l know that a good record as a driver depends on proper
maintenance. My record will never be in danger again. "

Another story form that may be used is the TREATMENT,
a running narrative, more detailed than the synopsis, that strives

to develop the film's characters, their situations and conflicts more

thoroughly. It may also incorporate fragments of dialogue to
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enliven the chr-acters. A# in the syopsxs all fxlm techmcal _
jargon is played down. Here is an example of this form:

S-A-‘M-p-L-L

N Y -t

THE PREVENTION AND CURE OF TUBERCULOSIS

Sequence 1 ,

P ’-

. ‘Shots in-which Séok=hi’ plays cheerfully on the ground (
frolics with her friends along the aisles, and talks to other giris
in the classroom, are shown ina montage A choir of students
is practicing. In the center of the choir, Sook-hi is shown sing- .
ing the solo part. Meanwhile, the teacher in charge of the school
hyg:ene program comes into ‘the scene and tells the musxc ‘teacher
*that gtudents ‘of the” chon' should go out to take X rays at the mobile
- X-Tay. clinic.” T 'I'h1s scene 1s mtended to nge ‘an 1mpress;on ‘of
Sook hi's outward’ healthy appearance and shows how the xX- rays
are taken.

Seqiience 2" ' |

. a P . 7
[ T - T 14 L P

VI

Several days later in the hygiene classroom, the teacher dis-
tributes the slips of the x-ray results to members of éach class,
stating that those students whose shps bear a notice of Suspected
Condition" should rétake x-rays at a health center for further ex-
ammatmn TR TR

2

. . X - f o, < PR
- ew s e, s 3 - R -~ P . .. R
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,,,,,,

- Sook™-Hi pxcks up’ her ‘oW’ shp and to her surpnse, fmds 1t
reads, "Suspected Cond1t1on " (Flash back at this point shows
skin tebtmg program when Sook hi wa.s a prlma.ry school student
at"which'time she. was a pos1t1ve reactor ) 'Now deeply dxsturbed
Sook-hi walks’ along the corndor a1sle S
As a result of the x-ray retakes, several studernts, including
' Sook-hi, ‘areé found to be :mfected w1th the d1sease and told by the
pubhc health nurse that somethmg has to be done 1mmed1ately.

P R SR AN
I N L
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Sequence 3"

Hearing' Sook h1 8 story, her father refuses to send Sook hi
to a hospital by saying’ ‘that home remedies will work on her as

- 51 -




effectively as on her mother who, in reality, is now suffermg
from advanced tuberculosis.

Seq_uencé 4

Some days later when the teacher asks her if anything has
been done for her disease, she replies khe is under treatment,
and the teacher accepts the explanation.

~ Sook-hi sits in the class. She coughs now and again and
even lays her head on the desk. Several of her school mates ask

if ahe u not fee ling well.

Se&gence 5 '

- Some days later she practices smgmg in the choir as usual.
' Her health, however, has become so miserable that slie coughs

up blood and collapses on the floor in the course of her performance.

The practice is broken off,. and she is carried off in great haste
to 2 hospital by her frightened friends.

Her disease has been neglected to the point where she can
no longer deny the fact that she has a serious illness.

Seguencé 6

' 'Two days later in a hospital, Sook-hi and her father hear
the doctor explain the results of her sputum test and x-rays.
The doctor says if she had consulted him after the first x-ray
test as suggested by the public health nurse, the disease might
have been cured quite easily, but ncw she can't expect to be
. cured so easily and must carefully follow the advice given by
a doctor. The doctor asks the father if any other members of
his family are sick and the father speaks of his wife who has
been suffering from a lung disease for a long time.

The doctor advises that the whole family take: x-rays as soon
as possible to see if anyone else has the disease 8o it can be kept
from spreading among the rest of the family, and if possible to
find the source cof Sook-hi's infection. Sook-hi is told by the
doctor to visit a health center tomorrow. In brief, a scientific
method is employed to detect Sook-hi's tuberculosis. She has
a sick mother from whom she probably caught the disease, and
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Sook-hi's tuberculosis is detected in a fairly early stage, but
her health has deteriorated because of her negligence.

Sequence 7

Sook-hi's mother stays at home with the family, using im-
proper home remedies in treatment in an attempt to cure the
disease. All farnily rhembers are sunk in sorrow at the news
of Sook-hi's tuberculosis. It is decided that Sook-hi is to go to a
modern doctor and receive modern medical care as soon as her
application is accepted, instead of using the herb t-eaiment
which has proved itself to be ineffective on the mother.

Sequence 8

The next day all members of the family take x-rays. The
mother's tuberculosis has advanced too far to be cured at home
and she is told to enter a hospital immediately. Other family
members have only minimal infection, so they can be easﬂy
treated at home. ‘It is decided by the family to send Sook-hi's
mother to a tuberculosis hospital immediately. A far advanced
case cannot be cured at home and must be hospitalized.

Sequence 9

On the-other hand, at the health center, Sook-hi is told that
her disease can be treated at home and possibly cured in a com-
paratively short period of time. The treatment outlined by the
doctor consists of the following:

foa—
’

Complete rest, both mental and physical

2. Living in an isolated room to prevent possible
infection of other members of her family.

3. Sterilization of tableware used by the patient,
and burning of sputum.

4. Medication time table strictly observed.

5. Proper ventilation of the room at all times.

6. Plenty of nourishing food

Thus, an explanation of home treatment 1s made through Sook-
hi's treatment
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Sequence 10

In the meantime, Sook-hi's mother has recovered con-
siderably, thanks to a successiul chest operatxon and the scien-
tific medical care she has received. Modern medical knowledge
and facilmee have ‘helped make her recovery a.fast one. By
now she is able to énjoy the company of bther-patiente in the
recreation room. - Little. trace of the deapau' of the past.can be
seen on. her face -as she smiles reading a letter from Sook-hi

‘that saye she is almost completely recovered, and withina
short time W111 be gomg back to lchool

Sequence 11 :

A series of shots in montage show Sook-hi in various
activities in school of which one is ber singing in the choir.

Seguence } 2

The doctor who had: taken care o£ Sook h1 has been invited
to the class to speak to the students on the subject, "Preventa-
tive- Measures and Cure oi Tuberculosis. ' He uses Sook-hi as
a living exa.mplc. of a- gu'l who has been completely cured and
reviews ways of detecting’ Tuberculosis and step-by-step treat-
ment Irocedures Brief mention is also made that the more ad-
vanced cases must be sent to a hospxtal for more mtenswe treat-
ment. (Empha.su is made on ea.rly detection and treatment. Also,
, at this time, shots are shown of skin testing programs and the use
! of BCG on all negatwe reactors, a.nd the BCG should be ngen to all
infants in the first six months of life. )

. During this fmal review baslc pomts of treatment to be made
are supenmposed over the doctor as he speaks to. the audience.

The SCENARIO is a step beyond the Treatment. Here is
" filmic thinking and filmic writing at its best, especially for the
documentary project. Imagination is released through highly
de scrxptxve “"word 1mages " Breaking away from the conventicnal
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narrative form, the writer relies on key words. sentence frag-
ments, and dialogue bits to capture the film's rhythm, its pacing,
its mood, and content. Let's read a sequence handled as a Sce-
nario.

' 5-A-M-P-L-E

"THE WHITE GOAT (Excerpts)

At the chapel’s entrance the two boys cautiously move inside.
Genuflex... . .. . :

The two black sheep edge towards their assigned seats.
Genuflex. .

Cross themselves. ce

And kneel.

In closeup... .. And,pra.y, two pairs of eyes (Like the Black sheep
they are) o . L

Shift and close and pray. .

Pray that Father Kim has not seen them enter.

Father Kim has not seen them enter. He is busy with his service
....But,.... _ :

The Stern One, Sister Cho,.... Yes, she has seen them.

The sisterly eyes of Sister Cho meet with the

Now open eyes of Paik and Chey....

The black sheep. ...

And again they pray....

The scene
Opens up on the boys all on the ﬂoor
Just about to go to sleep.

Shadows from the candle dance on the ceiling above
The heads of the boys....

Shadows from somewhere. ... .

We're not quite sure.

Maybe the flowers in the hallway make the shadows.. .
Maybe.

Paik and Chey are still awake....

They see the shadows.. ‘
"Do you think Father K1m 8aw us tomght?" .
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"] don't know. . . . But Sister Cho did, 1 know."
""Yeah, I know. "

In the distance, a mudang's chant....

Driving away the evil spirits in the night.

And mixed in with this. ...

The drumming and singing of the kisangs in the village
Below.

""Somebody's dead, hak-song...."

"Yes. ...and the kisang women of the village sing and play the
drums for the visitors from the big city"

"Unnnh. ... Good Nignt...."

"Unnnnh. . ... "

The mudangs drum and pipe away at the evil spirits. . ..
Grotesque shadows dance on the wall. ...

And deep down into Paik's imagination chamber.

The music of the kisangs tries-to break in,

But the spirit dance dominates the boy....

He pulls-the bed covers up over his head. ...

As the scene fades away into the night.

The sun is high by now....

"My tummy's empty, " protests Chey, ''Let's eat!"
Paik agrees this is a good idea. ...

And this tree's a good place.

Paik runs up the hillside with the goats.. ..

and ties them off.

Returning to a place under the tree,

Paik and Chey open their tin lunch boxes. ...and
Begin to eat their meager orphan's lunch of fish,
Turnips, rice balls,,and a bit of kimchi. ...

But scmeone else is eating too. ...

A white goat

Busies himself

On a bit of rice rope.

Ummmmmmmmmm, how good the rope is....
Back to a close-up shot of Chey's mouth full of rice.
Then back to the goat's mouth chewing away.
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Our camera cute back to Faik and ‘Chey.... _

Their tummies are full;-and when tummies are full

and the sun burns-down.- . *

Even little boys become sleepy. ... 80

They are now ready to rest a bit under the shady tree....
But the goat is a very busy body....

He chews away.. ..

The -white.goat is' freeeeeeeeee

The boys lie down.. ..

The white goat takes off but....:

Not before turning back to check on the‘two boys

In close-up. ' '

The boys do not notice. ...

And seemingly with a farewell'nod tohis fellow goats -
Th » white kid takes off up the mountain side. -~ ° 1

ooooooooooooooooooo

The sound of the moktak. . ..

Paik stops and listens....

He, having lived in the shelter of the orphanage
Has never heard this new sbund.... '
It draws him on. ... And aus.

Now we hear the chanting of the Buddhist priest....

And the tapping of the moktak.... - . , s
Then there is the sound of water rushing over rocks
Somewhere up ahead. ... -

A waterfall....and

There it is- ...A waterfail, :

And below the women from the temple washing clothes
Quickly this is gone:- <. '~ ‘ '

Now the priest's chanting is louder: |

Kim presses on, the-white goat is all but forgotten.... -
But, something more exciting seems about to happen....
There's a well with a long wooden dipper, the ‘

Water coming down from the sideof the mountain through

a bamboo trough.

Up the stone walkway.... to the loud moktak.-. ..
And the chantings of the priest.. ..
And there itis. ...
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The temple. ...a Buddhist temple. ...

A church of the ancestors of Paik and Chey. ...
High and up in the tree-covered mountains. ...
At the end of a rocky trail....the temple.

.............

The small boy runs wildly. .. .Maybe looking back up to
The temple. ...

But only for a moment....

The chanting of the priest dies away....

The moktak. is a distant sound now....

And He's by the waterfall again. ..

Winded," he stops.... Bends down
At the base of the falls-
To wash a hot and heated face....

When he looks up there are two idols before him....
The Maria.....
The Buddha....

"Paik. . Pa1k where are you..
Where are you....l've found the goat cos
I've found the goat....

It is the distant voice of Chey.. .. He has found the goat...

But Paik is slow to snap out of this thing

At the waterfall. ...

The idols will not go away....

They want to stay with him.. ..

And he's afraid....

"Paik. ... Paik.... Together let's go home. ... "

Paik comes to his senses. ...

"Together. ... Leg's ga, Paik....I've found the goat...

"Together. .

Paik slushes water over his face.

He looks down the road....

Sees his friend with the chiga and the goats. .
Then turns back to the idols. ...

THEY'RE GONE....
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And where the Maria Idol had been
There now grows a cluster....
Of white and blue torage flowers. .. .

I .

A quick camera glance over to wher'e the .
Buddha had been,...And....

'I‘here too grows: a cluster. ces o

of wh1te and blue torage ﬂowers. ce o

And now the waterfall sounds grow louder zs. ...
We see in close-up.... .
A smgle. .« s torage.. .. "

The Formal Outline, Synopsis, Treatment, and Scenario,
when used alone, do.not give 2 complete a picture of the film
presentatmn as they should While it is possible. to use a
Synopsis.and a, Treatment, or a Treatment and Scenario, etc.,.
..this wr1ter feels ;that by takmg lmportant parts of.all four forms,
.and; combxnmg them into a single writing called a STORY: . . . %
OUTLINE conmderable time.can be saved and the story
presented in an mtere sting. manner.

Here is. a cornb1nat1on worked out for THE DYhE Note ;
that 11p- synch.. scenes are added throughout the outline, and. . f
the story line is. carned by a running narrative. Only a sugges- i
tion of voice-over narratmn is made. Technical directions are,
played down to a bare minimum. T

S-A-M-P-L-E

S R I

"THE DYKE" |, ...

Our story begms W1th a photograph1c cove rage of a ve ry
busy Korean village. ,Our camera pans, through rice paddies, .
almost ready for harvest, picks up a very impressive dyke,
farmers at work.in the fields, mountains in the background,
and then moves on into the. vzllage where we
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CUT TO

Shots of an active village. This is a happy village and the
people appear to all have enough work to keep them happy.
There i8 a considerable amount of market’ ‘activity foral vﬂlage
of this size (some 650 to 700 souls). These villagers all appear
to be headed somewhere in their work: ... they have a puxpose
The narrator carries the mood of the photography

"This is the happy vxllage surrounded by the beauty ol
the eastern mountains... .. fed by a'good riyer,’a river con-
trolled by a three-rmle-long dyke built by the v111agers ‘them-

': selves. ... rice paddies filled with golden grain. ...a busy local
F market....and people on the move. ... But this wa’s not the pic-
ture ba.ck in 1953.... The v111age was not like this...."

DISSOLVE TO

MONTAGE of ﬂood footage Much of thxs footage is avail-

able in the stock film library. The narritor continues, ""The’
big floods hit'us again and agam and then in the late summer
came. the ‘crowning blow . A flood that broke through our poorly
” _ devised-mud dyke:.:, ;and destroyed our crops. .. .destroyed our

% chances of making- ends meet for that year. The v111agers were
completely demoralized.. .. . there was'talk among many of their
moving away from the village where the gods had lite rally dis-
owned the people . talk of movmg to other villages or even
better, of moving to the big cities.:..Mr. Pak, the v1lla.ge
leader, knew he. could only-hold the v1llage together a short
time.... He also knéw that the gra.ss is seldom greener on the
other s1de of the mountain, ' -

WE DISSOLVE TO

AN INTERIOR SHOT of the village meeting house where a
large number of the townspeople have gathered under the bidding
of Mr. Pak. This scene is to be handled lip-synch, that is, the
movement of the lips will match as nearly as possible the actual
spoken words. ‘It is'obvious that a heated discussion is under
way by several members of the meeting.” Mr. Pak at the head of
the group shows great concern. One of the village spokesmen
breaks in over the already noisy meeting.
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A

MAN'S VOICE .-

"We lose everything. . .. for three séasofis now our crops have

been poor. ... every season the rains come and wash them away
.+ . -maybe Kim, - -Sing- Ja.e ‘was right. ... ma.ybe we ahould leave
.-this crazy vxllage ‘and go*to the c1ty for work "ol

- ]
oo frmanEd MRY PAK
.

« sae e b ) s A '~
"‘.". T¥L vy ‘-{ : ,\v,. ll ‘ ‘A he

(PUTTING THE QUESTION TO THE GROUP)

y oot
P

- "Whatiis the opnuon of the rest of you people? Do-we ledve""
‘the v111age, or stay?" - .

CEET T :i L MAN'S VOICE SRR vt
"How can -we: stay here? .+ .o the crope are destroyed. cee we ‘
work hard a.nd our work is deatroyed oo

MR PAK _ , .
".: 13 EERN 1' - > A ., b N b ".: LN ..:w ate ‘»“"-

LA EX
NEX AN B
Cam o e - \,,

. "But: thas is our wllage. .o Our people have 11ved here through
the:centuries..” One week ago our v:llage ‘was green, and the v
rice and.the. potatoes wére good. ... then the trouble came. W
too rauch rain.iii'a*very short txme. oo The old river ﬂooded

but there is a r’eaaon for thxs. S and 1t can be changed. ves 'f‘":'_
S e A voxcr: j* T T

(WITH MOCKERY FOLLOWED BY LAUGHTER)

“AHHHHHHH Pak is a sfnart man. .. " he knows what only the
Gods know. ;s Pak ¢an control the rnrer. HaHaHa.HaHa. ’

R E) ~ n.(
R RS : A

? AT .'a" ’ NEECH MR PAK R e T oo
. ——g_' v Lt )
s (FULL OF CONFIDENCE)

"Yes; .1 do know. R & know ’we can control the fiver.. .. a.nd
I know how we can control the river. .. .but you will have to
stay in the village. "
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A VOICE
————

(THREA-IENfNGLY)
""Nonense, . ﬂm gqxqg 1'11' go to. the village of my brother,
there's at lep,st work’ there . I'll leave this god-forsaken village
. my chxldren mqst eat....."

The meetmg is a complete failure.  Several of the disgruntled
men get up and 1¢a.v'e Others follow ahortly. leavmg Pak alone,
thinking. .
WE CUT IN TO A CLOSEUP OF PAK'S FACE AS THE NARRATOR

s ICONTINUES

Once the story is outlmed a notatxon of SPECIAL PROBLEMS
or considerations pecuhar to the film such as settings, properties,
costumes, special tranSportatmn reqmrements, anima tion, extra
corferences, and the use of special performers should be an-
~ticipated and recordeq at thm time in the PROSPECTUS

An ESTIMATE OF PRODUCTION TIME necessary to complete
the film is alwauys a good thing to include. If you feel some scenes
will necessa.nly Etretch througu several months of shooting it is
important that ydur apoqsor fully understands this. -If you are
expected to gamhle with the weather, (e specially in the case of
shooting color) then be sure to cover these unpredictables in
your time of pi'oductxon estimate. The author recalls that it
took him two complete open-deer seasons to get color footage
for a wildlife film and all because of the weather.

Last, but not least. an ESTIMATE OF OVERALL PRODUC-
TION COSTS is mcluded, gometimes with a payment plan, al-
though .the payment pla.n ueually is carried along with the con-
tract form, which we will take up later. In the prospectus an
itemized cost breakdown, according to equipment, performers,
travel, etc., is usually not required.

As a review, the major stepa required to bring us to the
shooting script stage would diagram according to Figure (3).
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FROM IDEA TO SCRIPT

Imagined Experience

Related Exper agnges

\¢ of Someone Else

~ Self Expenenc e e-ﬁ_, W nte r Ne eds

ST O THE IDEA
Imagged:Self S
Experience -

.B,XA ssignni‘ents/ ’ “[“

Photos (Stil2) —{ =

, ,Adapta,tions

A Facts

\Other Films Produced on Same cr

Related Subjects

g RESEARCH a_B'é,dggs, Mégazine_s , Newspapers

Thumbfx‘a,.vi‘l(Skﬁé?, : ' \Con’ferenées (Interviews )
Films Related to Subjec{ Fi&d Trips -
Syriopsis
, "I"rfeat“m“e“n;' _
*'Scena_rib

Purpose2 ___| SCR.IPT OR STORY

: OUTLINE
. Target Audience® — 1

-1 Approach? |-
O~ enin Sequence
(Statement of Pévelqpment
Problem or
Central Theme) -

Main Body

SHOOTING SCRIPT .

' --.5 Clo smg

(Resolution of Problem or Central
Theme and/or Stimulation of
Discussion of the Problem or

‘Central Theme)

(Investlgatlon of the Pro-
blem or Central Theme)

Figure 3
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CHAPTER V

TOOLS OF THE WRITER - DIRECTOR

So far we've adhered to very basic procedurss used in work-
ing towards the finished Shooting Script. Before we can move
ahead it is now-necessary to acquaint ourselves with the many
"tools'' the writer-director will need in developing his script
and directing his production.

Just as the village '""number one'' builder of homes has a set
of good tools and a knack for handling wood, mixing clay and
straw in making up the ondol floor, so the film writer and direc-

tor is equipped with the tools of his trade. They are not easily

come by; as a matter of fact, these tools are invisible ones. One
cannot run down to the market and buy these tools. Only by learn-
ing these, perhaps theoretically at first, then by observing them
at work during the production of several films and by many years
of experience can we acquire this valuable set of tools. Let's
look them over.

ORGANIZATIONAL ABILITY

Discipline yourself. . ..put your thinking in order. Probably
your first contact with the organization of facts, attitudes, and
objectives will be in researching your film. Whether we read
our newspapers from top to bottom, left to right. ... whether the
farmer carries his plow on his back while the oxen walks freely,
or as in western countries, the oxen carries the plow for the
man, certain universally accepted logic must be respected. This
l--22---3---, or A---B---C---way of lining up your facts is
one of the first things you should master. Learn to put facts
down in the order of their relative importance. It is always .
helpful to resort to the formal outline procedure we have dis-
cussed in Chapter IV. Don't be satisfied with keeping them in

- your head; put them on paper....heads have a way of sometimes

forgetting things. Keep an orderly file of your facts and figures
resulting from your research.

When it comes time to prepare your Story Outline and your
Shooting" Script, the organization of research material into a
coherent, well-paced story involving the interplay of characters

or the revelation of ideas cannot be overemphasized.
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Specifically this means that the writer acquires the dis-
cipline to faithfully adhere to his original central theme....and
this is not easy. Characters in your story which have been given
major 1mporta.nce will suddenly dJ.sapEea.r or fall into a relatively
ummporta.qt role in the stary: You may even fmd your.central.
theme chaqgmg before your very eyes. Important technical in-
formation is frequently sacrificed for a special opening or clos-
ing device. These are only a few of the p_tfalls you face as a
writer if you failito organize your thznhgg_’_

Although in 'larger orgamzatxons the task of budgetmg a .
productxon falls 9n the Producer, this often becomes the respon-
sibility of the Diredtor in a smaller operation. Be sides, a com-

. petent dlrector shoyld be able to run, on his own, an estimate of
the film's. producnon costs.. Next to. the producer, he is usually
the one re sponalble for staymg wzthm the 11m1ts of a predete rmined
budget . To take .one by one. tae. many facets of p1cture making, and
to give each o;f uthese a cost is a skill he must acquire. Then
fo,llows the. Joo of organizing these cost details into a. complete
production estimate.

Oxrganizing the right combination of cameranien, soundmen,
assistant dlrectors, art directors, make-up artists, and costume
mlstresses fails’ under the director's many duties. Often the
producer will take on this .responsibility, but again he frequently
delegates such work to his director. Then there is the job of cast-
-ing the film; fmdmg the. right performers for the productmn re-
quires.a hgﬁdegree of orgamzatmnal talent too,

One of the .hna.l steps pnor to actual photography and another
Job for the director or his assistant director, is the organization
of a workable shooting schedule What scenes are you going to
shoot 'on a certain day?' How many actors will you need? What
are their names" What costumes will be required? How many
cameras will you be using? What about special effects? Lighting
requirements? Propert1es? What if it «hould rain or snow?
These and'numerous other details of production all demand the
most from the director as he lays ut his production schedule.

Orgq rii_zesyo‘ur, own thinking. » . practice logic.,.,organized
thinking will result in a better -organized script, and THE SCRIPT
IS THE HEART OF YOUR MOTION PICTURE!
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:IMAGINA'TION -

The ummagmative lem is; deatmed to d1e before its time and
.wu;h it could go a'very.important, -vital idea. -Despite the volumes
‘that have been written on-this thing called irmagination,. it still
remains vague, something sought by many and found by few.

_ . We.do know-that imagination somehow involves daydreaming,

quick-dashes into.the fantastic, wild stretching of real characters
into synthetic situations; and-eventually the return to reality to
rebuild these- “'snatches of fantasy' into a realistic framework.
Empathy is the key to-anyone indulging in the 1ma£1nat1ve process.
Putting oneself in the shoes of another person. .. .seeing and
feeling ‘things as someone else possibly does. ... .building upa
strong,-intimate association. with an imagined personality other
than ourselves, this is the wa.y the 1ma.giner works

Imagxners prefer to work in different ways. Some prefer to
' thmk alone. .Others prefer to work with others. "The exchange
of ideas freely with other-imaginers is apparently new here in-
Korea. -Actually.there is much to be said for this method when’it
is put.to:use. Ideas.... imagined situations.:..imagined people

. .imagined things tossed about in a v'iggrous- discussion do
much to release more new -thoughts. . ... it'is. something-like'a -
chain-reaction. .Throughts are catching, and a different point of
view from dlfferent people will stimulate creative thmkmg

KNOWLEDGE OF THE LIMI‘I‘ATIQNS OF THE MEDIUM '

. %

An educa.tlonal fxlm, while it may be very helpful in solvmg
a problem, cannot work fmxra.cles ~ only near-miracles: This
medium, like all. other forms of commumcatxon. has its lmuta-
tions. It is your responsxmhty as a writer or a director to be
fully aware of what.a film, 'as a training tool, can do.. .and
what it cannot do. Furthermore, you should realize that there
are numerous technical limitations in the production of a
motion picture. . " .- ‘ ‘

What can a film do? - -We know tha.t:thr'ough a film we can
visually demonstrate and we-know-that ‘the eye records more
effectively than the -eax.: By radlo we can only hear but by Lzlm
we see and hear. .= . =0 Do AR E :
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Through the filin we can bridge time and space. We find the
stage play very lumted in this aspect. The film can tele gs¢ope in
from an objective Bgmt of view to a sub;gctwe pgmt of view. -Once
again this Close-up Shot outdoes the more rigid proscemum arch
of the theatar. ‘Iheater experxenced through the proscenium-arch
is limited, in a greatér >3 leuer degree, to. an ob;ectxve lookmg
in on-the’ performers , :

Unh“e televzsxon, the motxon pzcture ‘cin be carefuuy planned
and produced accordmg to that plan.- The spontaeous cutting, - the
sudden and often necessary e.lternatxve actions. reqmred in TV
production: whxch sometimes reeult in embarrassing mtuatxons or
,sloppy shonansth can be avouled m ﬁlm makmg

Last but not leaot » the fxlm isan 1dea1 vehzcle for a writer-
d1rector‘s upagmqt:on However, this 1maginatxon by.no .means
has a free rein; for we ‘must keep in mind that the film is physi-
cally two-dime nsmnal a mere progection of images on. a flat
screen and. the im Jery ‘is only as effective as the resulting reac-
tion of the viewers. We: are dealing with illusions of the redl. .
not reality.  Somehow the audience has to be inserted into thzs
passing parade of 1mages .This'awareness of the audience and-its
-off-frame part1¢1patxon ‘must never be overlooked by the film
maker ~It-hecomes obv:lous that.in this respect: the. hrsthand (live
actors; performmg in the u'nmedute present) experzence of 'the
theater outshmes the motion. pxcture. which basically is 2 second-
hand expenence (nnages shot-off ir. a différent time and a different
place). - Unlike the stage play, the film, by its very makeup, can-
not -sense. its audience and by so sensmg change its course ‘in the
middle of a showing. . It is up to you, the writer and the director
to.investigate with'a keen "inner eye', the prospects of your future
audience.and it-is. your. job to irechct the reactions of that audience
long before the final draft of lour ‘shiooting. script.. The ability to
bring your future audience-into the film before it is shot is the
mark of a good film man. It is a challenge to use the film
medium wisely.

'‘When it comes to the very physics of producing the motion
picture, we learn that film involves the use of artificial lights.
“Raw stock film must be used and this sometimes 1 quires
special transportation and care. Usually film cannot be immedi-
ately played back after photography. In other words; you. ‘may not
find out until the film is developed that you have scratches on the
film, or possibly your exposure was off. These and a dozen other
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things can go wrong.. A writer-director should acquire a general
understanding of the cameraman's problems in shooting a scene,
problems such.as depth of field and follow-focus. Keep in mind
that highly complicated camera movements and special effects

may, be impossible without an expénsive outlay of equipment. . ..

and sometimes aspecial effect may be impossible to achieve.
Usually a film cannot be shot in adverse w2ather conditions. These
and many other shortcomings of the medium must be respected

by. you, .the maker of films.

ABI‘LI-TY- TO WORK WITH PEOPLE
A.: ; -.Control

: 1 Control of your crew, your performers, begins with
control of yourself. ASSUME RESPONSIBILITY'!

. 2 Fmd & good assistant director and delegate authority to
him on, matters such as feeding and housing your crew and per-
formers, transportation, arranging for goodwill dinners, location
of properties, location of extras, keeping records of scenes as they
are shot,.and recording data such as location of properties ind
performers during ''takes.' The important thing is to keep your
assistant director busy and interested. On several occasions,
directors have complained to me that their assistants were lazy,
did. not want to help carry equipment, and from time to time
challenged the authority of the director to order them to do so.
While -some of this. may be a matter of insubordination, it would be
well for the director to recognize that perhaps he has fallen down
on his responsibility to his assistant. First of all, were the duties
of the assistant clearly defined priur to going on location? Secondly,
was he encouraged to feel that his job was important to the overall
success of the film? During story research and scripting was he
taken into your confidence, permitted to sit in on conferences,
discuss the story with you, and even offer a suggestion now and
then? HOW EXCITING - DID YOU MAKE THE FILM SOUND TO
HIM, . EVEN BEFORE SHOOTING BEGAN?

3. . Meet with your crew and your performers as a matter
of habit. . This means getting together at the end of a day or
evening's shooting.. Why? Through the inevitable build-up of
tension during the day's work, including personality clashes,
necessary readjustments of shooting schedules, lack of an
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important prop, illness of an actor ‘and technical foul-ups, it is
your job and not always an easy one, to REASSURE these people
that the black picture will turn white on the morrow. Listen to

their sad tales and attempt to offer them helpful advice if possible.

in this way you wiii do much to gain ikeir CONFIDENCE IN YOU
AS THEIR DIRECTOR. Discussion of the next day's shooting
schedule should also be carried out at this meeting.

4. Know the nature of each of your crew's responsibilities.
For example, you must recognize the fact that your cameraman
has to clean and check over his camera between takes, that some-
times a camera runs out of film and has to be reloaded, that the
power battery can go dead (but should not), and that the Assistant
Cameraman must load the magazines, help move the camera
equipment, .as well as measure the distance from the camera to
subject matter. Again, in the case of your performers, quickly
recognize their capabilities and their shortcomings. Know why
one will carry a side angle shot better than a front angle. Re-
cognize the fact that one actor can memdrize his lines faster than
another. Perhaps some of your performers have a tendency to
 overdo their characterization and you, as the director, must hold
‘him in check. - Be aware that your performers may from time to
time become tired and that a rest period will be necessary.

H

B. . Keg_g on the Move

1. - Keep ahead of your crew. Thorough planning is neces-
sary to do this. Planning the night before will do much to avoid
helter-skelter planning-as-you-go during the next day's shooting.
Don't waste the time of the rest of the crew by working yourself
into a corner, desperately looking for locations, thinking out
scenes, and keeping your crew and performers content. Plan
. ahead. ... Keep ahead.

2. Proper initial contacts with people with whom you will
be working is most important. Find out about the neighborhood
(the village)with which you will be working. Have the people
worked with a motion picture unit before? Do they understand the
type of film you are goiiig to produce? Are they willing to work
without money? Do they realize how much time it will take to
shoot their particular scenes? What about the costumes. ... are
they available? What does the head of the family think of his wife
or his children appearing in the film?
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How do we go about the important job of establishing good
relations with the village people? First, meet the key men and
women in the village. Learn their likes and dislikes. Get.them
together at a party, perhaps a feast. .Have drinks, but watch your

b | P - Sy

own. Talkiabout things which interest the people such as rice

farmirg, big weaving, home cooking, or shrimp fishing. There
are the rich and the not-so-rich and the poor, and because of
their -social status, they think and act in different ways. The food
they eat, the wine they drink, the beds they sleep on; the roofs
over their heads....these and many other things are different.

Be fully aware of their social standing and th”.r religious feelings.
Most people will respond to a:producer or director who has the
ability to become one of them, to a degree at least. There are
marked differences between the countryman and the cityman.

-Countryman = . ,
Pride in his livestock;
very heavy eater of basic
foods, - ‘

Proud of ability to sow with
his own hands so many chung-
bos of rice in a designated .
time... .-

Thinks cityman is lazy, loose

of morals and conceited

Displays a general apathy .
towards political events. .

Cityman

Pride in his radio or .
record player; somewhat
lighter eater (More variety
in foods).

. Proud of his éb_ilfty to turn

out with his own hands so
many brass pans in a designated

._time.

Thinks countryman is slow of
mind, crude, and a little on

" the stupid side.

Is quick to jump on the politi-
cal band wagon.

| “W}igg‘eaq_ thie village man is stubborn, bound traditionally to
his past, and lives ina secluded life in his small community, the
cityman is obliged to live in close proximity to his neighbors.
He must live with a degree of tolerance for the ways. and thoughts
of the people about him.. There are more sophisticated ways in
which he can spend his time; the moyies, art exhibits, sports
conte*gt;l',‘ symp,ljony orchestras, or bars and billiard rooms. The
city dweller is more likely to be a "joiner-of-the-group". ...
more dependent on others for his livelihood, his food and his

thinking.
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Your ability to tune your thinking to these widely divergent
social groups will make you a better director or writer. Once
rapport has been establiched, you will face the task of working
out production details with these people How can you, asa
documentary fiim maker arrange with the owneér of a home or
a piece of property for its use as a shooting location? What about :
arrangmg for the services of people in the community to play b
minor roles or serve as extras? What are some of the ways you
can approaeb the se people to obtain their coggeratmn?

a. Monhy or food is probably your strongest talking point.
If your budget will permit, set aside-a portion thereof
to |c;cweir modest payments to the village participants

you feel will be needed in your scenes.
‘ l Ly

b. Frqquently your film subject deals with a function of the
gove;rpment or a national association whlch for ane -
reason ior another cannot afford to pay for the ‘services
of Rraféssxonal performers. I this is the case, the
Qernmb nt authority can often induce members of the
community to cooperate. In most of the villages there
is a village chief.. Always establish your initial contacts

. with him and obtain his goodwill. This. will take time.
and some doing, but unless you have this man behind
you, you may as well look for another location. The
village chief can help you meet the rest of his v111age
people. He can show you some of the best locations
within the village, and he has the power to ca.ll to-
gether group meetings, a real advantage when it comes
to plamung your crocwd scenes and casting your story.

c. If you can convince the people that the film is for the

good of all, that everyone should, in one way or another,
be willing to contribute to the cause, then you will surely

- find a number ready to cooperate on a voluntary basis.
Examples of this would be volunteer performers which s
have been used in the National Red Cross film, WE
REACH BEYOND, THE PREVENTION AND CURE OF
TUBERCULOSIS, BABY CARE, SPRAYING FORMOS- .
QUITOES, and CHEST SURGERY. The very nature of
the subject demanded a spirit of working together for

"a good cause.
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d. Another enticement is to throw a bglcommumty feed,
a feasy for the villagers. Admittedly this is one way of
.obligating the people to you, .but here in Korea it is
quite the aceepted pattern, a.nd wxn pave the way for

‘hatte®: !-.la Hgn ) Au ring vou 1' lhootmc

W..v. ——— e ————

e. Supply the prospective performer with a good set of still
photos of- himself or his children. Photoa or some other
- gift will make him:feel that he is getting a good trade.
Here in the country there are a limited number of still
‘cameras. A photograph of a man and his family is a
memorable thing. . The natural desire of people to have
theuJicture taken can be used as barter for then- services.

f. Then there are those people who, with a little encourage-
ment, will readily go before the cameras for you, Appeal
to their ego....they are going to be motion picture ac-
tresses or.actors. This approach will work with many
people. ’ '

LANGUAGE OF THE FILM:

" Learn, Think, Talk, and Write the language of the film!
This is most essential! From here on we will be learning film
terminology and technical jargon common to the industry. The
chemist has his formulas, the history professor uses his chrono-
logies, the army officer his order of drill, and the filra maker
too. talksa language all his own. After learning as many of these
terms as we can,.let's begin thinking shot by shot; scene by
scene, sequence by sequénce, reel'by reel. Whenever you are
among your associates, talk ﬁlm talk and eventually put this
language. to work in preparmg your scnpt and dn'ectmg your film.

A good rule of thumb to keep in mind is that filmic d1rect10ne
are made from the camera's point of view as opposed to stage play
directions, which are made from the performer's point of view.

We will establish, as a common reference device, the figure
of a man or figures of peOple “If your ‘subject involves inanimate
objects then these items would natuvally be substztuted for the
people. These figures will. be worked ina frame. With the advent
of the wide screen we find we have to consider both the standard
frame ratio of 1 to 1. 33 and the cinemascope frame of 1 to 2. 35
ratio. By comparison we will be able to see the advantages and
disadvantages of both frame sizes. . A majority of the 111ustra.-
tions will be made using the standard frame. :
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Figure 4. MEDIUM LONG SHOT (MLS)
Here the main subject in the frame is a
group of people before the temple.

Figure 5. MEDIUM SHOT (MS) We move in
on the group. This is always a good shot for
re-establishing a scene. ‘
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Figure 6. FULL SHOT (FS) Now we point
out individual performers. Here isa FS
of the main subject, the man. o

Figure 7. G&OUP SHOT (GS), or 5-SHOT

(58) Several performers in a scene, support-
ing the actiens of the main performer. Notice
how the female performers give the scene to
the man.
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Figure 8. KNEE SHOT. Some directors
prefer to call shots according to photo-
graphed areas of the body.

Figure 9. WAIST SHOT - Man
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P4

€.

PR

WAIST SHOT - Woman

BUST SHOT - (""Korean Close-up")
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Figure 12. CLOSE UP (CU)

Figure 13. CLOSE, CLOSE-UP (CCU)
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Figure 14. TIGHT CLOSE-UP (TCU), or
EXTREME CLOSE-UP (ECU)
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“ « - Figure 15. "HEAD-ON SHOT. Puts the sub-
ject on the same level as the viewer, Used
in normal conversation scenes.

_ Figure 16. HIGH ANGLE SHOT. Tends to
humiliate or belittle the subject..
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Figure 17.. HIGH ANGLE - Variation (Arrow
indicates camera position) }
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Figure 18. LOW ANGLE. Gives the subject
importance making him a domineering figure.
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Figure 19. SIDE ANGLE SHOT. Shooting
the subject like this makes your figure more
interesting than the flat head-on treatment.

Figure'20. OVER SHOULDER SHOT. Very

; important way to handle close-in.demon-
-stration of an-item. A good way to keep
subject identified with item.

<
- 'i
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Figures 21, 22, 23.

The REVERSE ANGLE
shot is generally used to
carry conversation be-

- tween two people. Note
that the principle of the
imaginary line applies
here. Both the woman
and the man are clearly
established (Fig. 21 and
22) before the camera
moves in for MCU of the

~woman. This seléction

- of shots also matches
the look of the two
characters. The angle
is chosen so the camera!
shoots over-the-
shoulders, first of the
man, and then the
woman. Flat, head-on
angles should not be
used.

Figure 23

- 83 -




B ok 5 e T el ST e

g

N R PR Y

. Figure 24. ' THE REACTION CUT. A shock openihg used in th'e‘fihh,_
""Another Enemy, the Mosquito'. From CU of sick child to worried mother.

From CCU of father's eyes to Dr, Kim.
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Fzgure 26. THE EXIT OR ENTRANCE“PAN‘ ,P:lck up subject. Follow
with camera to door and hold. Reverse cameraiquement for ent pan.

Fxgu.re 27.. MS TO CU PAN Useful in shifting from a gro'np‘df people or
dn assortment of 1tems to an individual person or single item.

e

RS I a1

I A L A T P PP

s

e

e g o




Figuijé 28. THE FOLLOW PAN. Camera holds on subject as she moves from
one area to another. Subject constantly changes size in frame. Compose the
pan so there is more space in front of subject than behind.

R

Figure 29. REVELATION OR SURPRISE PAN. A sick child....The camera

is used to hunt down the cause. ... The cause, when revealed by this pan,
usually shocks or surprises the viewer.

b3S o el



Figure 30. THE TILT PAN. Because of the
aspect ratio of both the standard and wide
screen motion picture frame, it is difficult
to compose some vertical subjects such as
tall buildings and monuments. The tilt-up
or tilt-down pan is one way of handling this
type of subject. |
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Figure 31. THE SWISH PAN. In shooting news cover-
age, sports events, and occasionally feature stories,
the Swish Pan is helpful. By moving the camera quickly
from one important subject to another important subject,
exiraneous in-between objects are blurred beyond re-
cognition. In shooting soccer, for example, instead of
following the ball through the air, the camera swishes
from the kicker to the receiver since the object is to
show the defense patterns of the players.
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Figure 32. THE DOLLY SHOT. The camera dolly (or
vehicle) is mounted on a track and moved in on, or out
from the subject. This shot can begin with the camera
framed in tight on some detail of the set or a performer's
action. Then, as the caméra is moved away, .the sub-
ject's size diminishes and other new subjects are re-
vealed in the frame.. .. This is a dolly out. A reversal

of this movement (the dolly in) is equally effective in
working in from an establishing shot to an importantdetail.
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Figure 33. THE TRAVELING SHOT. Unlike the Dolly

Shot, or the Pan Shot, the Travel Shot follows action and ‘
keeps the subject to space size the same throughout the

follow of action. Travel shots use a camera vn a dolly,

or in many cases it can be mounted on an automobile or

some other transport device. The vehicle must be

driven smoothly, free of vibration which would result

in rough photography. (Arrow indicates direction of

camera and police vehicle)
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WIDE SCREEN COMPOSITIONS
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.
e if0be

S——

Figure 35. CLOSE-UPS on wide screen are tricky. To fill
the frame with a single CU results in excessive space
around the subject. Introduce other subjects to fill the spacz,

Figure 36. Vertical subjects are difficult to compose. Use
a TILT PAN or break the subject down into interesting shots
of details, typing them together with short Swish Pans.
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OPTICAL EFFECTS. Don't become "optical happy" and use ‘
too many in your film. They are used for Time and Place
Tranmtzons, Montages, a.nd __gemal effects.

P r"f EREN

1 ff* ?L!J . !fi, | W

H
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F1gure 3. .'rl{é FADE OUT rune from a fally hghted shot to
black-out and. termmates a special segquence or the end of
the. film"story. :The FADE-IN runs from- black-out to fully

11ghted scene, and begins a special sequence or film story. -

.
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Figure: 38 The DISSOLVE or LAP DISSOLVE is a- comblna.- .
:-tion of overlapping’ shots, fade-outs, and fade-ins. As the =~
jre sult, one.image app€ars to melt away as a new image 'i'é"-f" -
" places-it.. Especidlly useful for time and place transitions. """

B., Diagonal Wipe ..

A. Hotizontal Wipe

Figure 39: WIPES are many ‘and vaned Thu,r are quick time and
place ‘transitional dev;ges One shot is moved off frame revealmg a
new one ‘in its place. ' ‘
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_Mo:ztage

Montages may be formed as a pattern of multi-printed
(superimposed images). They can be formed by cutting together
a series nf ghots, cleverly arrangsd ‘and paced either fast or
slow to carry the tempo of the film's story Lastly, shots can
be blended by dissolves. :

Many directors rely on this "miracle device" to cover up
filmic sins they have committed in their scripting or shooting
stages. Like optical effects, montage has its place and should
not be misused, or used too much. This device can help you in
four wayo

Fu'lt, it can be uced to brzd&e time and place by superim- .

*pdsmg ‘printed material such-as newspapers or calendars over

symbolic action auch as rioting students, marching troops, or
sailing ships, This is an economical and effective way of cover-
ing a broad expanse of time quickly and dramatically. Shots of

. a subject:growing older and older and older through a. senes of

dissolves also symbolizes the passage of time.

Second, the montage can combine a series of events such
as sports contests, historical ‘happenings, or manufacturing
processes. Step by step a manufacturing process can be covered
through montage, squeezing routines that would actually take
weeks, montha, or years to complete into a brief thirty seconds
of film.

Thxrd ‘the montage may be used to build up quickly for the
audience an individual's background, that is where he was born,
his childhood experiences, his schooling, his ‘relationship to

'his parents, his step into the big world, his romances, his de-

sire for power, finally bringing the audience up to date on the
personahty with whom they are about to spend the next hour
or so of £11med suspense.

Fourth, montage can be used to create a predetermined, on-
the-spot emotional response on the viewing audience. This type
of montage consists of a series of carefully selected images
cleverly arranged and timed to {it into certain focal points of
action in the film. Popularized by the Russian, Eisenstein, this
montage form is an interesting but sometimes far-fetched tool
you'll find fun to work with. A number of books nave been
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written by a number of pec;ple on this particular kind of montage.
I've included the more important ones under '"Books to Read and
dep to See. "

5

Imbuzldmg up a succeuful montage you face the challenge
of selecting exactly the righit image or action to convey the
feeling you wish to convey. Take for example a montage plan for
carrying the feeling of pr Jre!s We face the choice of eleven
shots to carry this feeling. Here they are: 1) large group of
people working on a road, 2) earth-moving equipment on the
move, 3) traffic moving in an orderly manner at a city inter- .
section, 4) busy market acene, 4 5) smoke curling up from a y
factory chimney, 6) tanks movmg through streets, 7) dancmg :
people, 8) children eating, 9) people pulling cart with their
belongings, 10) a dirty-faced child, 11) group shot of people
laughing. Now, if to each of these shots we apply a positive or.
plus.symbol for the shots that would’ convey progress and a
negative or minus symbol to the shots that would cancel.out the
positives, ‘what would we end up with? Obviously shots 6),
9), and 10),. if used in a progress montage would weaken it, or * -
render it neutral

(“)'

When makmg the montage, aelect the shots that logically add-' |
up to the sum total of the response you're trying to win. Add'to
this dynamically composed shots, the right timing and the rxght .
rhythm to help it produce the desired response.
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CHAPTER VI

. . WE WRITE OUR SHOOTING SCRIPT

o

Before ;akmg the next step in the {ilm

's pr e,.araﬁo*z it will be

g

and the’ trammg ﬁlm Proba.bly we can compare them as follows

TheatnbaI_Dfama
Lines of'words’ 3" &

Individual Bpeecftes Lont oL
"French' sCe. P

Scenes el : ,a".nl'x‘ Cel X
Actg - H%8r

SRR
LN

LN v Y .
he ,'. e A . P '(px »

A Comparzson Betwwen the Theatrxcal Story and the Tralmng Fxlm :

: Trammg F 11m

:‘Franu:

" Shots

' Scenes ‘

' Sequences

Reels

: ~_F11m‘

X8 . ,?

Theatrical: Dra.rna.,

ACTI |

The situation, the setting of the
stage, the unfurling of events,
revelahon of the essential
(1nner and outer) personahty of
the main protagonists.

Tensions become obvious.

We begin to realize that these
tensions can develop into con-
flicts. The characters, thrown
into possible conflict, suddenly
reach the "Y" at the end of the
road. ... Which road will the
main characters decide to take?

ACT 11

The decision 1s made.... The
main character chooses a course
he will pursue through the film.
The second act opens with him

in the middle of a big experience.

The plot thickens.... Con-
flicts grow. . ..

'I'rammg F11rn

,(Examg}e - Acac1a Tree)

- ¥

Vot e ev
ar g L SN

The problem. .. .Our country is
losing her valuable top-~soil -~

. and.we are without gufficient
 firewood to see:us through the:

cold winter.

Something has to be done to
solve this problem. What?
What is the solution? Which
way should we go?

MAIN BODY

Well, we have scientifically
approached the problem and
found that out of several possi-
ble solutions, the acacia tree
is the best answer.

- 96 -

N

-




e AL

AL . ] —1 T T Y T T T
x

-

- C.ontinued,_

I

ACT II

Facts become Jumbled They
need straightening out. . New
confhcts become apparent
The' course the main character
has chosen to follow now be-
'“comes ‘more and more d1fficu1t
" Events unfurl faster and
faster until 1t seems they
cannot go on. .+ .. One tiny " wor‘l
‘One false move. ...and we
hxt the breakxmomt
Tennons snap 'I‘he climax B
13 reached '

r

' quahtxes

ACT 1III

Finally all truths have been
revealed “Now, reconmha- o
tions'must be made.' The =~
"waywa.rd" husband returns
to his villagé‘and virtuous’
wife. The "good" king
regains his throne. The '
"villain" element is properly
punished. Somehow the
audience is assured that
tragedx was inevitable or that
happiness will prevail prevail, orthat ’
the project so desperately .
fought for by the ‘main charicter

BT ETRRTE R TR A

" lagers. .

~ Continued .

MAIN BODY

But why? Why is it the answer?
Its positive, its good qualities
have been measured one by one.
They are: (1) The acacia is pro-
lific, (2) Has high regeneration
ability, (3) Has a strong root
system and replenishes nitrogen
to the soil, (4) It is fast grow-
ing, (5) Acacia leaves provide
food for small livestock and

(7) Last but not least theacacia
“will prov1de a qmck source of

' fxrewood Questxon But whs.t

.....

B$Y) Acadxa 1s not 1deal for con-
struction purposes. (2) Acacia
is dxfﬁcult to harvest, and

(3) Acacxa snuffs out less herdy
trees o

So we wexghed the pos1t1ve
"-qualities’ agamst the negative
.. and ‘found the ‘posi-
~ tives so much stronger, es-
pecially as an answer toour
ﬁrewodd and erosron probfems.

" CLOSING -

By showmg the posmve and neg-
“ative values ‘of the acac1a ‘tree .
and by recommending highly effec~

" tive'growing procedures. we have

~ offered a good solution to our
problem. What has taken place
in this film can ulso take place
in your village. ... Let's plant
acacia ‘trees, farmers and vil-
. Then we will have
fxrewood and our mountains will
agam ‘be green.
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ACT III - Continued CLOSING - Continued
in the etory, is now bound to In this film we have/ eeen visual
succeed. - evidence of theerosion, the

firewood problem .We_ have
systematically tested several
types .of trees. to.{ind out the = .
best answer to.the problem.. We
have. meuured its plus.qualities
against its. negatxve qualities.

On this basis we appeai directly
to you, the viewers, to_join in
.the acacia planting campaign.

Shootmg scnpts can be wntten up in two dszerent waye de-
pending upon the ;.ndwidual writer. A script. prepared by a jour-
nalist whose bacldground is that of word images relies on detailed
shots or scene dedcmptxons He will more than likely avoid
technical jargonm. il tnight add that most directors appreciate thic
script form because it given them considerable freedom as the
interpretative aztist. On the other hand the scripter who has had .
a cameraman or director's background will tend to indicate very
specific scenea in the script and will call these scenes shot by
shot. There is much to be said for both methods of script pre-
paration.. I find that the first method works especially well when
preparing a film that has a. definite story and one that is highly
motivational. injcharacter. When preparing a training film cover-
ing highly te¢hnical subject matter such as TELEPHONE IN-
STALLATION or SPRAYING FOR MOSQUITOES, I recommend
the highly specific second method.

The shooting scnpt for THE DYKE, followed quite closely
the first method It was, ioosely constructed, although here and
thpre transxtmnal devxces such as dissolves, fades, and the like
'were used to move the reader from scene to scene. We used a
format commonly: uaed in the Hollywood feature film script.
Here are a .few pages reproduced for your study.

S-A ~3M-‘P-L-E

SCREEN PLAY

THE DYKE

THE STORY OF A VILLAGE'S "REBIRTH" THROUGH COOQOPERA -
TION
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OPEN WITH A LS. OF SUNRISE IN THE VALLEY OF DONG SIK
AS MUSIC BUILDS A HAPPY MOOD

: DONG SIK-
(VoiceéOvér) o

Do F e
PRYELN
: K ,
[}

AR thu is the valley, and in the mormng che sings to the
mountams "and the river ﬂowmg . _ o |

DISSOLVE IN TO:

Group of trees

CUT IN TO:

LOW ANGLE SHOT of trees.

iggfour TO: 0 T

\\\\\\

MS of trees and make SLOW PAN over to the completed dyke with

DONG SIK
(Voice-Over) e o *':':'_.";.

........ the river flowing but told by the jebong (dyke) what to do.
The jebong (dyke) tells the river "Yes, we want water' and '""No,
the water must not come today.' This is the jebong. .

CUT TO

ot

ANOTHER ANGLE of the dyke

CUT TO:

ANOTHER ANGLE of the dyke and SLOWLY PAN through the rice
paddies (ripe in harve st), Camera comes to rest ina MS of the
village.

DONG SIK
(Vo1ce -Over)

..... ... the Jebong that’ my vxllage built. - And here the village

sings back the songs of the valley. Happy songs from a happy
people. . ..., .. the ‘happy village that cooperation built. .
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Aruitoxt provided by Eic:
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CUT IN TO:

MS. of the village's new sanitary well where several village

women are at work around the well. -We see Sookja, Dong Sik's
wife, as she draws water from the well, places the container on

her head, and walks away up the street. The CAMERA FOLLOWS

her and picks up Pak, Ri Chang, who leads a cow towards the
well. Pak stops and chats with Sookja.

CUT IN TO:

MS. of Sookja and Pak as they converse.

DONG SIK
(Narration in first person)

et e and this is Pak Ri Chang. (The narration to be developed

introducing Pak, his capacity as village leader.)

Several small children whip in past Pak and Sookja. Sookja goes
her way up the street. Pak nods his head as if wishing he were
a young boy again.

THE CAMERA CUTS TO:

MS. of children playing volley ball.
CUT TO:
LOW ANGLE SHOT of chiliren as they try for the ball high over

the center of the net. One player MOVES IN TIGHT ON CAMERA
LENS AND OUT :for LIVE WIPE effect.

CUT TO:

MCU of wormsan in garden picking corn.

CUT TO:

MLS. of men and women at work harvesting rice. A chiga
carrier with a load of rice makes his way across frame. Our

camera Pans with him to a MCU of '""Community Development"
sign. The CAMERA HOLDS ON SIGN.
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FADE OUT as MUSIC COMES IN STRONG

FADE IN ON:

MS. of Dong walking toward the camera through the village street.

DONG SIK | ;
(Recalling the past of his now-happy village) - - |

........ when I first returned to my village after the war.... . |
everything was wrong. ... |

As Dong Sik approaches the camera we HOLD HIM IN A ‘CHEST
SHOT and SUPERIMPOSE MCU of crying child in the arms of its
mother. '

DONG SIK
- ¢ (Continuing the story of his village just five years ago)

. ... .-the crops were bad. ... year after year the floods c me
to ourivillage and washed away the valuable seil. .. . the people of
my village'were discontented. .. .the village had lost her spirit:. ..

K CUTIN:' - T : : co |

MONTAGE OF SCENES IN THE VILLAGE of five years ago as
Dong Sik recalls visually those trying days. Montage to be made
up of the following shots.

T T VT N T Y N T N T P IR LR IS

MS. OF MOTHER AND CHILD in dirty strezt

CUT TO.

GROUP SHOT of men playing cards (for there is no work in the
village). ‘ . .

CUT TO:

MCU of ‘two men napping under a tree.

CUT TO: = - T PR

MS. of skinny dog running down the street.
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xCUT TO:

MS. of an em'pt:y:hog. pen.
cuT "1"0:“::'

MS. of'dgie(_i up-rice paddy.
CU;I‘ ;1‘0: -

INTERIOR SHOT with a poorly set table, a single communal soup
bovll ‘and half-ﬁlled rice bowla

" DONG SIK

(with bttterneu)
...... e why were. these things so........]I had recently married
Sookja. .. .we wanted a good home....a good village in which to
bring up our childreu ~butl wondered about this village of my
_ancestors. . ...what was wrong with it?....was it worth staying

here and starvmg or:should J go to some other village or even to

‘the big city?. ...] had seen much in the war and the city did seem
to have much to offer. Il soon made it my business to get in touch
with Pak Rx Chang ...... . '

DISSOLVE TO

DISSOLVE TO:

Montage of men at work on the dyke. By this time several of
the women now bring in lunch for their men. A few more have
joined the ranks. ' '

CUT TO: S

GROUP SHOT of sqveral old men and young men of the village
‘gitting under a tree clooe to the dyke construction. They shake
their heads and t;aunt the handful of workers. One elderly man
points lua'px‘pe to the group.
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CUT TO:

MS. of the old man as he points

DONG SIK
(Voice-Over)

++o««+. . Many of the villagers came to the dyke site, bt they
did not come to help us. ... they at first laughed and made jokés
about our work. ... The first week passed, and it seemed that so
little progress had been made.

DISSOLVE TO:

MS. of Dong Sik and Sookja returmng from work on the dyke.
They talk. -

DONG SIK" K ‘

SOOKJA R «‘«,
. But it has heen only a week you've been woﬂ&ifng'.. i
DONG SIK
cveeri.. . Yes. ... ar'xd alrééd& Klm an‘d Jong threa.ten to.q"ivﬁj:.:‘:. .

(In the distance we can see heavy thunder heads making up Just
beyond the mountains) ~

DONG SIK

........ We need so many inore people Sookja.. .Pak Ri Chang ‘
was right. ... .. we need th2 whole village.

%5 Sookja and Dong Sik pass by the local saki house the CAMERA
CUTS TO:

MS. of In Goo standing in the door; laughing and joking.
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IN GOO

Hey, Big-time Farmer. ... come in for a cup of saki....
CUT TO:

MS. of Sookja and Dong Sik. Dong Sik momentarily glances
toward In Goo then back to the street as they continue their way
home. ' :
CUT TO:

MCU of In Goo

IN GOO

........ Fool.....A farmer in a number ten village. ... (He
laughs, as we again hear thunder in the distance)

The camera FADES TO BLACK. Thunder builds. Lightning
interrupts the darkness. ‘

CUrT TO:

MCU. of Sookja and Dong Sik as they look from their porch into
the dark night skies. Rain is sweeping acroes the frame, and '
frequent lightning flashes hit their faces, making them grotesque
and frightened. Thunder comes in hard.

CUT BACK TO:

MS. of Sookja and Dong Sik, (Side-lighted) on porch....

CUT TO:
CU. of rain pounding into the garden area
CUT TO:

MS. of cow in the barn (Edge-lighted)......... driving rain
sweeps across the barn as lightning flashes.
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CUT TO:

MS. down dark street. A lone figure (Mr. Pak) comes running
through (Lantern in hand). He shouts as he runs on down toward
the river.

PAK'S
(Voice)

...... The river.....The river..... The river's rising.....
Everybody down to the river.....

CUT TO:

CU. reaction shot of Dong Sik and Sookja.

CUT TO:

MLS. of the edge of the village by the river. Pak dashes down
to the river with the lantern. He is quickly followed by several
lanterns, ‘so that the frame becomes filled with a crazy move-
ment of lights in the ‘darkness. ' ‘

CUT IN TO: -

MS. - of group of men with lanterns. They point excitedly to:
"MCU. shot of river dashing against its bank.
CUT TO:

CUS. of two or three men's faces. Pak yells

........... Look........ There.down the river......It's Cho's house

....... the river's washing it away.

CUT OUT TO:

MLS. of lanterns and flashlights running down along the river's
edge

CUT TO:

FULL SHOT ot Cho's house (edge-lighted) the water swirls up
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around the house. Cho struggles out of the house with his family
belongings, followed by his woman (who also carries.houseware)

CU. of their faces
cur T0:

MS. of Cho and his wife as they make their way in past the camera.
Hold the shot on the fiooded house, then....

FADE OUT TO:

Black as music builds

oooooooooo
i‘;
-5
.n':"l.n [

Tﬁe ahooting scnpt prepared by Mr Lun for SUPERVISQR
AS' A ﬁEADER PART I was tightly tashioned Lim prettyswell |
visualized what he was after and he was. compelled to provide.-
specific lip synchronous dialogue for his characters since this
was a film involving characters in a series of situations.and
what the characters said to each other was probably the most it
important single element in the film. We used a typical:educa-
tional film script format, not commonly used on feature films.
Here follow a few pages of "Supervisor as a Leader, .PartI'" for
your inspection. '

S-A-M-P-L-E
Shooting Script (Fiﬁal) “ Novembe‘r\ '1\‘7, 1960
USOM - BPI - Training Film
SUPERVISOR AS A LEADER
(Part I)

Production #540

o EE e d e e o>
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Picture ‘ Sound
FI - Credit Titles.

1. Korean-American Coop- ' Music. ... up.
-eration Emblem '

2. " Presented by National
' Officials Training Insti-
- tute. | o '

Produced by Bureau of
Public Information

3. SUPERVISOR AS LEADER

Title: This film drama-
tizes four supervisorship
*" - problems. Can you recog-
" ‘nize them? '

FO - Titles

SCENE 1. (At the section chief's ~ SOUND EFFECT
- - home. Nearly time to go to . , ‘_
the office in the morning.)  The clock strikes eight.

4. 35S - The section chief is
fastening his neck-tie while
his wife helps her boy, Kil-
nam, dress and fastens a
knapsack on his back

5. ‘MS - Wife wipes Kil-nam's KIL-NAM
nose clean. Kol-nam goes _
out of the frame with a Goodbye, Mother.
" brisk bow.
| MOTHER

(To the back of her child) Be
careful of the traffic.

c= 107 -
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Picture

Now the wife picks up her
husband's coat from the

rack. (Camera dollies back

and reveals section chief
and his wife in FS.)

MCU - Husband replies
casually.

MS - 2 shot - At her hus-
band's indifferent res-
ponse, wife stops helping
him on with his clothes.
Meanwhile, husband
buttons his coat, adjusts
the necktie and goes to
the desk at the corner of
the room. Camera
dollies in and reveals
wife in MCU while hus-
band talks.

FS - Speechlessly section
chief puts paper work
into the briefcase by the
desk.

MCU - Wife

Sound

WIFE

(Helping her husband put on his
coat) I wish you would pay a
visit to the school at least

once for our boy. (No response
from the husband). Lately his
school work has been very poor,
dear.

HUSBAND

Yah?

WIFE

How can you be so indifferent?
You talk as though you were not
concerned.

HUSBAND

You say his school work is poor
because of me?

WIFE

I wonder what makes you so
peevish? Did I do anything
wrong by saying you should see
the teacher? Look what they do
for their son at Soon-Sik's.

They have not only visited Soon-
Sik's school teacher many times
but have also employed a tutor
for their child. What on earth
good have you done as a father,
not to speak of household
macters?
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Picture . Sound 3
10. FS - Section-chief pick- HUSBAND

ing up his papers.
e Do you think I don't because
e e . I don't care? I am very busy.

DD SN So you will have to.. ...

11. MCU - Wife interrupts her WIFE
husband. Camera dollies \
back until it reveals QOh dear!  You've got a nice
section chief and wife as  ‘excuse. Don't forget that
she finishes speaking. your friends, checker game
Closing briefcase, the (badook) and other trifles
section chief comes to- have been the excuse whenever
ward his wife, who waits  you came home late at night.
and stands in his way. It is a matter of accepting

He comes to a stop, face <~,responsib1hty and not of time.
to face with her. After If you really want to, why don't
this long harangue by his... you-visit the school’ teacher
wife, he goes out nervous durmg lunch time? .

and upset over this domestic -.

quarrel. Camera rapidly-.

dollies in and reveals w_if\e*

in MCU.

HUSBAND

(Lookmg at his watch) You

~ know:l have no time left, and
-don't:be so- naggmg in the
morning. :

Ny MR BT . WIFE.

e -. .But.morning is the only time
S R .+ 1;have to talk to you: " Tell me
» \.sw;\,f..; vl e - whether. you will go to see
~Kil-nam's school teacher today
Rt O Vead o) o not ‘

N

. . HUSBAND .

Jeee - : ﬁYes. ... Yes.
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Picture

DISSOLVE TO:

,FI

‘Title, ONE MONTH
LATER 8 RS

1 "i-:": .

FO

2
F :I.a-

."‘; f«;

. SCENE 7 (In the office room)

-5~9;: TCU - of name plate read- -
ing "Sub-Section Chief,
Hong." The telephone on:
the desk rings unanswered;
as the camera dollies back
we see the phone and then
Mr. Hong, who is between
the chair and the teiepnone.
Pretending not to notice the

. ringing phone, Mr. Hong

reads a-newspaper with a
cigarette inrhis mouth.

60. FS - Mr. Lee brings some

papers over and placesthem

on Mr. Hong's desk. Lee

then takes up the receiver.

= Gamera follows Mr. Lee

-+and holds Mr. Hong and Mr.

Lee in a MS. Straighten-
ing himself in the chair,
Mr. Hong cheécks the papers
absent-mindedly.

Sound

WIFE' ©

x 1T
¥
by

Please go see the teacher ta-
day without fail, and don't
spend time .on badook.

PUREE ] P
;g A

Lnd o

MR. LEE

Here are the papers foi your
signature Sir. (He takes up
the receiver)

MR. LEE

Yes, itis. Yes, he is,
(Holds out the receiver to
Mr. Hong)
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Picture Sound

avamwl — —

A call for you, sir.

(Mr. Hong pays little attention
to Mr. Lee and registers un-
concern for the phone call.

MR. HONG

Who is on the line ?

MR. LEE

1 am not sure, but it sounds
like a lady, sir.

61. Finally, Mr. Hong raises MR. HONG
his head and takes the
receiver. (Camera dollies Sub-Section Chief Hong
in and reveals Mr. Hong speaking. What? Who is this
when he takes the receiver). Oh, you, Migs Fakl

52. CU - Miss Pak talks on the MISS PAK
phone.

Yes, it's me. Are you busy?

63. MCU - Mr. Lee standing MR. HONG
-~ beside the desk while Mr.
Horg speaks on the phone. No, not at all. For me,

anytime Miss Pak is available,
I'm available. Yes, Want to
see me right away? O.K.

I'll be there. Wait, what is
the name of the tea-room?

64. CU - Mr. lL.ee as he becomes
more and more restless as
Hong continucs to talk on
the: phone.

65 MS - Mr. Hong cn the phone.
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Pictuove Sound

66. CU - Misnr Pak talks on the MISS PAK
phone.
Please come to Haen-own
tearoom.
67. MS - Mr. Hong hangs up MR. HONG
the receiver,. then looks at ;
his wrist -watch and I will be there right ways. o
gtands up. (Camera dollies !
back and reveals the 2 shot MR. HONG ‘

of Mr.- Hong and Mr. Lee)
Mr. Hong speaks to Mr. Lee Excuse me. I have to go out.

as he goes out. Camera Leave the papers on the desk.
follows Mr. Hong.

-

St

..(‘“O!: ‘.\"s'\:

68. MS - Mr. Lee looks at Mr.
Hong who leaves the room. .
Camera pans as Mr. Lee
goes tohis desk and dollies
in to reveal the clock in CU.

. The clock reads quarter
past eleven.

..........

. With the shooting script completed the director is ready to
go to work. In the following chapters we will hit a number of
important aspects of direction. Once the photography is com-
pleted, a work print is made and it is this work print which we
cut (not the original negative or reversal). :

Piecing scene by scene into a ''rough' or beginning edit,
we make a film story. Finally after much cutting and re-
cutting, after much attention has been given to pacing and scene
building, we end up with a "fine edit."" This is the picture
portion of the film, ready for the next step - sounding.

Here at this stage we need a final narration script. This
script does not detail individual shots but rather complete
scenes. Opposite these scenes runs the corresponding narra-
tion. The lines of narrative may or may not be numbered to
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make it easier to locate them during rehearsal and recording:
The narration is final. It is closely timed against the action.
Lip-synchronous dialogue insertions have been allowed for, as
well as sound effects. From this point only minor changes can
be made in narrative, and none in dialogue. Needless to say,”
the sponsor or responsible technical advisor's written approvil
of the final narrative must be obtained before sounding. Here
follows a few pages of narration script from THE DYKE.

S-A-M-P-L-E

FINAL NARRATION SCRIPT - THE DYKE

Picture - . - . Sound

Fade in Tltle 8:

Presented by
MINISTRY OF RECONSTRUCTIDN

Produced by
OFFICE OF PUBLIC INFORMATION

:ngle DOOK o ‘
. "THE:DYKE"
Narrator
View of the va,ll'ey.df Mo- 1. This is the valley of Mo-
jung-~Ri. jung-Ri....And in the morn-

ing she sings to the moun- :
tains. ... And the river,
flowing. . . . the river flowing. . ..

V.ieva.»Y of d;)"ke,; . 2. And held on her course by
: the dyke.. .. a

A dyke the people of the 3
valley built. Today her ’
people are a happy people.

'*Model Commuq‘i.ty", sign 3. ....and our community has
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Picture

Cattle and fruit ready for
harvest

Women at the well

Pak Ri Chang driving his
cow past the well

Flowers in full bloom

Dong Sik walking down
village path

2

Montage of dilapidated
village

Sound

been chosen as a model com-
munity.

4. Autumn time finds the trees
heavy with fruit....

5. There is the laughter of
children.. .. the noise of many
chickens and women.

‘6. There's Mr. Pak....He's our
village leader....we call him
Pak Ri-Chang. And Old Man
Kim. ... he is busy throughout
the day with his bees. .

Rice grows full in the fields. ..
And flowers too. .. .Our hearts
are opened to the sunrise.

7. But this was not always true
of my valley.... When ] first
returned after the war, every-
thing seemed to be wrong.

8. Unrepaired homes
Idle grain mills
A hungry village
ldle people
Foolish gambling
An impoverished land

Why were these things so? I
had recently taken a wife into
the house of my father.... and
soon there would be children,
but would I be able to make a
good living here in the village
of my ancesiors? I soon made
it my business to go see
Village Leader Pak.
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Picture

Pak Ri Chang and Dong Sik
talking

T AT TR TN S T T e

Sound

Pak Ri (vhﬂ» (Ll&SﬂCh)

. You are right, Dongsik. To
recomtruct our vxllage we should

‘build a dyke ‘first, for we could

harvest very little. grain at all for
the last three years. The village
is in detperate vircumstances. "

Dongsik (Lip l’.‘...)

 "Then why don't we bmld a dyke? "

Pak Ri Ghang (EQ_zechl

"Everybody lmmn tha,t we need it,
but it will take almost three yeau
to build it even with the devotion
of all the villagers. "

Dongsik (Lip Synch)

"“"Then let's begin. ... "

Pak Ki ChagL(Lip Synch)

"The villagers feel the task is too

great for a village of this size...."

- While you were in the military

service I tried many times to get:

_the people to begin work on the. dyke "

" "I have ‘broken up. card games

several times. .. -and appealed to -
the young men of the vzllage ceo
but it was useless. The people -
would not listen.... even called
me ''crazy man. " W:thout the help
of all the va.lley the task is im-
possible. .. .I mean that such a big
Job reqturea young men like you,
Dongsik. ...."
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Finding an Approach

Once the scriptwriter completes research, he must choose
the best framework on which to build his film story. This over-
all design may even suggest the rhythm and tempo of the story.
The purpose and the audience will naturally figure heavily in
deciding the -approach. Diagram several ideas, then go back
through them and pick the one you want to use.

Mr. Lim, the scriptwriter assigned to make SUPERVISOR
AS A LEADER, faced the problem of introducing four principles
of supervisorship and illustrating these principles on film. A
number of different approaches were open to him.

1. Break sequences into four equal parts, each representing
a "slice of life. " These four sequences would make up the main
body of the script with an opening and closing, both necessary to
introduce and summarize points to be made in the film.
Graphically this approach would read:

1 2 z 4 Closing
L OgeningI Case’ }_Case 1 Case LCase 1 review J
l, 2, 3, 4,

2. Organize four case studies into a single experience
utilizing a single cast of characters throughout. Though more
difficult to develop, the over-all experience would perhaps be a
more natural one. This interweaving of characters, their prob-
lems, their conflicts, and their resolutions, is most challenging.
Perhaps it could be a talk-back film with final review of points
separated from the main story.

Graphically this approach would read:

A day at the office Closing Review
Opening _ 1 3 X
- 2 4 1, 2, 3, 4,

4
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3. Take a strong and important character, an authority on
the subject and pass him through an oriamzatzon where he will,
as an authority, bump into situations which will in turn cause

haim to comment on his agbservations and how be would correct

the problems encountered. Graphically this approach would read:

-~

Example 2

Points
observed and

wExample 1
' Example 3  solutions advanced

4. .Take a larpe group activity, perhaps a chamber of com-
merce group where there is an election of officers in progress.
Here we can pull to the surface several small _group_gctivities,
play them against each other, reveal tensions and how they are
released throughout our visual-aural experience. In this approach
it would be difficult to delineate between situations but this in
itself would :provide a good chance for discussion and analysxs
Graphxcally this approa.ch would read:

-~~  MEETING
Out of these four alternatives, Mr. Lim chose approach
number two. This is good training in (1) the invention of a
realistic sityation, (2) major character developfubnt, (3) per-
sonality clashes, (4) and sainor character reactions. By re-
sorting to graphics he had before him a constant reminder of
how his.film would look....an overall glimpse at its rhythm and
points of conflict. By using this method he could chnage sequence
and scenes into a more dynamic story line.,
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Visually Interpreting the Written Word

The script writer always faces the danger of having a written
scene misunderstood and therefore misinterpreted when played
before the cameras. The writer must always remind himself that
a written idea can more than likely be filmed in a number of
different ways. ... producing a variety of meanings. To have your
ideas interpreted as you feel they should be means writing the

scene descriptions in such a way as to leave in the reader's mind .

a clear, a visually strong image. Many scene descriptions do
little or nothing for the film creator's "inner eye.' For example;
let's take a scene from the film,

HEALTHY MOTHERS - HEALTHY BABIES.

Description 1

A pregnant woman walks along a dusty road. She seems to
be very tired and, as she approaches a small bridge, we notice
that she falters, catches herself and walks on. Before she
reaches the other side of the bridge, however, she again stops and
leans on the bridge railing. *

This running description gives us a very objective visualiza-
tion in words. By writing more in the spirit of the subjective
camera approach, we would find the description possibly running
like this:

Description II

A village-type woman, heavy with child, plods along a dusty
road. It is late afternoon. As she approaches the bridge we
notice that her step 1s slow and that she frequently stops to catch
her breath. Once on the bridge, she stops for a moment and then
moves on. Towards the end of the bridge she again stops. - Her
whole body seems to sway. The camera moves in tight and we
see her hands, white at the knuckles as they grip the bridge
railing. A quick pan up to her face and we see beads of per-
spiration breaking over a hot and flushed face. Her head bobs
to and fro as she fights off dizziness. This is a woman, eight
months pregnant, on the verge of developing serious toxemia.

Some good questions to ask yourself in writing up your
motion picture visuals are: What? Who? Where? When? Why?
and How? Tlien one by one write out your description based on
these questions.
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Comparing the second description with the first we can see
that the director would be able to make a much more accurate
interpretation and a much more interesting scene from the second
description than from the first.

In much the same way as we pick out key shots for developing
our storyboard, {Refer Chapter VIII) pick out key words or phrases
which answer the What, Who, Where, When, Why and How's.
These words or phrases we can now put to work in coming up
with a visual interpretation. Always keep a pencil and sketch pad
handy Sketch out a rough drawing of your ideas on subject group-
ings and settings. Here you have the beginning of your storyboard,
or if you decide not to storyboard, then you have made a visual
impression in your mind which you'll be able to put to use later
on as you direct the scene before the cameras. These sketches
are hel; ' additionstethe Director's workbook which we will
take up ia :r on.' Let us lift a phrase or two out of Description
II and see how easily the camera can take over the key words and
build up a scene. . ..body sways. ... white kauckles. ... railing. ...
face..... beads ‘of perspiration.....

Next a set of xzough sketches can be based on the key words
and phrases. Note Figure 40.

Practice writing picture-like word combinations and prac-
tite putting Pictures to Words. ... It is wise to begin with a single
descriptive word such as Fear, Remorse, or Joy. These are
words you can easily develop into mental images. After working
through them, tackle the more complex words or combinations of
words such as "a touch of fear," or '"the joy of a prisoner about
to be released. "

The ability to Put Pictures to. Words is seldom a talent cf
the administrator or technical advisor assigned to follow through
with you on an educational film. The untrained eye has a tendency
to look at everything in a long shot or medium shot. The un-
trained eye seldom recognizes the importance of continuity and
it knows not of "overlap shooting" techniques. Don't expect them
to look at your film story visually. Word Descriptions mean
much more to them. This is were you assurme a dual role. ... The
creator of pictures to effectively match the script, and the inter-
pretor of these pictures in a layman's language easily understood
by the advisors with whom you may be working.
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Characterization

Analyse your major and minor characters. Some of them
will fall into the "stock" character category, others require
special development Remember your ''stock'' characters must
be interesting. - No character is all black or all white. He is a
' combmatxon of grey values. The more interesting the character,
the more complex this mixture of greys. For example, a Buddhist
‘priest I' met near Puaan some time ago was surely not an all-
white individual. Truly he was a pious man, thoroughly versed
in Buddhist doctrines and the ways of a religious man, but he was
also a human being.” He could laugh with and enjoy the company
of a forexgner, -he was accomplished as a cook and highly re-
spected as a teacher A man like this is made up of many grey
scale values. perhaps leamng toward the all- white personality,
but not - thuout several touches of the more interesting greys.

. Think of your characters and their relat:onahxp to the other
characters in your scnpt ‘What are the super.objectives of your
leading characters? What are the secondary objectives? Is the
objective to destroy himself or to edify himself? By destroying
himself is his secondary objective to edify another, or by edify-
ing h1mse1£ is he more concerned that another be destroyed?
What kind of an envlronment was he raised in? What is his
educatmnal background? ‘What is his family - farmer or city
business man? What kind of clothes does he wear? How does
he walk? What about his speech? Does he have an accent? .
What kind of interesting business can you apply to his character?

‘Don' t‘neilec:f your minor characters. They generally will
have to be developed up much faster than the majors but whatever
you do, do not make them "thin" underdeveloped personalities.
Your mmor players serve as a sounding board or as support, or
perhaps opposxtmn factors in your story. -

A Bad character too easily put in his place by the Good
character fails to fill his function as an antagonist. . .an op opposex,
The bad character should have some good mixed in here and there,
making him a more interesting "grey" personality. In other words,
at the begmmng of your story the bad elements should be as
strong as the good ones. The story's resolution will have a much
greater impact as the result of putting your characters in con-
flict than if a slmple "easy to get" approach is used.
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Except for scripts of fantasy, write believable characters
into your film story. If they are put into a tight spot, a difficult
situation, then make that situation a plausible one. Don't rely on
"miracles. ¥ or othe1 by chance'' devices to {free your characters.
Don't make things too easy for tuem. Thingl just don't ha.ppen
that'way. Take, for exampie, some fiims we've worked o
Sookhi, sufiering from T. B., puts off treatment of the dileaae

and only after it has progreaaed to a dangerous degree is it treated.

She methodically, not miraculously, is brought back to good health
by a doctor.. ‘True to life, for most people tend to put off things
as ’long'as they dare‘. "Thus, Séokhi ig a believable person.

In the case of the UREA FERTILIZER film, Farmer A",
whose ¢rops haven't been good over the past three years, is
helped by his nexghbor, Farmer "B", the fertilizer salesman,
and the farr agent. All of the characters are possible; their
actmns and reactwns ordmary and human.

- On the. POLICE film, Mr. Kim, the policcmen, faces a
number of ‘problems which he eventually resolves on his own.

-Givz your characters a sense of humor. People who play
their parts throughout the story without giving the audience some
touch of comedy here and there stand a chance of becoming
stereotyped or melodramatic, and eventually dull.

What's in a Name ?

Surely the very popular names are not as interesting as those
used less frequently. Take, for example, names like Kim or
Jones; both are over-used in their respective countries. If your
story just has to have Kim as a major character, the least you,
as the writer, can do for your audience is to give Kim second and
third names that have a refreshing sound. Strive to fit the name to
the character. Despite the Korean practice of naming their off-
spring in'a relatively formal pattern, there are a number of good
character names used in the literary circles today. For example:
Kim, Sak-khut, meaning Kim, who wears the straw hat. Then
there is Hul, Chookee, the slim one and Tung, Tungee, or
"Fatty", while Kung, Sang-won is shrewd and uncompromising.

Examples of outstanding names in western literature are:
Nathaniel Hawthorne's two chiaracters, Roger Chillingworth
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(a cold and heartless man) and Arthur _P_i_rpmisdale (an ambiguous
individual with a hidden sin). Others are Studs Lonegan (high
spirited as a stud herse), Scarlet C'Hara (with the fiery person-
ality), and her opposite, Melanie (who, with sad resignation,
accepts life without resistance).

Enig' athy

In establishing significant interplay between the charcters in
the film and the film audience, the writer will find it helpful to
enter into a kind of communion with the character he is creating
. . . . becoming that person by proxy, as it were. If, in your
writing and filming, you have succeeded in establishing this com-
munion, then you can expect the viewer to enter into the story,
unconsciously associate himself with the hero in the film, actually
become the hero as he goes through his adventures. There is
the "written in" empathy experienced or recognized by the writer
and thus supplied in the script, and then there is the empathy we
hope our future audience will share with the performers when
they see the motion picture. Successfully involving the audience
in the filmic experience by building up rnental anxiety, uncer-
tainty, and curiosity about the characters will always help propel
or unfurl the events in your story much more effectively. And
so, in building up empathy, the scripter must have a deep under-
standing of the people he is writing into his story, a real kimchi-
and-rice understanding. This means he will also have to give the
characters an identity which the audience will sympathize with. .

..and this goes for the '"bad' as well as for the '"good" characters.

In DIARY OF SERGEANT PAK, a night patrolman, mild but
firm of manner in carrying out his various duties, impresses us
early in the story as the kind of policeman most of the viewers
would like to be. On patrol, we meet the bullish, overbearing
type in Private Kim. He is a ''black’ character who will never
change. On Sergeant Pak's arrival at his new assignment, the
audience is introduced to Private Hong who appears to be another
"black' character until, during the course of the story, we begin
to realize he is a ''grey'' personality who has been misguided
somewhere in his basic training.... He changes as the action
progresses and the viewer is commpelled to re-evaluate his
character. It is quite possible for some members of the audience
to frankly admit to themselves that they too are more like Private
Hong than Sergeant Pak. .. .that they should take a second look at
themselves. ..After all, Hong is a good man at heart.
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Movement, Business, and Action

Basic to any motion picture, these three elements are fre-
quently confused.” As a writer and director you should think of
these as a unity, a composite kind of activity.

Taking them separately, we might think of Movement as !
broad physical activity. The characters before the camera on

LA

Lt IR e

a set are directed to move from points A to B to C and back to

. A. The better you understand the basic "tools" of writing, and

directing as well ag the limitations of the medium, the more
clearly your movement directions ahould be.

Business is that little extra something, a device the per- .
former uses, or the way in which he user the device to add depth

to his characterization. Movements sometimes become business
too. -The habitual tugging of an ear, the scratching of the nose,
the twitching of facial muscles might add substantially to the
personality. Business may require special props. For exampie,
an odd, upsidedown method of loading tobacco in a pipe may con-
tribute to the character. :

Keep your dialogue in step with the movement or business.
Any one of these falling out of step with the others will be re-
flected in the film's action. - : :

Action has been theorized on time and .time again from Plato
down to the present. For our scripting purposes, let's think of
action as a combination of movement, business, and dialogue.

The action of one performer causes a reaction of the second
performer. It is action and reaction that moves the story forward
....causes it to flow from scene to scene. .. .from the beginning
to the end of the story. :

In THE ENLIGHTEND VILLAGE, a meeting of the village
Community Development Committee gathers to decide on a plan
for harnessing the river. One man, Kim, the miller, argues
against a new community rice mill. ... He walks away from the
group "hot as red peppers''. - This action of Kim provokes a
reaction from the group. The chairman replies that everybody
cannot be made happy. Besides, Kim is a ""hard head." The
village level worker, however, encourages the group to com-
promiseé and consider Kim's problem. Kim; meanwhile, has
reconsidered and realizes that the new mill will help him too. ...
and so the story moves on.
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?‘But action often can be slowed down or stopped. The writer
may do this intentionally, or it may be accidental and fatal to the
story. Action stoppers include: - The unrelated ''cut away' or
"inserted' shot thrown into the action, without reason, the
""flashback"'" may not stop forward action, but will slow it down.
Frequently the reviewing of a technical procedure or the inser-
tion of an animated sequence, both irnportant in the training film,

can stop action unless cleverly integrated.

Tempo or Pacing

How fast does a filni's action unfold? Does the action move
smoothly and quickly, oris it slow and heavy? It is generally
accepted that a fast-paced film is ideal for "the chase,' "cops
and robbers' type of story. Again, it is the quickly paced action
that carries comeédy. The melodrama may effectively use a
combmatxon of fast and slow action, while the tragedy is basic-
zlly slow As 3 writer or a director you'll find it helpful to
vraph cally piot out and arnalyse the tempo of your film. Refer
to Figure 41A.

Rhythm

Rhythm and tempo are closely related, actually interdepen-
dent. As the film's action unfurls, an invisible pattern is formed
of major a.nd minor -crises. This overall pattern we call rhythm.
It will help you as a writer and a director to graphicaliy record
these crises. ,See Figures 41 and 41A. In this manner you will
be able to readjust scenes which obviously are misplaced in your
story and will ‘thereby affect its continuity or throw it cut of
b2a15-.1nce. The speed of the unfolding action and the pattern of
accents is usually combined into cinematic form by the editor,
but he is limited by the kind of scene you envision in your script,
'the manner in which you direct the scene and the resulting
photography.

Set.tiqg and Mood

Stage your action in appropriate settings. Don't cancel out
the effectiveness of good filmic action by putting it in a contra-
dictory setting. For example, in the film HEALTHY MOTHERS,
HEALTHY BABIES, the doctor and nurse are shown in a spot-
lessly clean health clinic washing their hands. If this same
scene had been shot in an unsanitary and filthy setting and an cld
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dirty towel had been used for a prop, the salutary action weuld
have been cancelled by the background. [The mood of your story
may be thought of as heavy or light. Choose carefully the locale,
the type of bmldmg, the room, the furniture and props to physic-
ally carry the mood you wish to convey. Thig should be the
easiest part of your writing. The job of embodymg mood in the
actions and reactions of your characters is by far more involved.
After deciding on the settiug you will probably find that many new
and helpful ideas will.come to mind as the result of your better .
understanding the physical stage on which you will be working |
and it will help you visualize your characters’ movements more
easily.

Narration and Dialogue

Theoretxcally, the ideal film, in its pure form,should be so
well planned and executed that it does not require the addition of
souni. This kind of film is rarely produced. We are fortunate
in our day and time to have sound, and it should be used to
support and to strengthen the action.

The preparation of both narration and dialogue seems to
give Korean writers great difficulty. In the case where highly
technical subject matter is being shown, it is because of the limi-
tations of the language itself, and little can be done to help at -
this point. M1xmg in Chineése and Japanese is perhaps helpful,
but is not the ideal solution. Despite this, the writer should
make every effort to include important details in his narration..
Korean writers tend to scan over the important and write in
generalities. Does this tendency stem from the fact that they did
not thoroughly research their film in the beginning? The author
feels this may be the basic trouble. The time to collect your
narrative material is during research.

Writing narration and dialogue takes time, and it takes hard
work. It means writing up a rough draft, revising this draft,
writing it again and again until you, your supervisor, the techni-
cal director, and the sponsor agree it does the job.

Make your narrative and dialogue realistic. Talk the
language of the audience for which the film is being made. This
may include the use of dialects peculiar to the locale in which
the film is to be made. Have fishermen talk like fisherman,
farmers like farmers, musicians like musicians.
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The next thing the author suggests is far from easy, impossi-
ble some may think, but here it is. Attempt to write your dialogue
in short condensed sentences and phrases. This is difficult to do
in your language, bt if fragmentary writing can be successifully
worked into your script, your over-all action will move forward ,
faster and possibly more smoothly. To shift from highly formal i
writing used at present to the more informal is not easy. It will :
require lots of experimenting as well as understanding on the part
of the audience ‘but it is surely worth a try.

Another useful device in combating a sluggish dialogue is the
use of overlappmg last lines of the speech of one character by
another. This is bound to speed up your action if it is properly
dlrected Here's the idea used in an English passage. Two far-
mers, Lee and Kim are discussing (heatedly) the tightwad, Cho:

1. Lee:....But I've already paid Cho for the fertilizer.

2. Kim: And he still threatens to
take you to court?

3. Lee: Take me is right, for 75,000 Hwan; that is how much %
he's taking me for. - i

i

f

4. Kim: Cho is a big fool to treat his neighbor
like that

5. Lee: Iike a dog he treats his neighbor. ... (Pause)

6.° Kim: Maybe he should go live in Suwon....eh?

7. Lee: No...No...Even Suwon is too good for the likes of him.

8 Kim: Ha....ha....ha....ha....

9. Lee: It's no laughing matter, Kim.

By coming in over the relatively unimportant words at the end of
those speeches marked by arrows, the dialcgue is propelled along
much faster than if each man had waited for the other to complete
the sentence. The next time you're in the market, or at a wedding,
or a funeral, listen to some of the group conversations and you will
find that people really don't wait for other people to finish their
speeches before interrupting with one of their own. Overlapping
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dialogu is natural and should be used to make your action lively.
Note also how the overlapping pattern is broken by a pause. Pauses
are effective; they story the cverflow of action just long 'enough to
give us a chance to catch up, and they are useful in dramatically
making a point.

Suszense

Build in enough doubts and unanswered questions to make your
audience constantly curious as to just what action is going to take ‘
place next. As we discussed under Characterization, don't let things }
work themselves out too easily. Keep the audience waiting. ... but
not too long. * Relieve your audience and then begin a new suspense
build. Don't write in your major clim: - too early in your story. .
Save it for a place near the end. Unexpected delays, arguments
between two strong characters, a newcomer to the screen, an
experiment being carried on that could be fatal or successful.... |
these and many other devices can be used to build suspense. Mr. i
Chey missed a good chance to build up suspense in his lung opera-
tion - equence. Also, Mr. Yoo, could have made more of the chase
in the "cops and robbers' opening of DIARY OF SERGEANT PAK.

Mr. Lim could have made more of suspense in the SUPERVISOR 11 ’
film just after the return of the Chief Librarian. Seemingly little i
details may really be the beginning of a good suspense build-up.

Graphic Analysis of Script and Film

Resorting to a graphic analysis of the film script (Figure 41),
we are able to see the production in its entirety. All major and
minor scenes can be reshuffled into a more effective arrangement. 3
The addition of timings for each scene give us a clearer idea of g :
the film's rhythm. ;

r After photography is finished, and the work print rough edited,
' a graphic analysis of scenes and sequences will give you an indi-

cation of how closely you followed your shooting script. In Figure

4] we see that only two significant changes were made between ¥
shooting script and answer print. The '"Dong-sik and Sookja, Their

Problems'" scene was eliminated and the ''Village Level Workers :
Assigned to Community'" scene was added to the final vérsion to the H
final version of the film. '

I i i gl

I Ak

Figure 4lA is a graphic analysis we used in preparing the
script for PREVENTION AND CURE OF TB. Look these analyses
over and give them a try on your next film assignment.

PRl N e
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GRAPHIC ANALYSIS of "THE DYKE' based on the SHOOTING SCRIPT

Dong-Sik's RETURN TO Dong-Sik & Pak Ri-Chang  Dong-Sik &

. PROSPEROUS village the -POOR village ¢ DISCUSS BUILDING DYKE , THEIR PR
) ddg 2¢ T B4 g Eeld £ g 5148 YEEE:
goter 9 & et 24
3
MEETING 4
TROUBLE with some Pak & Dong-Sik :
. of workers , The STORM and FLOOD ' RESULTS of flood 3 DEFEAT or VICTORY?
TR LR £zo9 24 3+9 33 o g—uhel #3454

——

wujrf €] Lf?

Pak Ri-Chang ASSUMES {
LEADERSHIP, . .sells cow A SUG

p Mor 1 FULL COMMUNITY COOPERATION , The DYKE is BUILT ,  inf
welzt 2] ERE yrf £ =29 39 5 g4 Srh Nzd
A2 gr} Bu} &

GRAPHIC ANALYSIS of FINISHED PRINTof "THE DYKE"

k.

Pak Ri-Chang & Dong-Sik

. PROSPEROUS village , Dong-Sik's RETURN , POOR village ,  DISCUSS DYKE 1 RECRUIT
dag g 29 gt 7Hg Fu uhe] 23k E4] £ o J
oo Y

L

k,

MEETING with VILLAGERS "'OIL-PAPER'" MEETING COMMUNITY MEETIN

LI}ESULTS OF flood P Walkout 1 prominent villagers 1 DECISION
Y EE EuAsgs e gy 32U £49 3¢ LEUMYEE A9
2284 gt 'E]
VILLAGERS STRIKE VIL
1 Pak Ri-Chang assumes LEADERSHIP , BACK to WORK . DYKE COMPLETED, CELEBRATION a
SUAYE dg AF ¥ 7% TAL 2 A CETEL 79

AZEE gt
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& Pak Ri-Chang Dong-Sik & Sukja, Dong-Sik, Pak Ri-Chang and
> BUILDING DYKE ., THEIR PROBLEMS g others RECRUIT WORKERS , WORK

AVA ECDIS on dike
% 5758 SAH &4 189 5AF o g 198 s

B
TREEE

2 A g BE
MEETING
. Pux & Dong-Sik
od 1 DEFEAT or VICTORY? T DECISION 1 The COMMUNITY goes to Work L HUNGER
8 gk —vbel B 54 3 3 A A2 Ee])AbgEol 7] e}
sk & e Lf 2 R

A SUCCESSFUL PROJECT instills
The DYKE js BUILT . in the people NEW HOPE

PEYEL Nzde Agel g MEL
Ay ot
 Ri-Chang & Dong-Sik SLOW DOWN -opposition
- DISCUSS DYKE ; RECRUIT workers , work BEGINS from villagers ; STORM & FLOOI1
uhel 33 54 50 47 23 A A g FulAbg welE AL 23+ ¢4
o Hx AR

LETING COMMUNITY MEETING

gers ¢ DECISION 1 BACK to WORK on the DYKE I PROJECT MOVES AHEAD ., HUNGER
)5 eguAes Hgs 5 24 A 24 4 34 1o
a3
VILLAGE LEVEL WORKERS the PROSPEROUS village and
PLETED, CELEBRATION assigned to community I EXPANDED COMMUNITY EFFORTS
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In this chapter we've only touched fundamentals of the script's
development. There are numerous devices, short cuts, and
formats available to the writer which we have not gone into, and
space is limited. Keep the following suggestions in mind in per-
paring your next script, '

1. If you get a good STORY IDEA. .... stick with it. ‘Don't
let minor characters and subplots destroy your strong central
theme.

2. The script is the ''torage'" of your film. ... the root from

which many new roots will grow. Thirty percent of the over-all
production time should be devoted to working and reworking the
script into a polished and effective one.

3. Devzlop a second-nature awareness of the essentials pro-
vided in this chapter as well as in others. ... Essentials like
characterization, empathy, movement, business, and action.

4. Keep your dialogue and rnarration simple and to the point.
Tan't write around your subject in generalities. Remember it is
i: the research stage where you find your narration and dialogue
ideas. The more thoroughly you research, the more interesting
your script should be. Korean writers have plenty of room for
exper:menting in and establishing an informal, highly filmic use
of their language.

5. Strive to prepare story with coherence and uniiy. Itis
fun to play around with theoretical filming, but it is more reward-
ing to end up with a film that has continuity.
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CHAPTER VII

MOTION PICTURE COMPOSITION AND MOVEMENT

Your frame of reference, the space in which you will work,
is a FRAME. ... A series of FRAMES usually make up a SHOT....
a combination of planned shots produces a SCENE . Scenes are
developed into SEQUENCES. ... Sequences into’ REELS and reels
into the FILM. -

The good director will train his mind's eye to be forever on
the watch for compositions. . .. The kind thatmove. ... A director's
eye is a SPACE SELECTOR. ...a roving eye that stops now and
then for a long look and from that long look comes his 8o called
"stills, ' subject matter in motion momentarily stopped. Then
the director's eye moves on and on....from point A to point B it
moves. This moving frame may at this point be likened to a-moving
proscenium arch of a conventional theater....a moving pré-
scenium but one that can TELESCOPE IN to a close-in scrutiny of
the subject or one that can TELESCOPE OUT for a distant ob-
servation of the subject. This ability to telescope in or out gives
you a CLOSE-UP or a LONG SHOT. If we were only interested
in shooting long shots we might as well watch a stage play. The
real advantage of motion pictures over theater is that we can
move in for close-up....a film is not a film without close-ups.

Added to this remarkable close-in inspection by the camera |,
is the ability of the moving picture to handle MOVING PER-
FORMERS (subject matter), the MOVING FRAME or a COMBINA-
TION OF BOTH.

What's in a Line?

When the artist,and here I'th thinking primarily of the film
director, looks at any composition he is bound to.see a wide
variety of basic elements forming an overall composition, either
pleasing or unpleasing. When you first begin working on your
compositions, I would strongly suggest that you try a line analysis
of your work. There are certain basic functions of lines which
you will one day come to respect. They have become more or
less "universalisms, ' elements of design that have weathered the
ages of criticism. One of your first steps should be to go for a
long walk and begin looking for line in the thousands of exciting
and possible pictorial compositions you'll run into each day. In
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this text we'll take up the six fundamental lines and see how they'll

stand alone or work together in forming more complex studies.
Not only will lines like these work in understanding pictures, but
they can aiso help you as you plan your sets or map out the move-

ment of your actors before the camera.

mind that we're working in a standard 35mm ratio.

a workable and adjustable frame that can be made to favor vertical,

Here they are. Keep in

Unfortunately

as well as horizontal compositions has not been put into practical
use, so we will stick with the standa. d 35mm in the studies which

follow.

Figure 42. Horizontal. The gravity
line, stabilizer of other lines, born of
the earth, the prairie, still waters,
serenity, the line formed by a dam.
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Figure 43. - Vertical. The king line,
the seeker of heights, the line of dig-
nity, great men, tall evergreen trees,
masts of sail boats against the sky,
pagodas, a lonely person.
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Figure 44. Clashing. The line of
frustration, conflict, indecision, the
unpredictable pattern of lightning, the
ground pattern formed by a crazy man,
traffic congestion in Seoul, telephone
wires in downtown Seoul.
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Figure 45. Gréceﬁl'Curvigg_ The.

line of grace, femininity, harmony, the
gentle curves of Korean roof-tops, the
rhythms of the dehghtful kxsa.ng dancer,

an'aerial " v1ew of roads winding through
the mountains.

*
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Figure 46. Comic. "Stuff of the funny"
lines, the comic, the grotesque, the
ground pattern formed by a man with
too much mechu, the demons and the.

-dragons that guard the temples and city
.gates, the crazy gyrations of leaves

that fall in autumn.
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Figure 47. Diagonal. The space slicer,
; the line of force, jet planes overhead,

a hard driving rain, sailboats in a stiff

wind, ghigae carriers crossing a L.idge.
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By combining these basic lines we can produce abstracts of
what may later on be realized through the camera. Abstracts not
only can be helpful in visualizing shots, but they may also be used

in analysing your photography.

Now, as we go on with our study of composition, we must ke
e

in mind that in the motion picture the frame will be ''on the mov
constantly ''dressing up,' or shall we say, recomposing on its
subject. It is difficult to illustrate this movement through still
drawings, but we've already seen in the section "Tools of the
Writer-Director" that a variety of pans, dolleys, zooms, and cuts
give extra fluidity to the movement of the subject confined within
the frame itself. The camera is constantly seeking new subjects
....moving away from old ones, and recomposing on the new.
With some feeling for fundamental lines and how they can fit into
our compositions, let's move on to a study of other more involved
factors. E ‘ o '

ep
"

BALANCE is the way in which your subject matter fits into the
frame....it is the way in which you, as a director anda good
cameraman KEEP the subject in frame. . Balance can be good
(harmonious) or can be bad (discordant). Only in rare usages can
balance be acceptable when it is discordant. Psycho-dramas and
s..me off-the-cuff newsreel-like footage may fit in sometimes but
this is exceptional. Only the camera artist and the well-trained
director fully acquire the second nature ''feel" of a balanced com-
position. - They may use certain universally accepted principles in
learning balance.: o » :

Balance may be formal or informal; that is, symmetrical or
asymmetrical.. We'll use the nul dtiki or see-saw to illustrate
these two. See Figure 48. : '

FRAMING your subject means putting something interesting around
it or in front of it for the purpose of pointing up your subject. The
art of framing is relatively easy when you're working with a

1gtill" shot in which your subject's movement is confined to the
frame. Once you put the frame in motion either by panning, dolly-
ing, zooming, or intentionally fast cutting, framing becomes more
difficult. ... sometimes impossible. You should plan to stop the
camera's paxfning movement at that point where you catch a new,
fresh framing effect. We've used the typical framing devices many
times in our work. .., devices such as tree foliage in the foreground,
the eaves of a temple, the gateway to a city. There are many others
we can try from time to time. -Feature film producers in this country
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A. Symmetric Balance - Divided into B. Asymmetrical - Right outside
3 equal areas and filled with 3 equal figure moves .n to pivot and center
masses (figures) evenly distributed in figure moves out to. right figure....
the 3 areas balance the nul dtiki. Keep forming an informal balance.

in mind the center (Pivot Point)

C. The Diagonal line passing through a pivot point again figures into off-
center balancing of masses. Alihough shifted from flat plane into perspec-
tive the imaginary nul dtiki device can still be used.

Figure 48. BALANCE




Figure 49. FRAMING. Frame your composition with Foreground, Middle
Plane, and Background properties and performers. Direct your performers’
movement into a continuous and flowing series of everchanging frames,
constantly pointing up the main subject's movement.

Figure 50. CONTRAST The square - The round

| The light - The white The block - The sphere
! The heavy - The black B
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: : L e - Ty . T Loth o s
A. Insignificant - Overwhelmed
-; by space around him. =~
R ’ ' ‘v 4
B. The subject is the size we
feel we can talk to, mas,to, man.
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gure 51. SUBJECT TO SPACE RELATIONSHIP .
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have a tendency to overlook their framing possibilities time and time
again. Here are a few they could possibly use more of, and you men .
and women in documentary work can go beyond in finding others. See
Figure 49.

o

CONTRAST is the bold shguter of "hgre I1am. ., Look at mel" “The ,
men who work in the laboratory know only too well the importance of 1
contrast. ... the importance of turmng_out‘_b,lack B_LACKS white
WHITES, and a wide range of grey values in between to get top-notch |
print quality. In a broad sense, when it comes to discussion of con- &
trast from the director's and the cameraman's point of view, we may ,
apply the black black....white white philosophy. Only pictorial con- - g
trast goes beyond this. We ha’ve the‘BIG versus lit’l the HEAVY "
000000W, GOOD versus BAD, KIMMMMMMMMMMMCCCCCCCCHHHH e
HHHHII versus lettttttttttttttuce. H-O-T versus Cq :: i
UNT AIN LD ’ !
S versus valieceeeeeeeceeeeeeeys. Pu.t contraat in xour
pictures. See Figure 50 s :

SUBJECT TO SPACE relatio..ships. A subject may find itself placed in
the middle of the frame and ac\,eptable to the viewer. The subject may
find itself placed in some far corner of the frame, beggmg to be let in,
or the subject may force its way into a full close-up on the screen de-
manding to be seen. The long shot, the medium. shot, the cloae—up, '
figure heavily in this use of the space within the frame Behttlemem.
acceptance, and DOMINATION of the frame by the subject dictate the o
aesthetic importance of where you. Blace your sulzlect and what ‘size of
lens you use. See Figure 51.

o B A e L e e 4,383 2 F w L \e

EMPHASIS. In order to burn an impression:into the memory of the
viewer, it is often necessary to give your subject matter special con-
sideration. This burning impression is often ma.de through emphasis
What are some of the ways in which we can b\uld up tlus quahty?

Emphasis by Repetition. Though this device can become bormg, it
generally manages to get the point across. SEEE I

Emphasis by the Camera’s Point of Vxew By shootmg your subJect
from a low-angle you give the subject superior status. If, on the other
hand, you shoot the subject from a hlgh-angle, _you give it inferior.
status. L -
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Emphasis by Contrast. One black object against a background of
several white objects will stand out and the reverse is also true.

Emphasis by Isolation. Placing the subject alone in the frame with
little or no competition from other subjects will give it importance.

Emphasis by Difference in Size. Usually the big object will outshine
the small object. Exceptions arise if the small object is given a
color advantage.

Emphasis by Paycholégical Placement. By placing your subject on
a higher level than the others you give him a psychologically stronger
positon. (See Figure 52.) - ‘

TEXTURE. On the wall of a house in the village, the camera picks

up a large mosquito. It lifts off, flies and lands on a mosquito net,
under which we can see a man and his woman sleeping, safély sleeping
and free from the dread carrier of encephalitis and malaria. Here
we've used the netting as a texture through which we made our
photograph.

There are countless other interesting textires, such as a fisher-
man's net. The low angle shot of a fishermanas’seenthrough his net
has been over-used, but it is still effective. It is highly pleasing to
view a swan on a lake or a temple in the distance through slightly
wind-moved wisteria or cherry blossoms. Then there is the less ro-
mantic viewing of prisoners of war througha barbed wire texture.
Look for an interesting texture the next time you work a picture. See
Figure 53. '

STRENGTH AND DEPTH OF MOVEMENT

A good rule of thumb to remember in your . directing is to move '
your performers from the left to the right side of the frame, rather
than from right to léft. This will strengthen his entrance. An even
stronger pattern is to move them in at the lower left corner of your

frame and diagonally up and out of the upper right portion of the frame.

The fact that most Koreans read from top to bottom and from right to
left does not substantially reverse the effectiveness of the left to right
movements.

Work your movements so as to gainas much depth as possible in
your compositions. The tendency of top directors in the industry here
is to work a majority of their scenes on a flat, unintere sting plane.

»
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How refreshing it would be to see more foreground, middle and
background activity in their productions. The interweaving of
characters from the background into the foreground groups can

be used to increase the sense of depth. It was good, in the film
Sung Chunhyang, to se¢e one servant unroli the carpet from the
middle of the plane, up and past the camera lens. Unfortunately
this type of action was an exception, rather than the rule, through-
out the product:on :

: mterestmg details and mterplay of dxalogue i

L
IS

THE IMAGINARY LINE AT WORK .

When the eubject leaves the camera frame in one direction °
and 18 next picked up- walkmg into the frame from the opposite
dzrectxon thhout adequate’ preparatmn, there is a cancelling-out
effect forced upon the viewer. The eyes are compelled to trace
a pattern of action from left to right only to be abruptly challenged
by a new actxon commg in from right to 'left. For example, a boy
chases a girl from left to right.. .. but if the change of direction
is. ‘not carefully worked out, the g1r1 may end up leadmg the boy
back through the frame from the r1ght See Figure 54.

Choosmg the correct camera angle involves the prmc1ple of”
the imaginary line and is not easy for the neophite director or
cameraman to grasp. . Sooner or later he'll find himself cornered,
wondermg just which way to move his camera in on or out from
his subject matter. Arbitrarily choosing an angle that looks as
though it:will work, he'll proceed to shoot it off, disregarding
the action that has come before and not looking ahead to the action
wh:ch is to follow. Often he will end up with an embarrassxng
reverse act1on he cannot possxbly cut mto h1s scene. F1gure 55.

T}us prmcxple of the Imaginary Line must become second

. nature to the director. At first he will find it helpful to sketch ,
out some: of hls more complicated movements and camera set- ups

to avoid makmg an unacceptable cut. Here the director is con-

- cerned with the camera's point of view as he establishes his

scene and then proceeds to move in on his performez:s to rev,eal

*

Let's take a scene from the film, PREVENTION AND CURE

. OF TUBERCULOSIS. Sook-hi is seated at her desk and her ..

father has just opened up a package of medicine and places it
before her on the desk. He then turns, takes off his coat and
proceeds to sit down on the floor by his bed. The trainee
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CHANGE OF DIRECTION

- Figure 54. ,
LEFT TO RIGHT
Boy chases g1r1

ode

'NO, NOT THIS

-Figure 55.

o

RIGHT TO LEFT

Same boy and girl as in precedmg
shot but they have changed
directions.-

BUT THIS Lk
% Angle 1




director learned about the Imaginary Line by making the follow-
ing mistakes. First, he chose an awkward camera angle
(Figure 56, Diagram A.) A more pleasing composition would
have resulted from his moving the camera more Left. (Figure
56, Diagram B and D). Secondly, by moving the camera to the
left he would have established a more workable imaginary line.
Thirdly, he could have worked out this scene with a follow ppn.
This is what happened. He elected to break the scene into two
shots, moving the camera around to the right at’ 90 degrees
(Figure 56, Diagram C) in order to cover the father's movement.
The result was that Sook-Hi's image appears on the right side of
the frame in the first shot (Diagram A), but in the next shot her
image appears on the left side of the frame (Diagram C.) ‘This
image reversal is shocking to the audience and only in very
special cases can it be used. It is not good continuity. Needless
to say, the director eventually saw his mistake and proceeded to
make the neceseary retakes

Proper apphcanon of the Imaginary Lme prmczple would work
like this. “Choose.a good camera angle. Next pick out the two
subjécts nearest the camera, in this case, Sook-hi and her father.
Between these two subjects draw a line (Figure 56 D). Now as
you develop the scene, that is, move in and around your subject,
do not move your camera's point of view over that line. As you
perhaps can see, this is what happened in the case of Sook-hi and
her father. ... the point of view was forced over that line.

What apphed to thu Wo-actor situation also applies to any
other group composxtxon In Figure 57, let's take a family group
scene as the’ evemng meal is under'way. The mother enters in
past camera to serve the table. Itis especmlly 1mportant to
recognize what happene as she enters into frame, the Imaginary
Line will have to -be readjusted because she becomes one of the
figures nearest the camera. It is this ever-changing of com-
positions that makes the motion picture interesting. It is the
director's ability to conetantly keep up with, and look ahead into
new compositions that makes him more a master of his art.

OVERLAP SHOOTING

Overlap shooting must be clearly understood by the director
and his cameraman. Except for newsreel reportage where con-
tinuity is all but unheard of, some kind of movement and business
follow-through must be planned by you, the director. This
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Camera Angle 3 .

WOMAN ENTERS
FRAME, CHANGING
IMAGINARY LINE

Camera Angle 2

Camera Angle 1

Figure 57.
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THE MULTIPLE CAMERA SET-UP

Camera #1 shoots
cover shot

Figure 58.
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close-ups. If
possible, attempt
to set camera up fo

handle over-shoulder
shots.

»

Camera #2 positioned
for medium shot coverage
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procedure can be greatly simplified by the use of a multiple
camera set-up where it is possible to have one camera covering
the establishing shot while the second camera covers the inter-
mediate shot.

Actually, we have had only a few opportunities to puta
multiple camera setup to werk, as for example, in BRASS FAC-
TORY, the TEN YEARS OF SONG IN KOREA or the NEW DAY.
Figure 58 illustrates how several cameras can be used to tho-
roughly cover the subject matter.

Follow-through in a logical progression of shots means shoot-
ing an establishing medium long shot, then moving in on your
main subject, constantly observing the rules of the imaginary line,
to an intermediate or medium 2 shot. All too often the Korean

director tends to stop his scene's development at this point.
DON'T! Move in for a medium close-up and from medium close-
up to a close, close-up. Then logically you can cut back out to
your intermediate shot from the close, close-up without losing
important continuity. In the event you do not have a multiple
camera arrangement it is necessary to shoot overlap action. In
Figure 59 the main subject is rice cooking in the pot. We open

‘with an establishing shot of the two housewomen working at the

stove. After alating (idpntifying our scene and takes) the camera
is turned on. We direct the woman on Camera Left to move over
to the rice pot, grasp the handle and lift the lid. We let the
camera run until she has lifted the lid. After stopping the camera
at this point we move in to a Medium 2 Shot of the woman. Note
that we not only change the field of view (area covered by the lens)
but we change our angle to the right of our subjects, still keeping
in mind the Imaginary Line. The scene action is rehearsed, the
scene slated, and the camera started. We have directed the
woman to walk into frame and repeat exactly the same action as
she had done in the first shot. But, we have directed her new
action to include lifting off the lid completely and placing it to the
side of the pot. Stopping the camera at this point we move in to
a Medium Close-up of the pot. Again the woman is instructed to
reach into frame, lift off the lid, place it beside the pot and step
away from the stove before the camera is stopped. Finally we
move thie camera in tight on the open rice pot and set up a High
Angle Close, Close-up shot looking down into its centents. We
have changed both the angle and the subject's size in frame.
Again the shot is slated and footage of the boiling rice is taken,
completing the series of overlapping shots. In this way we have
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given the film editor plenty of coverage to cut on: He can cut on

_action and he has a choice of a Medium Long Establishing Shot or
a Medium 2 Shot." The Close, Close-up displays effectively the
main subject of the scene, boiling rice.

Remember, in order to establish good continuity, Overlap
Footage must be directed and shot. ...you cannot -rely on Dissolves
or other:optical tricks to covér up your mistakes. Once again a
simple sketch or-Story board, carefully planned ‘will help you ) .
avoid making such mistakes

. . Figure ;.5‘9‘
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CHAPTER VIII

THE STORYBOARD

To better visualize your story for yourself, your crew, and
your sponsor, develop a :toryboard from. your shooting script,
In the days to come you will be faced with the problem of selling
your ideas. At present your sponsor may not be familiar enough
with the motion picture medium to question your treatment of his -
problem. ... but this will not last. As he uses more.films, he
will begin asking more pertinent questions. The importance of"
a storyboard to help you direct, to protect you, and to picture
for your sponsor his film story, cannot be overemphasized.

Once the shooting script is prepared, begin breaking it down
into sequences and scenes. When you are researching your pro-
ject, lncking for a story outline and possible locations which you
later on incorporate in your shooting script, draw out some simple
sketches of important and difficult situations you are quite sure
you will have to put irn your film. These 'thumbmail' sketches can
provide a basis for your more highly detailed Storyboard. As an
example, let s take this quick, on-the-spot sketch of a dam, its
outlet and feeder ditches. From this simple map-like sketch, an
important animated sequence was designed for our film on EARTH
DAM CONSTRUCTION. See Figure 60. ‘

A writer and/or director who takes his research seriously
will always carry a still camera with him on his research trips.
The still shots of locations, equipment, people at work, back-
grounds and so on will serve as a. 'rememberance device' when
he writes his script and when he storyboards his production.

Many times you will be concerned with only a small portion of
your photo, selecting an angle or field of view to be uszd in the
storyboard. Some directors prefer to use still photos instead of
drawings for their st ryboard. This is an excellent idea, perhaps
more difficult and time consuming but surely impressive and
reassuring to your client. Then again a combination of photos and
artwork may do the job more effectively.

Now in these scenes you will have the problem of choosing
"key' highly dramatic or "'peak" activities. CAPTURE THESE
IN A STORYBOARD SKETCH. In the feature film story, for ex-
ample, Sung Chunghyang, sketches covering the ''rescue'' sequence
may well be as follows:
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Sung Chunhyang, in Long shot, brought into courtyard

of the Governor. ... Her lover, Over Shoulder shot, in-

citing crowd of followers. ... Chunhyang prostrated

before the Governor. ... Medium Close shot of Governor

. as he questions her. ... Her lover and followers. . .. Followers

shout support of their new authority. . . . Medium Close

shot of Chunhyang refusing to sleep with the Governor.. ..

Lover and followers on the way to rescue....Fierce Close-

up of the Governor.. .. High Angle shot of Chunhyang in close
. Running feet of rescue group. ... Governor gives order

to executioner. ... Prostrate Chunhyang. ... Rescue group on

the run. ... Executioner gyrating around Chunhyang. ... Low

Angle shot of the Governor. ... Rescuers just before the gate
. Executioner winds up in Low Angle shot to chop off

Chunhyang's fair head. ... Close-up of Governor. ... Fight at

the gates and breakthrough. ... Fight within the courtyard. ...

The Governor in flight. ... The lover as the new authority. . ..

Chunhyang prostrate on ground through shoulders of the new

authority, her lover.

] Some twenty four sketches would cover this actmn In this
sequence, our drawings should reflect CONFLICT and SUSPENSE.
The MOOD is somewhat belying, for the Gunau has:ordered fes-
tivities on this day, but to top the revelry of the day he promises
death to Sung Chunhyang if she does not submit to him."

A good story-boarding technique to use on this sequence
would be a combination of grey washes and hardline drawings.
Furthermore, since this was a color production it would be im-
pressive and surely helpiful to do the sketches in washes of color
accented by sepia or maroon lines. The events all take place in
the daylight, probably under a hot sun. Since there are many
crowd shots in this sequence, we can create easily illusions of
these groups through a free throw-on of greys; then bring out the
figures of people, buildings, and animals, if need be, by suggestive
free-moving lines.

.Let's take a look at a -few fra.mes in which this techmque is
used. (Figures 61-74.)

And now, if we turn to the more serious type of motion pic-
ture, the kind we're in the business of making, the educational,
we'll find that much of the same technique as was used in the Sung
Chunhyang production can be applied here as well. This does not
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Figure 61. THIS
{Ink wash or soft broad-
side of pencil)

Figure 62. PLUS THIS
(Hard lines suggest details)

Figure 63. MAKES THIS
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. |'Figure 64. THE SAME
| ' TECHNIQUE WORKS FOR
'l CROWD SCENES.

Figure 65. HARD
LINES SCRATCHED IN.

Y

Figure 66. RESULT
(Sung Chung Hyang pros-
} trate before evil Gov-
ernor) . ’
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Figure 67. MEDIUM
SHOT (of Governor)

Figure 68 LEE MONG
YONG and followers to the
rescue.

Figure 69. THE EXECU-
TIONER raises the fatal
sword. -
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Figure 71. RESCUERS
AT THE GATE
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Figure 72. THE FIGHT
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Figure 73. LEE MONG ;
YONG seces his beloved E
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Figure 74. SUNG
CHUNG HYANG before
the new Governor
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always hold true, however, because an educational prodnctxon
is usually much more highly involved and requires imore hxghly
detailed sketches to carry the story. :

As the first of two Educatiional film exampies, lei's take
THE DYKE, which was primarily designed as a motivational tool.
The storm sequence from THE DYKE would break down into the
following key sketches:

Dong Sik and wife, Sookja, walking up the river bed in,_the :
dusk. ... Dark clouds swirl overhead. ... Together they look
up. . The young man and wife pass by men at drink....In

Goo, one of the men, laughs in Close-up. Lxghtnmg on the
faces of Dong Sik and Sookja. ... Rain falll. ... Rain falls on
leaves of tree. ... Pak Ri Chang runs up to house shouting,
"The river floods!".... Close-up of Pak Ri Chang . Full
shot of Pak as he runs in past the camera.. Others follow
in past camera.. Rumung feet in the mud. . . Lightning -
flashes on cow in rain....Cho's house by the river. ... Rain

falling hard. ... Old man Cho‘with cow in the water. ... Dong

~ Sik brings young boy out of river. ... Pak Ri-Chang brmgs A
trunk out of house, struggles up river bank, in past camera.
The house is empty as the ram continues to fall and the nver
rises about the house.

Fade Out to Black

Sketches for this type of film sequence can be very free in
style. Here we are playing with MOOD and with CONFLICT
between man and the elements. In this conflict he loses and here
in this loss we find our problem: Control of a rampant river.

By using a soft pencil you will find it easier to create the
feeling of trouble. Then the side of the soft pencil will produce
the clouds, the night, the heavy-shadows. This side-of-pencil
technique, mixed with a2 hard, thin-line-treatment will do much
to carry the lightning splashed scenes. Here we need only be
concerned with rough forms of people and things. Don't fail to
catch the edge of a face, a back-lighted silhouette, cheek bones
and nose tips and chins touched with light, the edge of a thatched
roof and wall, a shaft of light spilling through the rice-papered
doors out onto the rain-spattered earth; these are the things to
look for in story-boarding this sequence. In a word you are com-
posing your shots and lighting your shots for the camera crew.
Now let's see what a few frames of the storm would look like
using the soft-pencil and hard-line technique. See Figures 75-77.
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a study in story-boarding

low key lighting effect -

Figure 76.

Figure 75
technique used to create

Wasii and hand line

Note single

source high-lighting on

for mood.

faces, the ground, and legs

of running men.

Figure 77
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EXCERPTS FROM STORYBOARD OF SELF-SUPPORTING
CABLE DEMONSTRATING USE OF THIN LINE TECHNIQUE

NARRA TION

0perat1on 3in the 1nsta11a-
tion of UDW is SPLICING.
A good splice is made this
way. ... First overlap the
support cables approxima-
tely 18", ... Then cut 6" off
the support cables. Next

strip 3" of insulation from
each end. .

Two "C!'-lashing clamps are
placed side by side. The,
two support cables 1nserted
in the slots.. )

....and secured with-a
wrench. i

'u

?‘,gv P

.}
.y

. Twist the I™ tails in

Figure 78
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NARRATION

Hang the support cable
over the cable bracket....

The conductor wires are next
spliced together. It is very
important to stagger each of
' these wires to-prevent a
bunching up and bulky splice.

Strip off approximately 2"
of insulation from the con-
ductor wire ends.

Bring the two conductors
together, overlapping each
-other by 2 1/2",...

Fi-gure 79.

R
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Figure 80.

169 -

NARRATION

Turn the ends down where

.the conductors meet a.nu

twist together from left
to right. P

. P -
\

Note that two tw:sts are

' ma.de in’ msulated portxon

of the Wit€s. v .

. The wires are trimmed,
leaving about 1 1/4"vof

barbed wire. ... .

The twisted splice is then
soldered. - Note the staggered
results of the splices.

-
o~
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In the case of the demonstration type of educational film,
we find it necessary to be more graphic. Often details of

‘equipment being used in the film must be shown. Choice of

angle to best display this equipment must be clearly indicated.

Here we-have no concern with conflict or mood, or suspense.
DEMONSTRATION is our aim. Although washes and soft-pencil )
techniques can be used on this type of film, I find a thin-line
illustration will do the job better. Technical subjects and techni-
cally-minded clients prefer an engineered look to their story-
board. Keep this in mind.

Mr. Kim turned out a very fine visualization for his film,
INSTALLATION OF THE DDW CABLE. This helped him im-

measurably when he went into photography. Well planned con-
tinuity; ‘good choice of angles, and properly selected key shots

made him a’ better film.” He used a thm-lme technique. See

Figures 78-80.

Unfortunately we cannot all be good draftsmen. But for
those of us who are not, there are a number of simple sketching

methods which, with a little practice, can be mastered and put to

work visualizing our motion picture stories.

Stick and Ball Sketches

~-At one t1me or another we have all drawn simple stick
f1gures " These stick figures can be the basis for a more com-
plete sketch and in the case of Long shots and Full shots of
people they too could be used for storyboard purposes.- However,
when we get into Medium shots and close-ups the stick figure
does not suffice.

The addition of circles or even boxes to represent the larger
body masses is a step forward(Figure 81). Perhaps the most im-
portant thing to develop is a feeling of elasticity in your stick
and circle figures. Once this give-and-take quality of the stick
skeleton is mastered you will have the basis of a living character.

oA sunple rectangle or box can be used to build thzckness or

d1mensxon in your figures. See Figure 83.
Clothes then are necessary to make up your character. The

clothes generally follow the lines, the movements, and the physi-
cal peculiarities of the body although some French designers
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have gone out of their way to change this. Generally all costumes
tend to follow the natural law of gravity. This is the one major
rule to keep in mind.’

Costumes are made from many different types of materials.
A heavy material will tend to pull or fall vertically, re sponding
very obviously to gravity. On the other hand, raw silks and
rough lines such as those worn by many Koreans in mourning
will flare out, or bloomer out, defying the gravity law somewhat.

Accessories such as hats, handbags, walking sticks, spectacles,
pouches, traveler's sacks are an integral part of your performers
... .put these into your sketch and your drawings will be more
believable.

You will find it more difficult to put clothes on stick figures
than the other methods we will discuss. Once again go to the body
masses represented either by circles or boxes. In most cases
your costumes will hang from these points on your stick skeleton.
See Figure 82.

Spiral Figures

By far one of the easiest ways to make a figure is this use
of an ever-spiraling line. By this method we build or reduce
body masses at will. .. .bend the legs....wave the arms. ... tilt
the head. ... inflate the belly. In most cases you should have
little or no need of using the stick figure to establish body attitudes,
but if they do help you, use them. The wonderful thing about this
type of basic sketch is that it is dimensional. This method makes
it easier to foreshorten parts of your figure such as arms or legs.
Once your figures are spiraled-in, you will find it easy to clothe .
the character. Here are some figures in action. Figures 84-85.

Skeletal DeveloPment

If by now you feel you'd like to go beyond the above methods,
here is the way the serious artist develops his figures. Begin
with a stick figure to establish the body attitude, then make up
the skeleton. Basically your drawing can be an egg shape for
the head, a bird cage for the ribs, an hour glass, some bones,
and balls for the joints. Notecespecially that the arm and leg bones
are not straight but are flexible. lhen comes the flesh on the
bones. . ..and finally the clothes. See Figure 83.
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"' Figure 81." STICK, STICK AND BLOCK; STICK AND BALL
el i
R TR LR - N Y PN ’: ! ‘..J:‘ o ’ .
 Figure 82.. CLOTHES'ARE EASILY PUT ON THE STICK
'~ AND BALL;-OR'STICK'AND BLOCK FIGURES
. 172 <




Figure 83. BLOCKS AND SKELETONS, WITH AND
WITHOUT CLOTHES

Figure 84. SPIRAL FIGURES
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HIGHLIGHTS AND SHADOWS
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THE ADDITION OF SIMPLE FACIAL AND

Figure 86.

BODY FEATURES ADDS TO THE FIGURE

‘Figure 85.
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What are Highlights and Shadows?

When sunlight or lamplight falls on a broken surface there
is a wonderful opportunity for the cameraman if he knows how
to take advantage of this interesting light play. The interplay of
highlights and shadow over any object gives that object a plastic
quality. . ..and it is this plastic : quality that creates the illusjon
of reality, of life-likeness, of thickness and thinness in your
characters, their costumes, and the setting in which they are
performing. We've already seen these two at work in the tech-
niques used in storyboarding THE DYKE. It is important to
keep in mind your light sources. I think highlights and shadows
are at their best in the afternoon when the sun shines across the
mountains and valleys. ... highlighting the mountains and throw-
ing the valleys into shadow. Highlights and shadows are illu-
strated in Figure 86, -

Perspective

The farther away objects are from you or your camera lens,
the smaller they will appear. This same principle applies in
perspective sketching. First draw your camera frame....a
simple rectangle will do. Next represent your horizon. This
means forming a line where mountains meet the sky, where
water meets the sky, where buildings meet the sky. This line
we will call the Horizon Linz. Now we can choose a point any-
where along this line, representing a point as far as the ey€ can
see at the horizon. This point is known as the VP (vanishing

point).

The VP can be:moved up or down in relation to the horizon
line. We can move it up and out of the frame of reference. Here
is where the oriental artist often uses the idea of the diminishing
figure in some of his works. Of course, many abstract painters
of today also take this liberty of moving the VP down and out of
frame. But do you see what happens when we do this? The
perspective is reversed, and the farther away objects and people
are, the larger they appear, contrary to the way in which we
actually see things. On several occasions I have noticed Korean
artists' use of this reversed perspective. Don't be guilty of
this. Now let's look at some examples of storyboard examples
where free-hand perspective goes to work. Figure 87.
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Frame

Vanishing Point

Horizon Line
. ———

/

VP up, and
out of frame

Figure 87.

7\

/ 2 VPs up, and
out of frame

C
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The Paste-Up

With all of your sketches completed the next step is to mount
them attractively so your client will be able to see the compiete
story. If the client is to visit your office then there is nothing
quite as effective as an expansive wall board equipped with a
draw drape which can be easily opened and closed. See Figure
88. Later on we'll discuss how this drape is used in the presenta-
tion.

On the other hand, if you are visiting the office of the client,
resort to a portable folding panel display. Use stiff cardboard,
and mount your sketches attractively. A three-fold display can
be. set up on a conference table or on an easel. Figure 89.

Your Storyboard Presentation
A successful presentation depends on three factors:

1. How familiar your client is with the film media.
2. The complexity of your subject matter.
3. How well you plan and execute the presentation.

Here are some useful hints in making you a successful sales-
man of your product. It is always wise to rehearse your routine
through once, twice, or three times. Ask yourself questions you
feel the client may ask you.... and have an answer.

Be on time! Remember your client's time is more valuable
than your own. Be especially aware that Korean time somehow
runs slower than other times, 8o make a reasonable adjustment
for same.

Keep your storyboard panels ciosed or covered until the
psychologically right moment in your presentation. Revelation
of your film's story in pictures should be just as exciting as the
unveiling of a memorial. Once your client and his party arrives
in the room, make your introduction brief, then offer them
"number one' seats. Put them at ease although you yourself may

- be far from that.

Brief your client on what he may expect of your visualization.
Inform him you will go through it the first time to give him the
overall story. This will be followed by a second run-through
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Figure 88. WALL DISPLAY WITH DRAPES
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Figure 89. A FOLDING PANEL DISPLAY
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wherein you will hit certain sequences where important points
are to be made. Next the proposal will be thrown open for dis-
cussion by ie group.

You may find it useful to have prepared a synopsis of your
proposed film story....and be sure to have enough copies to go
around!

After the second run-through, open your project for discus-
sion and if you have carefully planned your production there
should be little doubt in the mind of your client that this will be
the kind of film he can use. Better yet, it will convince you that
youhave the faundation for a good film. Another interesting method
of presentation I have found to be highly effective is accomplished
by darkening the room and running through the storyboard with
a rectangular spot of light touching each sketch as your story
progresses. This has the advantage of compelling your audience
to concentrate on one sketch at a time. This method creates
much of the effect of a film strip showing. After the run-through
turn on the lights! It is important to light only the storyboard,
and the effect is very satisfying to your client as he is now able
to see a complete sketched outline of his film.

Perhaps the ideal method of presenting your story is to make
up a filmstrip, shooting each of the sketches in sequence, develop-
ing the strip and projecting it on a screen for your client. You
may go so far as to record a sound disc to accompany the film-
strip, but of course time and cost usually limit us to the direct
storyboard presentation

But sketching scenes is only a step toward the actual shoot-
ing of those scenes, and this is where so many of us run into
trouble. The written idea looked good to us, and the sketch we
visualized from the written description verified for us, in our
minds at least, that this was the ecene we were after. This is
what we want. ... this and nothing else. Here we make our first
blunder. DON'T MAKE THE MISTAKE OF SETTING YOUR
MIND TOO MUCH ON ONE PARTICULAR WAY OF SHOOTING
A SCENE! Keep your mind's eye open and versatile enough to
see your scene in more than one way. Suppose, for example,
our script envisions a long tracking shot of a large endless
conveyor, ca. rying along bag after bag of fertilizer. This
could provide us some interesting movement and we have even
seen it clearly in our storyboard sketches, but once we're inside
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the. plant we begin-to realizi zé what ‘we're up aoamst To make

a long tracking shot of the conveyor we would need many many
more lights than we have available, and we would go out of
business for the cost of the dolly track it would take to make the
shot.’ Fmally, to'make a ‘smdothly executed tracking shot would
take a full minute of film time. We would be sacrificing more
important mformatxon time for a ''sugar coated'' (nice but un-
necessary) ahot “ -

YOu are the director and you face a decision. ‘The shot you
have dreamed of appears to be’ out of the question. What other |
way can-you shoot it? There is no other way, ‘you may ‘think.

But there is, and if you are on your toes, you'll quickly decide
on an alternative. First,: we'll let the conveyor do the movmg
since it moves any\vay Next we'll handle the scene with cuts
By placing the camera‘at four different positions along the con-
veyor and spotting a limited area with hght we'll be able to pick
“up the bags of fertilizer a's they move into the spot and then out
into the shadows. We'll be ablé to show them entering the ware-
house and finally show them coming out of the warehouse at’
another point. In this manner we'll save money, and time, and
still come up with an effective, perhaps even more dramatic
coverage of the conveyor aystem Keep your ‘eyes oLn for al-

~ ternative shots whenéver you move in to your shooting locatxon '
for you're bound to have to use them. ‘A good dlrector is qu1ck
to. fmd and use these shots when necessary ‘ '
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CHAPTER IX

CASTING

Properly casting your production means the difference between
a good film and a bad one. The finent eq\uprnent a good technical
crew and a top-quality shooting scriptmean nothing ‘unless the
parts are carefully chosen. Most feature film producers rely on
a performer's past:reputation and- .experience when it comes to
putting them-into a-part. This is reasonable but offers-little op-
_portunity for new and fresh talent'to get before the pubhc Re-
member, old faces may never die: ... but'they surely fade " away
People get tired of seeing the same performf,rs over and’ over
again, so give your audience a "break". Look for new talent.

This will involve "type casting' or "try-cats. “Both: of these’ last
methods are employed by the ‘documentary artist in* choos1ng h1s
cast. The clever-documentary worker will reahze the 1mportance
of-new people. in his film and he will‘spend many extra hours try-
ing them out: : Above all else he will be lookmg for thoroughly be-
lievable people to fill the part.  He'll look for: people who' phys1-
cally {it the port and;, more than 11ke1y, people ‘who can‘de’ the

kind of work the film's character does 'I‘hts 1s typc castmg

,«». H

It is wise to. set up a scheduled’ meeting of several pose1b1e
players-and at this meeting give them‘lines of d1alogure to dehver
movement, gestures, and business to perform. - If poss1b1e tr, to
make these try-outs in private and not before a large group of
contestants. Some of the neople you will be able to eliminate _

- quickly, thereby narrow 1g down the number. of prospectsﬁfor ‘the
parts.: This try-out sy_.em and type-castmg is the only rehc. )le
method you will be able to use in cast1ng the documentary )
Whether your perfo -mers are ""men from everyday walks of
life' or professlonals, there are several quaht1es to look ior

Yoo
J,

Po1se. -The manner in which the person carries himself, from
head to toe. The poise of a president reflects d1gmty, wh11e the
poise of a downtown hoodlum reg1sters sloopy arrogance o

Pronuncmtmn and Enunciation: Although at pre sent the’ Korean
post -synchronous method-of sounding films utilizes the voice actor
and. pronunciation or enunciation of wc ~ds,’ phrases, and lines has
little significance, it'is hoped for, and highly recommen: :ded, that
more effort be directed toward the use of lip-synch recozrgding
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4 Movement: Like gesticulation, movement involves the complete

. old master of the theater, Boleslavsky, at this poiant. I feel he

-

you just take the tirne tc work with, and coach, nonprofessionals.

]

practices to avoid the all too obvious out-of-synch scenes found in
every production in Korea. When lip-synch recording becomes a
normal procedure, then actors will become the real personalities
they should be, complete with the voice that fits them - their own

Gesticulation: Arm movements peculiar to a character must not
be overlooked in casting. The arm movements of an orchestra
leader as he leads his orchestra are a sharp contrast to the arms
of the farmer as he plunges rice seedlings into the mucky paddy. .
This difference carries itself to the support table of each of these

socially different characters. These differences are important

and the sénsitive director will never make the mistake of accept-

ing refined gestures from a character that normally would use

coarse, éarthy ones.

physical manipulations of the performer. I like to briang in the

had sometthing direct and understandable to say about the move-
ments of three life stages. Here they are: The young man, full

of vigor and drive leads with his head. The middle-aged man,
having reached the age of a full dinner table, a wife. and all the
trimmings, leads with his belly, usually a sizable one. The old
one, tired, resigned, and having lost confidence in life, looks
forward to the dark, eternal sleep, is unsteady and cautious,
therefore' he leads with his feet. The important thing is that your
performer should move with unity and with the age of the character
he is por{raying

Dynamic Line Deliverx:' Some people have the ability to effectively
deliver lires; others do not Don't feel, though, tbat only pro-
fessionals ire qualified You have a pleasant snrprise in store if

Absorptign of Directions: How weil does your performer respond
to your directiors? To begin with, give him something simple
like walking cver to the door, sliding it open, calling for a bagin
of water, ' closing the door and returning to the rocm to sit down

for an early morning cigarette How many steps did the perfor-
mer remember from your directions, and how well did he follow
through on them? Anyone who can follow diractions carefuily and
to the point is always a good bet for your pivture. This means
that he possesses considerabie intelligence and many of his other

inadequacies can be overcome by this ability io mimic yourdirections
i
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Facial'PlasticitX The film performer's face should teleacope the

inhér character of the person he.is representmg ‘This means

that lines, hair, and-skin textures combme to’ crea*- an interesting
face. While it is' pleasing to watch a round, ’ somewhat expression-
less, peach-and-velvet complexion’ of a beautiful young woman at
work on the screen, it is just as rewarding to experience the
deeper, time-tempered, leathered face of a farmer or fisherman.
The face should have plenty of | give ‘and take, its reactions should
be unniistakeably clear, and yet not overdone. The stage actor’

who goesiinté’ filx 21 work often faces this difficuit adgnatment to
screeén acting.” ‘Néce' ssanly taught to pro,)ect his physical self
across the ‘oothghts to his aud1ence, he has acquired the ab111ty
to exaggerate his expressmns But when workmg before the

"motxon p1cture came ra thzs exagge rated style has to be played down.

‘Meémorization: The ab1hty to’learn lines quickly is desi rable of

course. Professionals in the film industry are natura.lly expected
to possess this ability. In working with the mexpenenced per-
formér you will have tobe pat1ent but this does not mean that youy
will - not get ‘effective’ narratmn results. ' The author recalls work-
ing all of‘two’days-on a two-reel- length documentary W1th a seventy-
eight year-0ld man: Perhaps with‘a ‘younger and expe r1enced an-
nouncer he could have obt amed a complete recording in a half

day’ &'time, biit with this man, a little extra time and pat1ence paid

‘off in a perfect matching of voice and’ p1cture personahty ‘The

e

old-timer voiced his own action and it was well worth thé extra
time. Look for cne quality here - intelligence. More often than
not, ‘the person who can read can be coached into’ memonzmg
effectively his'lines. - By breaking thé lines into short takes 1t 1s
posmble to use non professmnals in your f11ms o

Mzcrophone techn&ue "As we discussed under pronunc1atxon and

enunciation; very little lip-synch recording is done here i Korea.

~Working with a microphone falls into the realm of the radio per-

“formers and film voice actors. I've seen some remarkable _post-

syvnchronous recording done during my stay here but then agam
I've see other completely absurd jobs accepted by the producer
because he feels he can put it over on his unsophlsncated ardience.
Perbaps the one most importint consideration in recordmg for the
film, both in hp-synch and post syrch methods, is respect for

sound pevspective. The more intimate the scene, the closer one’
should work on mike. ThLé farther away the scene, the more dis-

tant ore shouid work his mike. Recoriing exterior sounds and
dialogue in a studio has ite shortcomings too. The too-muffled,
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the too-deliberate and too-refined speech patterns of the studio
recording should be carefiilly livened up with baffling, appropriate
sound effect fed into the studio, and multiple microphones put

c use. Add to this 2 more carefully planned movement of your
performer in and off the mike and the sound track will be a better
one.

Business: We have already discussed this quality in the chapter,
‘We Write Our Shooting Script. Business enhances our character

. breaks him out of a "stock" type and makes him a more in-
teresting person.’ Give your casting candidates some business to
do and see 1f it will fit into your concept of the character in your
production. Typmal business might be the habitual sc ratching of
the nose, a characteristic .11mp, a twitching of the face, or a heavy
breathing pattern. Once again, don't be discouraged the first time
your non-professional triex this. A little extra pat1ence with him
will likely pay off with a good performance.

; Photographic Interest: Combining some or all of the above quali-
| fies, choose your performer if he is photogenic. How he appears
| ‘ in close-up studies is especially important. In the documentary
film, make-up should be held to a minimum, preferably none at
all. Will his face photograph well without make- -up? If so, good!
In the final ana.lys1s, there are sorme people who may look fine in
reality, but when transfered to film just don't come through. The
only real solution to this is to take a series of screen tests.

Sensitivity: How close does the potential performer feel to the
character you wish him to portray? Is he sympathetic with the
character? How well does he seem to understand the character?
Does his physical appearance aid or hinder the emotional make-

up of the character? I marvel at Mr. Chung at Mo Chang Ri who
developed a keen sensitivity toward the character he was asked

to play. -First there was the part of Chung Su Bong, the opposition
leader to Village Leader Pak. This part he played with believability
and sympathy. Again this same man was cast as a local communist
leader in a film produced more recently. The same man, a non-
professional, actually turned in a performance that professionals
have since failed to match in similar roles. Somehow this man
succeeded in digging out the 'inner man' of the character he was
portraying and, what is more, he entered into his portrayal,
uninhibited and with a business-like attitude.
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CHAPTER X
THE DIRECTOR'S STUDY

The Director's Study or Workbook is always a good way to keep
thoughts organized and close at hand so that those special ideas are not
forgotten. Remember, even a Korean sometimes forgets good ideas.
Write them down in your study and you'll not loge them.

The Workbook should be.of the loose-leaf binder type. Plain pages
are preferable. On the right page of the book, paste in pages of the
shooting script. Leave the left side of the book blank. This is where
you'll make your notations and other bits of information. Use pen and
ink instead of pencil to prevent your work from becoming smudged

What are some of the things helpful to include in the workbook?

Put your concept of the film's CENTRAL THEM!Z. somewhere near
the beginning of the book. Write it out, draw it in abstract, or doodle
away. . . . any method that has meaning for you.

Take your more interesting characters and write brief but meaning-
ful CHARACTER DESCRIPTIONS. This will help you when the performer

asks just what you expect of him.

SET DESIGN IDEAS, either in writing or by sketches, will always
find a way along the sides of your script.

CONSTUME IDEAS on how your performers ahould dress are neces-

8ary - to both you and the performer

Any special MAKE-UP PROBLEMS sketched or written in help in
creating a character or correcting some physical imperfection the
performer may carry.

PROPERTIES. A wide range of important accessories that may
make the difference between a professional job and an amateur one
should be noted in your book. Indicate the placement of the properties
or “props' .on the set, as well as how you intexd to have the actors use
them. B

MOVEMENT OF PERFORMERS AND CAMERA ANGLES you plan
to use should all be ditgramed opposite the shooting script description.

'ANIMATION IDEAS are especially important in the educational
film project. Jot down animated schemes which may give your story
or your technical information greater impact.

ANY OTHER information you need to keep close by before or dur-
ing the shooting of the motion picture may also be added. The next
few pages illustrate what I mean. Try this on your next production.

You'll find it an easy way of planning and keeping all the details together.
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S-A-M-P-L-E
SHOOTING SCRIPT

THE SANITARY WELL

FILM PRODUCTION #516

Picture Sound

1. FI - Korean American Coop-
eration Mark.

FO- The above _mark.
2. FI- ;ritle, '*Pre;ented by
the Ministry of Health
and Social Affairs. "

FO- The above title. -

3. Title, "Produced by O. P. 1. #

4. FI - Main title, "How to
,Build A New Sanitary
Well" ¢ ‘

. FO- The above title.

5. At a well-side;.a group of A well! It is most important to our
- women arewashing their ’ D e :
" clothes at an unsanitary everyday living. Most of our wells,
well. -
’ however, are unsanitary.

4, Animation shot - con- A well is frequently contarninated
taminated water flowing . o
into a well from several because it is poorly dituated and
sources. :

misused. Waste water flowing
from sources such as cattle stables,

. toilects, compost piles, drainage.
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Picture

7. Animation - a statisticail
chart showing the climb in
the typhoid mortality rate.

8. A steaming kettle on a
Poong-No.

9 At a well side a man treats
che well with calciu.n hypo-
chlorite solution.

Sound

ditches, infiltrate and contaminate

the well. This contaminated water may
be the cause of horrible diseases, such
as typhoid, paratyphoid, dysentery, and
cholera.

According to the latest etati.étics made
over the last five years it shows. 21, 28,
17, 33, 77, in the years 1954, 1955, 1956,
1957, 1958. This means that more and
more’ i(ndwn cases of typhoid have oc-
curred. ... and focuses our attentign on
thé problem of well conta:m,ir;atiox; in
?ural_énd wrban areas alike.

From scientific research we know that
one of the most effective ways to treat
water is to boil it al;out. 20 minutes or
treat it with a chermical agent.

To chemically treat in¢ waicr, one
spoonful of calcium hypochlorite is
added to 20 liters of water, and the

mixture stirred thoroughly.
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The contents of the container. is poured

into the well and agitated so the calcium

hypochlorite will dissolve quickly and

effectively in the water. This treatment i
is recommended daily.

The best way for keeping a well sani-

tary is to cgnstruct a new improved

type of well. {

Before excavating a well it'is necegsary

to select a proper location.

10. Unsanitary wells, near a Since many of our-farm wells are
latrine, hog-pen, drainage. '
located near a latrine, cattle shelter,
hog-pen, drainage ditch, or compost ' :

pile, a safe well should be at least 30

11. Animation shot showing an meters from these contamination sources,
ideal-location of a well.

well above the rice paddies, and con-

venient to the homes.

Title Inseri: Well Excavation

12. Live footage of well excava- Now let's watch, step by step, the

tion
building of a sanitary well....
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Picture

13.

14.

Title Insert: Building the
Water-box

Cross-section study of full
scale model in hillside. A

-worker lays in the stones,
.forming a cress-sectional
. water-box.

Sound

Dig athole at least 15 feet deep to

assure having a safe supply of water.

When water is strukk, the next step
is to build a water-box To clarify
this process a cross-section full

scale model will be halpful.

This box serves as a water storage
tank and provides an ideal filtration
contrail.

In building the water box, we first
lay in large stones up to three feet
high.. .. Then the gaps between the
large stones are filled with smalier

stones.
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CHAPTER XI

SHOOTING SCHEDULE AND DIARY

With the film cast, your next step is to discuss prodiction prob-
lems with your assistant director, cameraman, art director, sound
man and other crew members. This orientation session will bring

to the surface many new problems but at the same time it is the only
way you're going to’ be able to realistically solve them. These people
will be indispensable in the shooting days ahead. To build up a
harmonious team and to work out technical aspects of your produc-
tion is common sense.

Out of these discussions you'll be able to come up with a realis-
tic Shooting Schedule. Go through your shooting script and cate-
gorize your scenes according to:

1. Location requirements. If possible schedule all scenes in
one locale for shooting at one time. You'll find it helpful to make up
a map of the general area you'll be working in and spot the varxous
locations according to number.

2. Arrange your scenes according to day, night, interiors and
exteriors.

3. Important events must be taken into account. Holiday fes-
tivities, market days, wedding days, planting and harvest days will
figure into your schedule especially in documentary assignments.
Some of the festivals you may wish to use in your film story. Plant-
ing harvesting, marketing, and weddings have a way of interfering
with shooting schedules. .

4. Properties, costumes, special production equipment, actors
and shooting crew availabilities must be arranged for and scheduled
accordingly.

5. Length of travel between shooting locations varies accord-
ing to script requirements.

6. Anticipated speed of production crew in handling the photo-
graphy and sound. This will depend on whether you're working as a
one-man unit, a two-man team, a light or heavily manned crew.
The crew's experience will mean a lot in this respect, too.
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7. Schedule according to the limitations of your Budget. A
production's budget involves time and it involves cost. A third
factor, Quality of Production, always enters into the picture making
business. The well thought out schedule will provide extra time
for possible production deterents such as the weather and the ne-
cessity of retakes. Many decisions relating to the quality factor
will have to be made by the director or the producer.

Your schedule can be simple or complex. Use the form you find
eagiest to work with. Here is a suggested one.
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S-A-M-P-L-E

DIARY OF A FILM'S PRODUCTION

Here is a two-week diary of shooting activites on THE DYKE.
At the end we will discuss some of the shortcomings of this shoot-
ing assignment.

lst Day

Arrive in Kangnoon about noon. Arrange for quarters. Mezet
the goonsu and agents. Have coffee and talk over the situation. '

2nd’ Da.z

‘General scouting of the community of Mo Jung Ri with Mr. Pak,
the village chief. In the afternoon the Director works over his
shooting script with me. That evening we meet with the village
chief and other o‘u'tstandingc_léaders in the village. We have some
drinks. At this time we discuss village men and women who could
possibly fit the several characters in-our story. Then there is the
problem of settings, especially the riverside houses which are to
be flooded out in the storm sequence..

3rd Day

Director and Assistant Director break down the Shooting Script

into shcts, and a shooting schedule is made up for a 5-day period.
Draw up a map of the community, spot shooting locations and "nail

down' first ?a:x' s: shooting locale. Meet with the local people to look

over possibilities. for certain roles in the film. The director
wisely works thrc}gj;h the village chief on casting the production

In an "Oil-paper' meeting of the village top men, the major and
minor characters are discussed. ... who, will play the good men and
who will play the bad men. Then there is the problem of casting
the women's parts. Husbands of the women are contacted and per-
mission sought from them for their women to participate in the
film. The camera crew arrives from Seoul with lights and 10KW
generator. Lighting equipment is stored in one of the local homes,
and put under lock and key. The generator we leave'in the town of

. Kangnoon some five miles away. There it is under protection of

the police and we will not be needing it for the first few days'
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shooting. By beginning with fairly simple exterior scenes we will
have few gghti ng probiems and will be able to become more ac-
quainted with the people of the village and they will be able to get
used to our being around before we get into the more complex
scenes. +he viliagers teil us they wili be ready to begin working
with us two days hence.

4th Daz

. This is Sunday. The actor and actress assigned to work on
the film arrive today. Much of the day's activity centers about

the crew's shooting newareel footage of a washed-out fishing village.

The rest of the day is spent along the seacoast.

Sth Daz

We aryive in the v1llage at 8:30 this morning. Today we had
planned outdoor scenes but the skies are grey. By noon the rain
begins. I meet Dr. Kaufman, the CD Advisor, and this afternoon
work together with him and Mr. Yang, the Directsr. Dxalngge
seixences are reworkdd. Tonight we have a long evening session
out in the village attemptin ng to work out further castmg: ‘This is
the time of the harvest and practically all the people are expected
to work in the fields. However, they assure us they will do their
utmost to cooperate.. We will have to:set up a very special oc- -
casion for the dyke construction and the village celebration-scenes.
So it is decided among the director and myself and Kaufman to chip
in and help foot the bill for a community-picnic. “For this we will
have to have several bags of rice, some beef, fruit, potatoes, kim-
chi and, of course, saki and mechu. We will have to work on the
Dyke construction shots in the morning, far the afternoon will be
filled with revelry and work will probably be slow.

1 think we've hit on a very good solution to the flooded village
scene. A dilapidated house about to be destroyed is purchased at
a low cost, 150,000 Hwan.. .. Where in America can we buy even
a dilapidated house for $100.00? Tomorrow a number of the
village men will carry it to the river's edge. -Mr. Pak, assisting
us as Art Director, will aupervise;rebuil.ding ‘of the houae.

Well. so much for the house, but now we have to create the
rain. Perhaps the Kangnoon Fire Company will be willing to
drive out here and.with enough hoses we'll be able to create a
storm. - By forcing a fine spray high above the top of the setting
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we should get the effect. Inasmuch as this scene is to take place
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in the night we will not need rain falling in the distance.

The fire company agrees and shooting of the storm scenes
is scheduled two days hence.

6th Day

Happy village sequences are shot off today. Mr. Pak, the
art director, paints up the village open well and puts a sanitary
cover on it. Some 16 men lift up the old house frame and walk
it down into the river. The frame is finally placed in about three .
and a half feet of water. Then the men mix red clay and rebuild
the side walls of the house. By tomorrow night they assure us the
house will be complete, thatched roof and all. We'll see. The fire
company is scheduled to bring out the fire engine about dark (6:00
o'clock).

7th Dax

On location at 8:20....and this is good here in Korea. Set up
''kindergarten'' scene using some 20 children. Complete shooting
this scene about 11:30. Cancel ''well' scene. Rains for about 45
minutes. Set up and shoot off ''cooking demonstration’ scene.
Looks like rain as we make preparations for shooting '"'storm and
flooded village scene.'" Workmen from the village finish dressing
up thé houses about dark. It is quite cold for September. The fire
engine and crew arrive about 6:00. Ramps have been built out into
the edge of the river to hold lights and camera. Lights are placed
about the h-uses. Time and time again I suggest edge-lighting the
buildings to establish a night effect, but edge_-Tighﬁg is Eppa?éntly
unheard of by the cameraman, well versed in newsreel shooting,
but completely unfamiliar with lighting techniques. By now prac-
tically the whole village, of some 450 persons, has turned out to
watch the filming. ... They gather all up and down the dyke. One
of the farmers, Cho, his wife, and a child playing their son, are
asked to go into the water. Cho takes with him his cow. The water
is cold and the people can stand only so much of this, so finally,
with lights on, raincoats covering the camera, the firemen spotted
around the setting turn the water on. By raising the jet of water
high in the air and letting it fall in droplets on the house tops and
into the river water in the foreground, a good rain effect is simu-
lated. After a couple of takes, poor old Cho, blue of face and
with chattering teeth has struggled enough with his cow in the cold
river, and rure over to the large bonfire. But in 2 minute or two
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he's called back into the water and so it goes on until the women . .

have the rice, the soup and kimchi prepared for supper..... shoot-
ing stops. With kimchi and rice everything stops. Back again at
shooting.

i We move over to another part of the village; using the same
% fire hose rainstorm we finish off footage of Pak Ri-Chang rallying
: up the people for the first portion of the flood sequence. Finish
’ about 9:30, break down equipment and head back to the hotel.

8th Day

"Off to a slow start. See Kaufman off to Seoul. Sporadic clouds
and rain showers slow down work. Shoot women by well, chicken. ,
coops, and montage of Dong Sik's rounding up villagers to work on i
the dyke with Pak Ri-Chang. The people of the village generally
are busy at work in the fields. Hold a lunch conference with Pak
Ri-Chang in which his dialogue scenes are discussed and rehearsed.

F 9th Day

Work today on lip-synch sequences with Dong Sik and Pak Ri-
.Chang. Here in Korea we find that post synchronous recording is
probably the best. solution and voice actors do very well when it .

{ comes to matching lip movements with sound. I think I've convinced
Director Yang that he must shoot plenty of “'cut-away' reaction-shote
during this dialogue scene. Off to a siow start on this lip-synch ;
footage. We move very slowly. There are a number of mistakes

and I wonder if we'll ever be able to accurately record ward:for.word the
dialogue of the two performers. This is where a ''cue track'' comes
in handy. Shooting a "cue track" 'is a procedure the Korean shoot-
ing crews should adopt. It will save them lots of headaches when
final recording time comes around.

Village Chief Pak seems to be having difficulty with his lines
so I suggest a prompter be placed just out of the camera field of
view and in line with Mr. Pak's eye direction. In this way we can
- toss him his dialogue, line by line, word by word. It seems to
help him. Another thing, Mr. Pak tends to speak in a forceful but
highly broken regional speech pattern; that is, there are numerous
pauses between some of his lines. Once again’l mention to Yang
that a ‘'cue track'' would assure him of an exact dialogue because
his assistant may possibly err in inaking up a dialogue record.
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- But, Mr. Yang Jong-hae assures me this is quite a gimple pro-
cedure and that his assistant's record is foolproof. We'll wait
and see.

Well, we seem to be fighting cioudy weather and rain showers
every day now. Generally the shooting has gone well today. But
now the actress playing Sookja and the actor playing Dong Sik have
words. . . . "Dong Sik" takes off and we wonder why we had to bring
this kind of trouble with us all the way from Seoul. Here's where
a written corract in the possession of the Director would save a
lot of trcuble when some of his players decide it's time to 'throw
a scene.' There is some doubt in our minds as to whether we
really needed experienced performers, for actually. these two people
from the big city just don't come across as farmer Ifolk. There is
something very basic missing and we would probably have fared
much beétter had we cast the complete film fnom the.villagei people.

Sasfar the pcople of Mo Jung Ri have been wonderful performérs
and most cooperative.

10th Day

Finally at 10:00 A. M. some 200 villagers assemble at the dyke.
Today's shooting centers around the whole village at work on the
dyke. Three large cooking kettles are placed near the dyke and
filled with rice and cow belly and beef soup. We will shoot until
the rice is cooked, and then eat. I suggest that the director attempt
controlled shooting of his crowd scenes; that is, by giving each .
group involved in the scene, a specific number and then cn cue from
him or his assistant, start their movement. Mr. Yang has trouble.
First of all we don't have megaphones and ‘''the waving of a hat"
cue proves confusing. We find that working through the village
leade~ is the best way of handling the people. .. . they will listen to
him. The village leader at last gets the lines of workers moving
through a prescribed pattern. By having the villagers continue
through this pattern several times we are able to slip into ''off the
cuff'" shooting.

Now the clouds are coming in and it begins to rain. We stop
for lunch at 2:15 P. M. After lunch we are able to squeeze in a
few more shots of people at work on the dyke....but it again begins
to rain and the production comes to a standstill.
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1 1th Day

Today is Sunday. and the crew takes off the morning and part
of the afternocn. We begin work about 4:45. Tonight we ahoot
three "meeting'' scenes with a group of about twenty«five people.
These scenes ara a mixture of lip-2ynch and voice-over. The
meéting hall is tiny, about 18’ by 24" witl ‘an earthen floor. The
inside walls are covered with 4H club posters, Agriculture Ex- .
tension Service posters and the like. “

" Because of the small work area and low ceiling we know that.
lighting is going to be a problem. Only a flat lighting method is -
attempted with a few 500-watt "floods" suspended from the rafters
overhead. We have camera magazine trouble.... Not once but

twice we have magazine trouble.

The crew is diyorginigéd and slow to rsgt‘, upA Kt‘hgirv Tgho.ts:. For-
tunately for us the village people are patient. ... ..and once again it .,
‘i# most encouraging to see some of these farm folks play their .

" - parts. They do so well. Several of the male performers are com-

pletely uninhibited. There is the very emphatic Villige Leader -
‘played by the real village leader, Mr. Pak. Then there is Chung.
Su-Bong, who plays the villain in good spirits and witk confidence,
as well as hie cohort, Ingoo. I'll never forget the village clown,
Mr. Cho. ... This man could make it in Hollywood. = Miss Kim, the
village level worker in real life, though a litile shy, is refresh- .
ing.  Only our two semi-professionals from the big city do not be--
long in this group. Through no fault of their own, but rather ..
~ through our own .mistake in thinking we needed players with some
experience for the Dorg Sik and Sockja roles; I believe Mr. Yang,
the crew and myself finally realize the ‘casti'n'g'mis'téke. It streng-~
thens my conviction that people pl 7ing people in the documentary
or lyrical documentary film, can surpass the too smooth, too . -
sophisticated portrayals of the professional. Getting back to the
shooting. 1 noticé the cameraman is lax in'the use of his meter -and
tape. I call this to his attention. He implies that he knows the
exposure.. We'll see when the "'rushes” come out. We finish up
the "meeting" scenes at 11:30 P. M, | -

12th Day
\ . . . .
' Phoned Seoul this ‘ingrin«iwng to check on "rushea'. .Some of the .
footage, we're told, is scratched (apparently camera scratbhep)and
. .appears to be  greyed-over, posaibly under-exposed in parts. This.
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news hits us all where it hurts. It means makiniretake's and this
is something my Korean associates just can't bring themselves to
do. . ..without endless prodding. This is an unhappy shooting
crev/. .« o '

‘We are rescusd from the doldrums by the Gunsu who invites
us-out for a meal. Theé remainder of the afternoon is just about
shot by this typical Korean custom - & long savory meal of fish, hot
soup, rice and hot kimchi. The c¢rew's morale is low, what with
camera scratches and exposure trouble. We return to the hotel in
Kangnoon and rework two lip-synch scenes, ""Ingoo and Chung Su-
Bong' as well’ as the "Mother and Pak" scenes

1 shall be leaving this village and heading for Seoul within the
next three or four days. Retakes are going to have to be made,
and a -number of other f1ll-m scenes will have-to be shot. Thee crew,

I feel; will move along on tt 2ir own. .. .at a Korean pace and there'll
. be more mistakes made.. mzstaker which I hope will be of teach-

ing"value when the film is fmally assembled. It looks as'though this
is- gomg to be a’ three-week shooting ass1gnment instead of the plan-
ned tWO-Week schedule ’

N\ow as we look back on th1s production schecule some two
years later, what were the- lessons we should have learned? The
filrn went on to Win'a citation at the Asian Film Festival. ... but,
how much better it could have been with a little more time spent
on retakes. Exposure was off in- ‘a number of ‘the shots and scratched
footage should have b»en retaken

Enge’ndering a feeli’ng_f’pride in one's work is requisite.. ...
Every film assignment should be carried out with the same meti-
culous nlanmng, ahootmg, ed1tmg, eoundmg, and proce.,smg asa
fe stwal entry.

More attention could have been given alternatwe scenes.
which could have been quickly set up and shot off in case of rain or
cloudy weather prohibiting photograpny of exterior scenes.

Effective cueing devices are necessary in handling large crowd
scenes. Perhaps a system suggested in Chapter X1, (stagmg and
shooting mass movements) would have given the director a little
better control of his people.
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In order to avoid misunderstandings and give you (the director

or producer) necessary control over.your professional actors,

use a contract; get their agreement to work in writing. Why should
you waste valuable time attempting to pacify squabblmg pe rfo rmers?
Wzthout a paper agreement you run thxs risk. '

Fmally«, a lesson well-learned, use real people, not professionals
in the documentary film.. .. their portrayals will be more convincing.
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CHAPTER XII

.ON THE JOB

A The dzrector soon will find that all the books he has read on
his specialty can take him only so far. When it comes to puttmg
on his work clothes and putting the script into pictures he is going
to face. numerous departures from ook theory....some.of which
he may have read....but many that he has not. The purpose of
thm chapter is to offer some helpful suggestions on handling a
number of situations that the inexperienced director will probably
encounter.

Working with Children

The growing child. ... ever-changing.. .. brimming with vita-
lity. . . . uninhibited. . . . refreshing. The child is a precious person
who can put the s*l,alernated cliche-ridden professional to shame
before the camera's lens. The spontaneous actions and reactions
of children carry universal appeal. You are fortunate indeed if
your film involves the use of children, but you also face long diffi-
cult hours of work with thema. Only your patience and understand-
ing will see you through. Here are some hints you will find helpful
in working with them.

Infants, up to one year of age, must have the close attentlon of
their mother. Keep this very important person near by. The baby
is bound to demand frequent "'milk breaks''. The infant responds
to room temperature changes. Every attempt should he made to
keep him freé of the cold and the heat. Lengthy exposure under
photographic lights can make him ill. Harsh lighting methods
should be avoided. Try to find a quiet area in which to work for,
more than likely, the baby will be all too willing to supply extia
sound effects. Have close at hand some bright, colorful toys or
gadgets to oécupy the young one. You will find these helpful in
directing the baby through basic reactions and movements.

Add to the traumatic situation of being photographed a number
of suddenly different experiences, and you can expect the infant to
startle or react violently. For example, some mothers give their
infants a sponge bath for several weeks after birth. If you happen
to be making a picture on baby care and the scene entails proper
washing techniques, watch when you put the little one into a basin
of water, for the reaction will be a hig one. The scene may become
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: impossible to shoot, and the mother wild-threaten to walk out on the
1 scene. .This is understandable. Careiul pre- planmng will solve

' many of these’ headaches. Have the rother bathe the baby ina
basin two ot thrée days in:advance of photography Make, sure you
have all the necessary props lined up ‘wéll in advance of shootxng
When working with’ infants do not expect thern to wait while you run
ab.ut collecting prOpa, extra performers, and your camera crew.

Little people also tire easily.’ .Their temperaments run sharp
when put under lights and before strange people, needless to say
before a camera. They become nervous and 1rr1table Cnve them
a break....maybe let them have a relaxing swim in a nearby
strearn or river. Find out from the parents the child's daily rest .
schedule and sece that he get's it during the film' s production. Put
your crew to work on cut-away shots.  or tlose-ups of other people
in-the cast untxl the ch1ld is rested and 1n a bctter humor :

Off the-cuff shootiny (unrehearsed and spontaneous) freLently
pays off in exciting fooiage. Keep a camera standing by, ‘ready to * | 11
30, for children are inventive and you.may get an unexpected shot - ' i

i
|

you can use.in your production. The hiddén camera techmque has
been used time and time again to capture the natural umnhrbxted
ch1ld at work and at play. Try this sometxme UsuallLyou ‘should.
-set.up’at’least two. cameras or even more to get thorough coverage
from wluch you can select later on-in the cuttmg room s

"

The writer, the dxrector, and the cameraman shouid kee
‘mind the "'child's point of view'" when it comes to planmng and
shooting. Some very fine films have been made utilizing. this ap-..“
proach

b

BN

In the UNESCO production Let s be Childish, in which the
story was filmed from the child's level, the characters were all
children. = The actions were carried from child to child. = They had
their problems; nationality differences, color of skin d1£ferences,
religious differences,  language differences. . ..and they were all
thrown together in a community of children. Eventually the chxldren
work their differences out among themselves as the result of the
injury of one of-the'children in:a wild snowball fxght "It i's. not until
the’very ‘end of the film that:the-adults are brought into full view of
the camera as.they walkaway -with their offspring. The mossage is
that perhaps'we, the parents of the world, should take a leeson
from our ch1ldren when it comes to 11v1ng together as a communzty
of man. :




A much more subjective feeling can be obtained by photo-
graphmg c}uldren from their own level. .Get down with the per-
formers. Here in Korea, by Korean custom, people live on the
ﬂoor of thexr homes As a film maker you are compelled to work
your compnsztzone irnm a lower level However, it is quite .
common to see many Korean lems shot from a high angle, makmg
the shot a cold, ,obwc,t:ve looking-in-on the performers. :

Sometxmes a du-e\ctor may find it helpful to force the child
mto _reacting by mmg_physxcal stimulus such as shouting-at him,
pinching him," or. tzcklmg him. . This you may. have to do_.from time"
to time, but be sure to clear thm with the child's parent. Parents’
r1ghtfully have strong misgivings about anyone: working thus with -
their’ offsprmg, even if it is for the good of the pzcture

When shootmg controlled group activities, your filming is re-
latively easy. Working through school authorities, for example,
a.director and crew can ‘ea8ily ghoot classroom scenes, demon-
strations, cahsthemcs, and other orgamzed games. Be sure. you,
have briefed the authorxtxes with whom ycu are workmLon the film's
stor ry and its. purpose Emphamze the fact that shooting a film will
take time, perhaps a week or two. . .it's. not the same asa still
photographer com,mg in for a day or two in order to shoot class
photos “Onice™ you have estabhshed a working understanding with all
the people concerned make up a shooting schedule and stick to this
schedule as closely as possible. Be prompt. Call for appointments.
Observe .the basic rules of the school system with which you are
working. Keﬁuhe tea.chera and the students thh whom you may be
workmg well mformed : \

Another approach you will find helpful from time to time is the
use of the. empty camera during what.amounts to a rehearsal with
the camera set Lp as ‘if for actual shooting. The. children are put
through theu: ;paces before the camera and. the crew fakes an actual’
"take‘ " Thxe procedure may be carr1ed out several times until the
dzrector and crew, feel the performers are ready. Then film is put

,mto the camera the ch1ldren alerted, and the scene shot off.

- Lo ' . - s
Play a. game w;th children to get the nght reacnons Reverse

the performers movement and business to obtain the desired effect.
For example, you, -want a shot of happy, playful children runmng over
the tqp ofa small l'ull down past your camera. You instruct the:
group of. iuds, &,"Now we are going to play going to school. ... Go up
over the hill children, as though you were going to school in the
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morning. ''. Then you wait until they are out.of camera view below
the crest of the hijil; then either you or your assmta'nt'mstructs
them, "'Good. ... Now stop, turn around and run back over the hiil
as though school were just out.' Chances are you will come up
with some good spontaneous reactions from the children. Playing
the game with a lively flock of youngsters is. not easy and you may
have to make nume rous takes before you get, what you want on
film, but it will be worth it in your finished picture.

. The reward iproach has been used down through the aLs,
and for adults as well as children. This is “sérmeéthing man ‘seems
to have inherited and can never quite exchange for something else.
A prettydoll, or a chunk-of "vut'' rice candy will often help you
get the shot you need, and ‘the mothers enjoy candy too.' If the '
ch1ldren with whom you are workmg are old enough: to understand
you maz appeal to their- sense of patriotism or devotion to a good
cause.. This is an effective way to handle mxddle school and high
school students Ch1ldren can be lured into performmg before .
your camera through the ""You're going to be.in, the movies'' device.
. In most parts of the world the motion picture, television and theater
have that magm appeal for so many. Thm extra. somethmg helps
make them a lxttle special to folks who are not professmnally ex-,
) posed to show business day in and da.y out.

_ There may be a number of ch1ldren 1n the group who, havmg
‘never oeen a,camera before, may become frightened and difficult
to manage In order- to gain ‘their. confidence, spend a day or two’
before actual shootmgt, workmﬁround them with your equipment.
Remember that working with children requires time, Jlots of time
and patience. The novelty of watching the crew at' work with all

of their fantastic ''toys' will soon wear off and you will be more or
less accepted by the chxldren.» Then you can go to, work ser1ously
This does not mean that you will be losmcr valuable time. “Rehearse
your camera angles, plot your l1ghtmg, work out some new pro-
ducti-n ideas, take still shots of the kids. Time devoted to winning
over sheu' confidence will likely pay off 1n better footage .

Workmg w:.th Adults

- "

~

Generally speakmg, adults are b1g, httle ch1ldren when 1t ‘
comes to performmg before the camera Many of the. same devices
used in d1rect1ng chrldren wxll also apply to workmg with' grown-
ups. The controlled group of adults, however, if. properly or1ented
on the purpose of the ‘scene you wish to use. them in, w111 in -
most cases be more cooperatlve than ‘the ch1ldren

"209' .

4
- ———————— . s At
. n




DAttt St L S T S A i SRS S

Appeal to their vanity. Mr. Chey is about to begin work on a
motion picture. This makes h1m a little extra-special in the eyes
of his fellow men. .

.-Reward for services performed works justas well for the
adult'as it does for the child. The only difference perhaps is that
the gift has to be a larger one for the grown-up.

As do children, adults easily tire of working on a film after
the first few daxs of shooting have passed and the novelty has worn

off. A8 the unit leader, you are then put to task to keep your cast
interested in their work until the last foot is shot off. Sell your
performerg on the impo ortance of their contribution. This can-

-sometimes come about easily it the subject has & strong national
or human appeal such as a T. B. Association project, a Flood

Refugee Funding program, or a National Reforestation drive.
More of.ten than not, the people will give you their cooperation on
this’ tyPe ‘of film. Another method you will find helpful is the pro-

'}'Jectxon of films for the performers. Films of subject matter
“closely aligned to that which you are in the process 8 of shooting will

do much to help them appreciate their work. If you can afford a
stringout of some of the ""'rush' materials this too will regenerate
their interest. Seeing themselves on film will more cften than not
win them over. Keep everyone busy.. If your performers have to
wait around while you and your crew collect props, and plan photo-

.graphy,. they will naturally become unruly, feeling thati their time

is bemg wasted Once again, thorough planning of your shots and
location.of . props well in advance is a must to keep happiness in
the" filt’ri-m'alkin’g family. |

A ma;onty of non-professional performers will habitually
look into the camera. The resulting photography will not be ac-
ceptable you ‘just do not have your characters 'looking toward
the camera, except in special cases. Some of the adult partici-
pants will re spond to directions easily and avoid the camera. There
are numerous devices you can use on those who just will not co-
coperate. Divert their attention....Give them something to con-
centrate on. This can be as simple ag having them walk about in a
prescribed Ettern Sometimes clichés, such as lighting a c1garette,

weavmg a straw rope, or eatmg a meal will furmsh the necessary

‘ d1stractmn from the camera's eye. Add to this some lip movement,

if the nature of the 3cene permxto They really don't have to
memonze complex sentences ‘ Give them two or three key words
to reﬁg@t over and over, or have them count to fifty time after
time as they go about their simple movements.

»
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Working with Elderly People

Aéain,’, elderly people are essentially "long-lived little children'
when they face the motion picture camera, and many of the same
devices will also work with this group. '

der folks generally move slower and are"lééo con fident than

Ol g y

younger people. - When you make up your shooting schedule, con-

_sider this important difference and direct them with the same under-

standing. Elderly persons are set in their ways and you can expect
their response often to be highly negative and uncooperative. They
like to have time spent on them and they like to feel important; after
all, don't we all? I need not elaborate on this, for you folks here in
the orient, through the centuries, have lived ina social framework
where the elders are traditionally the important ones. It is most
unwise to step too heavily on this tradition in either your land or in

‘any other land.

If your budget allows, assign an assistant the job of Bumonn;

your antiquarian actors. He can ride herd on them for you, give
them a helping hand when it comes to getting out of a ca¥, or
crossing a busy street. He can see that they are properly rested.
during the day's shooting activities. He can joke with them, make
them feel at ease, and with extra effort, keep them in a happy mood.
All of these little things add up to a more cooperative group when

their services are required.

Just as with children, elderly folks can't take too much light..
It is hot and hard on their aged eyes. " Play down your lighting as
much as possible.

In the film medium, we have the distinct advantage of taking
action in small and often unrelated shots or scenes. Then again
there is the Close-up. It is with the judicial use of the Close-up
that we can capture the depth of the old-timer.'s.sodl. His pastis

caught-in the twinkle of his eye or the quiver of his lips. The .

difficult days are etched in the furrow of his brow. Many tit‘nves,'
full shot coverage of the older actor will result in trouble some,
poorly coordinated movement which ends up as unusable footage.
Use more Close-ups....carry your actors cver these dangerous
si:ots, and at the same time touch ona more intimate side of .
the old one. - ‘ SR

‘uPlaying the game" tactics will work with the agéd the 32’ ians.
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Walking them through their movement and business is almost al-
ways necessary. Perhaps you will be able to he Lthem understand
a little more clearly thexr task by enacting the scene yourself for
them. Your actors can be only as good as your direction of them.
Carefully mag out and e:_czlam the movements. It heips to chalk

in the camera's field of view.. Acting areas should be clearly
dehneated. Movements and busmess should be rehearsed many,

‘ but not “too many. times before shooting. Too much rehearsal may
cauoe your performer to .become worn out, short tempered, and v
N canunkerous. e m ehort, m;pouxble, to work with.

Work hard to nmlhfy 1our dxrectzons to your performers.
Yo\i”ri hot handlmg professionals. Make your directions to the
pomt. using a number cueing system if need be. Commands such
as "Walk to the gate. ...knock....turn around. .. .lower your head

. shake it slowl" are simple and when given durxng actual shoot-
ing vnll result in A believable scene. Directions such as '""Walk to
the gate quxckly . halt before the gate . turn -about slowly.. ..
look to the nght ~1ook to the left. . knov,k three times on the:
gate.. turn slowly around. . lower your head, shaking it slowly’
to the left and to the right",. wlule possibly resulting in a more
refmed scene normally overtax the faculties of an elderly person.:
He may not clearly hear the directions and possibly confuse them.
By keepmg your 'directions easy and in stride with the conserva-
tive' ‘spirit of the aged, your shooting will move along much more
smoothly. Age slows you down, and it happens to us all.

Workmg thh Profeasxonals.ona Documentary Fxlm x .

ey

Generally speaking, professional actors should not be used in
the Educatxonal or the Documentary film. Real peéople do a much
more convmcmg job. They will take a little longer to work with,
for they a.re not famxhar with before-the-camera antics, but this
extra tu'ne apent with a man-off-the street performer will pay off -
ina’ nncere charactenzatxon Professionals all too often carry a.
touch of 'sham in their work. Thw is understandable, to a degree,
for they are devoted to the world of make-believe and the feature.
film - vxewer expects this tint of unbehevahahty in-the film he goes
to see . : ‘

Edﬁcetion‘a‘tllﬁlms‘ cannot afford this sham performance and,
while there are a limited number of professionals who can carry a
scene with a degree of realism, play it safe and do not use. them at
all,’ except when- you're in a pinch. A real honest-to-goodness
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farmer makes a better farmer; this wife makes you a better farmer;
his wife makes you a better farmer's wife. The fisherman isa
fisherman and like the farmer he knows his trade and his tools.

Few professionals can match the reality of these people.

You may find the professional effective in @ lecture type of
film where a considerable amount of dialogue has to be memorized
or he may fill the bill in the film of the glofious appeal where re-
ality is usually stretched to symbolic proportions.

When using the professional don't waste time, because wasting
time is wasting money. You can-do both through the improper
planning of your production and the unrealistic scheduling of your
shooting. The actor will not mind sitling about with nothing to
do; after all he's getting paid, so why should he worry. Keep him
busy.

Working with Animals

Under this heading of animals we shall also include birds and
reptiles. Animals may be wild or domestic. It sometimes
happens that they are both. Whether the animals in your film are
used as the featured subject or incidentally in your story, you
will find them extremely interesting filmic material and at the
same time a challenge to the patience and ingenuity of the film
maker. :

Photographing animals in a controlled habitat is relatively
simple. But ofter. the man-made surroundings will give you con-
siderable difficulty in composition, and will probably appear arti-
ficial. In cases where the animals have keepers or trainers, work
through them. But, zoo shots, while interesting, are generally
artificiai. The game resevvation is 2 more authentic location in
which to work the animals. These surroundings will come much
closer to the animal's natural habitat, and this in itself is an im-
portant element to' work into any animal footage. It looks real
and the animal feels more at home. Rocky mountain goats will
photograph better among rocks than from within the confines of a
fenced-in compound made up of concrete boulders and man-made
water troughs. |

On game preserves, I have found one can get in close range
of some animals by use of a vehicle. Game animals such as deer,
buffalo, longhorn cattle, and turkey get used to seeing the game
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Aruitoxt provided by Eic:

warden's car as he makes his periodic check-ups on the various
grazing areas. Thus it is sometimes possiblie to get within a
huridred yards or so of the herd. Then bring your telephoto lens
into use and work fast, for just as the vehicle comes to a stop the
animals will more often than not become suspicious. The herd
leader will look up (if he has not already) and with.the first sniff
of a human and the first grinding of the camera motor, will take

off with the rest of the herd at his heels. . If you're interested in

getting a long run of footage of an animal not:on the run, I've Y
found one of the best ways to handle this is to shoot off high speed

bursts of anywhere from 32 frames per second to 64 frames per

: gecond. Of course you have to open up your lens and the moun-

tains in the background may be fuzzy, but you will end up with
plenty of footage before the animal knows what has happened.
This it especially helpful when using your telephoto lens. ... 1t
keeps action smooth. And what is more, high speed shooting will
crente slow-motion studies of your animal. This in itself may
turn out to be the best way to illustrate biological phenomena
peculiar to the subject.

" Once we leave the zoo grounds and move into the game re-
serve or the wild lands, extra preparations have to be made to get
your wily performer on film Read as much background material
as.is available on the animals. - Then move into the animal's
environment for on-the-spot observation of his living habits. What,
when, where, and how often does he eat? What are his nesting
habits, his mating and sleeping schedules? Often our hero will
take a bath, and he has his own favorite sports. Like human
beings throughout the world, he'll mix up his bathing and sporting
ini_:d what can be a delightful experience through the movie camera's

eye.

What kind of climate or weather does he like most? Is he a’
daytime or nocturnal prowler? A pair of binoculars is always a
good thing to have for this observation. Ifitis possible for you
to observe the actors from a distance, do so. Otherwise you .
stand a good chance of their picking up your sceat or noticing your

footprints and once they sense the presence of an uninvited guest, %

they'll be on the lookout for you....it will be most difficult to know
who is observing whom.

Setting the stage for shooting may require planting bait such
as giain for the birds or salt licks for animals such as buffalo or
deer. "Plant the bait as naturally as possible taking special care
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not to disturb the surroundmgs Sometunes you may fmd it help-
ful to sprinkle down the bait as though it had been through a rain-
fall.

Thenn.om:es:thé’task of conceahng your camera Th1s may

,.ineceemtate your bmldmgf a tree roostora foliage blind. Measure

off . the: dzstance from your camera to’ the- spot where you expect the

. anithal to reappear. Next, and this i8 very 1mportant measure

off several intermediate points between the camera and subject.
Mark these focus points by some inconspicuous materials such
as tree branches, stones, or earth. later on these pre-measured

points ‘of focus' will enable you' to- maintain shaxI—focue on the sub-

e ct should he move m or away from the camera

-~

* Next, conslder the m1n1mum of equ1pment you'll need to do
the JOb ‘Usé'a camiera with'a battery driven motor. Don't take

‘a’ chance with a’ spnng wmd run, for the camera will probably

stop nght in' the mlddle of your rnost exc1t1ng footage Also,
since sprmg wmdmg mechamsrns are no1sy, they rmght scare
away your acto¥’ before you get the scenes you want The extra
weight of the battery pack will pay- for itself in that extra special
footage you would otherwise lose. For extra assurance of com-
plete coverage of your subJect use a mult1ple camera setup

-

che conventional "bhmps" (sound mufflers for cameras) are
large and unw1e1dy, ‘devise .your own bhmp for work in the field.
I have found the simplified '"barney' blimp most helpful in cutting
down camera noise. |

"' Conceal ybur camera well. If the animal is a quick mover,.
you may have to resort to a shoulder pod or a unipod to photograph

_him on the move. Trlpods can be folded and, of course, if.the
‘ subJect's actmns are slow and easy to predict you should use the
trlpod a

P s -

The telephoto lens as we have d1scussed earher, is another
necmssary part .of. your equ1page Both an 1nc1dent and reﬂected
type of hght meter should be on-hand. masmuch as your hghtmg

"‘conchtzons wtll probably change every few mmutes

Another trick of the trade is the use of loop printing of choice
and d1ff1cu1t‘ to obtam b1ts of. act1on This repeating of a cycle of
action: may be’ mtercut effectwely W1th other footage and creates
the 1mpressmn that the cdmeraman actually shot off
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the footage as original. Many of the Disney Nature fiims have used
th1s loop prxntmg of dxiﬁcult nature studies effect;vely

Working with animals can be fun and, needless to say, fas-
cinating. . Abo wve all else, keep in mind that once you find 2
Phoemx. don't be gmlty of fa.11mg to. cAp_ture him on fxlin because
of msufﬁcxengknnmg, madeguate*eq\_gpment. and the lack of
Etzence a.fter all you may only see a Phoemx once ina hfetn'ne.

Stagmg and Shoot g "Mass Movements" e

Be - Tara L T av

EREE 1 W Grszith of the Umted States, ‘and later on Serge1 _
" Eiseastéin of Russxa put ‘movement of masses. before the camera.
Masses shot and progected on the screen,. espec1a11y the wide ‘
screen, are 1mpressxve ‘and often inspiring. This approach is
used’ t1me and time agam in the film of Glorious éppgal The
Commumst and Facrst movie makers have overmdulged themselves
in ‘the’ use of masses in rnovement over the years BO, that now -
thezr f11ms have become "old hat“* mere chcheo. formula pro-

,,,,

- LIV

strated by the dxrectors, Grrfﬁth and E1senste1n.

T Notw1thstand1ng, there are occasmns when large groupsac-
t1v1t1es may play an 1mportant role in your film story A judi-
c1ous select1on of one or two scenes of this type w;ll prove more
effectwe surely than a larger number put mto your ﬁlm for the

»smgle purpose of 1mpre ssmg the audzence.

Controlled groups such as parades, mass cahsthemcs, song
festrvals, athletlc conte sts and meetmgs are relatwely easy to
photograph o : o C

e . - R PRI Y oen 3
~ . AL -l » gl » 4_4" .

Methods and equ1pment helpful m shootmg ”controlled groups"
“ can also ‘be used in other'masses stagings. Clear 1nstruct1bns
must be given the carhera crews - instructions outlining the events

%o be covered by the crews, camera placements for optxmurn
coverage, movement patterns of the various groups, and specral
ways'in.which the sub‘)ﬁect is to be Jhotographed In plottmg any
large scale’ acthty for your camera, szmple thumb-nazl sketches
will help you vzsuahze more clearly ‘the situation for your ‘men.

\ Confer thh your assxstant d1rector as well as the key men
“ who are to serve as group leaders 1£ the movement is complex,
mvolvmg the s1multaneous maneuvermg of several groups
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The use of a multiple camera setup with cameras spotted at
key p1ckup points will go far in giving you the extra toverage you'll
be.wishing you had when the film is in“the cutting room. Add to

" your permanent camera stations two or three "roving cameras'

for close-in human mtereat coverage.. Perhaps the biggest pro-

_~blem of. the director ie the ;successiul ‘coordination of the -several

crews. Workxng from a central point, the director should be able

. to move his crews quickly as new formations in the movement

pattern develop .A schedule of events is always helpful to the
drrector especxally if he and his crew are working in unfamiliar
areas. e - =

s -r :
e % ,l‘, 3

' In order to effectwely coordmate, the du'ector must have the
ability to communicate. Free and easy communication with his
shooting. crew:s may require the use. of some special equipment.

_Among thxe equzpment this writer suggests megaphones, field

telephones, rad:oe 1the wal)ue -talkie type).and flage 8.

Megaphonee are speak;ng tubes. capable of - "stretchmg" your
vo1ce to’a larger number of people than you normally could reach
in your natural voice. As long as the crowd you are directing or
shooting is small, ;the megaphone is ideal. ‘The "electric voice-
gun,™ a recent unprovement on.the. standard megaphone, W111 reach
a-far larger group and with much leas effort.

5 .\_ ,"',.ﬁ,.':\;_: S ._ % . -

;at great dzstancee and apart £zom each other, use the ﬁeld tele-

phone system to 11ne -up.the.movement and throw.the: cues. ' ‘Usually
in stadmms and arenas there.are permanent phone hnes mstaned

.....
r.‘

S H RN {.:;{,'?‘s'; ui: R BN ¥t B U S
- t l“
;\ -.- » I io)

The. walkze ~1a1k,1e radm 13 a better answer to the h1gh1y mob11e
crew aes1gned to cover: ‘a fast moving :performance group:" The
walkie-talkie radio is hlghly portable and requires no wiring. I
have found this unit a very important aid in shooting football games

X and parade 8. Workmg from the top of a: building or a photographer's

booth in a stadium it is.often easy to sight movements from -above
that men on the gtreet .or those on the sideline cannot see. A
short call over the walkie tallue will help you cue.-them in.

‘ S

. W1th or w1thout the above equipment, a d1rector can always
rely on a ﬂag, a scarf or, in a pinch, his own undershirt. Used
as a cue device, the simple flag can save you much trouble in
handling mass movement.
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The use of key groups and group leaders has been called to
your attention; now'let's see’ how they can be put to work. Let's,
take an uprising like the Apnl 19th StudentRevolt, one which many
of us' réemember only- too well Let's take a look at the overall
ground patterns of masses iri movemeit around the Capital
-Annex. They would look :omething hke the dxagram m F;gure 90.

We can’ detect a very deﬁmte flow pattern The mam strength ‘
appears to be forming in' Area I among- ‘'students .in'the A group..
When student group A contacts group B, -Area III;. inArea 1, we
havea concentrated effort AB. As AB moves westward, they
meet up with group C moving eastward from Area V. From ths Te
on the combmatmn of ABC groups move northwa.rd '

If we were to re- atage this event it would be qu1te Iogical to
break-a group of say 2, 000 extras down into groups A, "B, and C,
These then would become oui-key groups, and-assigned to each
of these groups would be a group leader respons1b1e for keeping
the group under control, ‘as well as movmg 1t a.ccordmg to plan
and on cue from the dxrector T

* Another tr1ck of the trade is to run the same extras back -
through the same area seveéral: times before the cameras,
creating the illusion of ; many many people.” Two feeder streets
are shown in the diagram which could be used to drain off extras
from their northward inovement back to areas Vand 1. Multxple
camera: setups could be effective ‘and would cut down con51derab1y
-on shooting time: Permanent camera locanons could be placed
‘to cover ‘Areas I and II, another ptaced to cover IV, and another
to cover Areas IV'and V. Roving crews should be sént through -
the groups to pick up madium shots and close-in studies of the -
crowds. Walkie-talkie radios wo uld be invaluable here. Some
megaphones would also be helpful to the group leaders for passmg
on directions to- h18 group from the director.

The’combination of all the groups movmg on cue and before
‘several concealed cameras could produce a rriass movement result
pleasing to any director. It is always wise to rehearse this type
of movement for the benefit of yourself, the director, and the
cameramen, to help see what kind of composition you are getting.
Remember all of this movement should be plotted out by the
director well 'ahead of time, and details must be carefully passed
on to the group leade rs.
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CAMERA 2 |
! CAMERA |
Figure 91 - MASS MOVEMENT (School Scene)
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.Now, let's take ‘another less dramatic stituation, but a typical l}
one you'll frequently, have to work with. ' We'll take as an example
the opening. scene in the film, T.B., ITS PREVENTION AND CURE.
It was planned to open on an active 'playground setting, and in the
foreground a dodge ball game is in session. Let's break the move-
‘ment down according to individual and group aeugnmente . We're
'attemptmg to creat th.efier.t of an mformal group. activity.rather
than a disciplined aciivity. In the foreground a fast game of dodge
ball, and interwoven. throughout the.camera field of view, children
in actmn Thu 1nterweav1ng of movement, while; .appearing ingii-
dental to the foreground action, still must-be carefully planned
and executed. See F1gure 91.

Ueing a multxple camera arrangement we'll place Camera
1 on a MLS covering most of the activity. - Just in front. of this
camera. ‘we'll lay out.a dodge ball. playing area, Camera 1 we'll
move to the. left and in slightly, using a; dxfferent set o£ lenees and
a qu1ck-change turret in.order to cover. ;mportant cut-in ehots.~
The children are repre sented by symbols, -and the arrows-indicate
the flow scené. -Eightto ‘ten children are engaged in dodge ball.: In
the background is the front of the school building and to the left:
just in front of the school building, is a drinking fountain. This is
the settmg, and- now let us proceed to take the followmg steps.

1L Set up boundanee (markers for the chxldren and thes ¢ 1y
cameraman so they will not pull out of the camera's field of v1ew)
.'Boundanes can be marked.by.stones; tree. s, powdered.lime: or
? "sand = Q.:i\ ol wrusns sac CA IS FIS R ER A N
2 Assxgn numbens or letters to each mdnndual ch11d or group
of chlldren indicating-and,: if necessary, running through with them

the course they are totake. when given the. cue by the d1reetor C

o ’ o

M3 Plant leaders in; charge of groups or md1v1duals such as
the case may be. ‘ - ‘ (

LI R P . . T > Fal M

4. Cautmn the ch11dren to keep. thexr eyes off the camera.
This w111 be one of your most difficult tasks, and sometimes you
may. be able to divert. their interest by clowmng them.away from
the camera - Another helpful suggestmn is to conceal the camera
fromthech1ldren A L R T N T

-
: L.
. "

5. Learn,the lim_'itati,ons,of‘ your cameras and respect them.

L& . , . Gt - Cy PRI
: . . R — . " 1.0 1
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6. Soraetimes flags will be necessary as cue devices but
I find a whistle serves best working on a school ground Children
!are xuged to: the dxsgp}me of the whutle and their response is
more predlctable ’

1. Rehearse the: ecene over as many times as is necessary
for your beneﬁt and the cameraman s.

8. 'l‘ake a chan'ce amd shoot-some of the first rehearsals.
~Some of your.best footage may come from the rehearsais rather
than your more ser:ous takes. ' :

Turning back to the diagram you can see we've assigned.each
!chxld or-group with-letters A to'l. This is the way we'll move
our. players before the cameéra. E runs his course across ‘camera
on-a one wlustle cue.. ... Dandlare putinto action on a- two
whistle cue.” . Fand A (who' throws the dodge ball to B) are mio-
tivated on-a three whistle cue....Gafd Hand B’ (responsxble for
-throwmg the.ball’ over to C) act on the fourth whistle. .. .J and C
(who throw the ball in pa.et the camera) are cued in W1th five
five wlnstle blows

Tt

Put th1s actmn together perhaps with interesting cut-ins:and
close -up studxes picked up by a rovmg camera and you'll have a
playgrOund scene you. w:ll be proud of. ‘

"Off the cuff" shootmn means p-cking up footage spontaneously,
just as the event ta.kes ph.ce Most newsreel footage is shot 'off the
cuff. '""'War footage in many cases is shot in this manner. The very
rmddle. the guts of many-a fine’ war documentary, is carried along
by real warfare footage, a8 for example, the British production,
Desert Victory, and the John Huston productxon, Cassino. Then
again, much war footage can be and is staged back in training arxzas
Many. cameramen become adept at this technique of fooling the
audience with unreal footage. After all, it is more pleasant to
carry ona poker game back in a rear area than find yourself
committed to shooting the real. thing.

.Excellent children and animal studies have been caught w:th
off-the~cuff techniques. ¥For the miost part, however, film shot
off in this manner ends up unusable except as newsreel material
Practice hand-holding your camera. ... practice hand-panning the
camera. Perhaps you'll find a shoulder pod or unipod helpful
Don't be satisfied with mere reporting. .. . shoot action and
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reactigns:of the: parwc:pants . find human intereot angles and
move, in-close if possible Somewhere there is likely to be a
flag, a'hero's statue, a valuable docunent. Pick up-this- footage';
It may be the-very thing you'll need fo tie your footsge togethe

- Qff-the-cuff footage can-save the day for your ma ss move-
ment sequences $oo as it doés have an'almost ragged, happened-
. on-the-spot quality. . . and: this quality almost always ¢ can be"
‘fiit‘e“d into mass -movem enta

Up to this point we've béen concerned with ‘the control of and
the direction of performera in mass movement problems, but
there is ariother element we cannot néglect and that is the céntrol
of- curious onlookers and "would: be" directors during the re-’

- hearsing-and shootmg of the scénes: Post guards at focal pomts
to halt-traffic and re-route pedestrians away from the shootmg
areas. Ifneed: 'be, rope off the shooting- area a.nd acquire the
cooperatwn ‘of the lacal: pohce in helpmg you' control tlus prob-
lem, for:there is’ nethmg that will: draw a‘cérowd, the youhg aﬁd
the o’l.d. ¥ hke -a movm crew at work

We have had some first-hand experience in the handling of
large groups in some -of the educational films" produced here in
‘Kovea: ‘In the: palice public- relatlons fﬂm. THE HELPING: HAND
Director Yoo-would have saved hiscrew and himself rauch:
difficulty by roping off his shooting area. ‘With the film bemg
made for the police department oné would expect that they ‘would
have been able to control the curious onlookers but the truth was
that the patrolman assigned the task- became too: intereeted i
what was being done by the camera, thereby neglectmg h1s duty of
controning the crowds

In the film, EARTH DAM CONSTRUCTION ‘one of the scene*s :
we attempted involved the movement of men and women laborers '
as they éxcavated a core section of a- dam. - Mixed in with the hand -
1labor was a:number of. heat'y pieces of equipment and small’ dump
carts running to.and fro:ontracks.. To coordinate this beehive
activity was a job in itself. Due to the lack of a clear plan within
‘the director's mind as'to the movement he wanted,  and: seeondly
because he did not: successfully group his workers and thn-dlz
because his commumcatxons were nbt clear. the scene ended up
mediocre.

- 4223 -




In the GUN AGENT film, in the fair. sequence, little or no
storxm developed This was a cage where off-the cuff footage

was shot but w1thout any plan. consequently when the shots were
tzed together, they came out as t"pzca‘ news el,,"of:-raﬂae

The. same director, Mr. Yang, did succeed-in controlling his
crowds in most of the maee movement footage in THE DYKE .
although occasxonally the workers had a tendencx to pile up. 1nto
meanmgless knots of indefinable actxvzty A megaphone or.voice-
gun would have been helpful at this point, but there was none

:ayailable and Yang used his cap as a cue flag.

' In the PROFITABLE SHRIMP productlon. the dtrector had a
challenge in shootmg a typical fish market bxddmg scene in Pusan.
He tried rehearsmg h1s fishermen, but they txghtened up, became
stiff and completely unbehevable ‘Next, three.or four group
leaders were spotted among the performers, Thxs helped some,
but. the fmal _photog raphy still. turned out stiff. I believe it would
have helped if he had turned the backs of some of the fxehermen
to the camera, breaking up what appeared to be a flat lmeup of
men reacting too obviously t¢ the directions of the director.

The d1£fe rence between a.mass scene of say 50 extras and
2000 extras is. relatwe The same prmc1ples apply in both cases
We group our performe rs, we 1dent1fy the grbup by number

nnnnn

planned flow of movement pattern ‘ T T T LT

.
%

A'é‘iiaflf and Sea’ Pho'toé"‘rayi;vi o
There are some subJects wh1ch can be more clearlx 1llus-_ ,
trated if photographed from the air. For example aerial photos
. would mean much. to a.film covering the construction of a.dam,
the control of a forest ﬁre, the surveymg of & water: shed .or the

4 plannmg of a new commumty of homes Shootmg Irom the an'

.....

" 1s mterestmg but tr1cky 1 hope the followmg suggestmns will: help

yov should you f1nd 1t necessary to. take. to the air. ... .

i Use a camera free* from too many gadgets, ‘ You W1ll be busy
enough shootmg from a plane thhout havmg to pqt qp W1th extra .

they Work well Bell ‘and’ Howell Eyemos are good as 1s the L
Arrifex. coT
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- Ely in-a light plane with a low cruising epee&' Use a high-~

| ‘wzng plane-if at all possible, as low-wingers are difficult to shoot::

over.. -Most light planes have removable doors.and this makes -

easier-shooting.- - Don't:use-helicopiers. ... iney vibrate too miuch,
eopecxally the older modell. -

There is ai,waye a blue hnze over the land below. Use a "hase
filter! or:a polaroid filter to penetrate this-haze. If neither.are:

‘available, give your yellow filter a try.

If you have to use a jet plane, rest assured your movement
will be much sinoother;  but you'll haye to: shoot through the plexi-
glass windows. This means keepmg the camera lens in close to
the window. If you are hand holdi ding your camera in-a jet, this
may.work well, as Jong as;you fly straight, but when the. phne is
put in-a drve straight. down you'll find‘it. xmpouzble to hand-hold -
the camera. If this, type.of! photqgraphy is antxczpated a specul
bracket should: be devxeed to. hold the camera in phce : -

ORI e ~t

Shoot your: foofage off at above normal epeede Get as mnch
fxlm through. that.camera in. as short a time.as poenble before the
plane hits an air pocket or gust. : SN

Another.device.I find helpful:is.a leather or. canvas sling sus-
pended from the top of the plane. Into this sling couch the camera.
It will reduce the vibration to. nil, and: serve to. stabzhae your
camera. whxle shootmg Ce “ .

Practice -maneuvers with.the plane until you’f pilot puts it
where you get the picture you want. Jffective. foota.ge can be picked
up by setting. the plane up_on her wing: and ﬂymg a pylon -around
your subject below:. -An interesting zoom-like effect can:be
obtained by throwing the- plane into a-slip down towards the subject
matter N VT S . .

__Rehearsal.of aerial shota is a must. Have the pilot fly a.course

over the area you are photographing. .. .Keep flying practice runs
over that course until you reach the ideal height to. fill the frame
with the qqmpoe;t;on you want. -Always keep the haze in mind. The
farther up you get, the more haze .you get in your pictures and there
is little or.no.movement....objects appear to be standing still.

The lower you fly, .the leu haze, but the faster obJects move below
a.nd the air currents are-much more active.
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.Exposures from the sky of the earth or at sea are tricky. Do
not overexpose.- Polaroid filters will help at sea too. To handle
excessive camera movement when at sea in heavy. swells, set up
a. s‘mple tripod or overhead block-and-tackle system from which
you can devise a sling. -Place the camera in the sling to stabilize
it while shooting. .The results will be rewarding. Take good care
of your equipment. for the sea atmospheére is hard on it. De-
humidifiers and waterproofed carrymg cases wxll help Keep it in - ‘
working condition. o : : '

. LIP-SYNGHRONOUS RECORDING

8 The Korean vo1ce actors are a vereanle group. ’I‘hey do a
good. Job of . matchmg dxa.logue to picture: by. post-synchronous
methoda. But even the most.versatile cannot make.a perfect
match Itis techmcally impossible.. In every film,. even the very
best, numerous scenes:are obviously out of synch. "Thé only real

, solunon to th1s ig' the use of:lip- Synchronous recording procedures.

The -sooner this- system is: mst1tuted in-the Korean motion pxcture
mdustry, the better o ‘ . .

~«*;»-.Lhip.e-;synch (recordin'gfeqi).ip_men‘t‘ consisté of’t'he follo"w-ing:

Lo~ Profe ss1onal camera thh synchronous moiou.

" map or Barney to prevent the motor noise from being
plcked up by the microphone.

3. Microphone with boom or: ﬁsh-pole to follow the per-

e sel former's movement about the set.-

4. Profe ss:onal ‘Sound Recorder (magnetxc film - preferred)
.. with electronic pulse:or mechamcal synch dnve
Earphones and-a sound-proof booth. = =
5. \A common switch to nmultaneously start both the camera
and. the recorder.

C b A clapst1ck (111ustrated) to identify scenes and takes. By
. Jwolding the’ clapstick before the camera and xmcrophone,
~+ then clappmg the top section agamst the bottom section

'a visual-synch is regzstered on the picture lem and a
S Mpopt' ‘signal is regmtered on the sound track.
7. A s_ound-aproofed shooting studio, insulated against out-
- side noise and free from inside -electrical disturbances
such as transformer and light hum, is the largest single
expense in setting up for synchronous shooting.
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So much for basic equipment requirements. Referring from
time to time to Figure 92, let's run througha recording session.

The camera movement is plotted. ... The lights are set..
The actors' rehearsed sound levels established by the record1st
The director takes over.... From now on he must have absolute
control of the unit. After askmg the technxcxans for a final equip-
ment OK, he calls for "Qmet on Set" | Thxe zneane no tallung
and no walkmg ‘about. : : S

"Roll tem"....a d1rector 8 coxnmand etarte both the sound
recorder and picture camera.; This is handled by a common
sw1tch usually flipped on by the sound recordmt -

The recordist wa1ts until his recorder reachee an even speed,
then cues the d1rector, "Speed Sound" - BN

With both recorder and carnera operating in unison and at
proper speeds, the director next calls, "'glate. " The clapstick
operator, having chalked in ‘the number of the scene and the number
of the take being photographed, steps ‘before the camera and
audibly identifies the scene and take like this, "'Better Kitchens
(Production Title), Scene 30, Take-#5.' He then lifts the upper
section of the clapstick, closes it sharply against the lower
section, immediately lifting the upper - section after making contact

. This will provide two or three frames where upper: section
d1agonal patterns meet with the diagonal patterns of the lower
section. The clapstlck operator then moves quietly and quickly
out of camera range

The director calls for' "Action.'" The actors, after a silent
count of three, begin their lines and movement. After the scene
runs its course and overlap has been allowed, the director stops
the camera and recorder with, ''Cut!' Checking with both.camera-
. man and sound man (always play back magnetic sound after each
take) he makes sure the shot has been a good one: ... . If he's
satisfied with it, he usually says, "Print it, "' rneamng it 18 a good
take and the crew should set up for the next shot ‘

Although lip-synch recording takes t1me, patlence, and tech-
nical know-how, the resulting perfectly synchronized d1alogue
will pay for itself in a more professional product. In some ex-
terior scenes made up of medium long shots and chase action
scenes, post synch recording can be used.

- 227 -

-




" .
- .. -
<t
. -
P atee .
. ¢
.
,
PO
-
J . i
‘¢ .
o
Uy .
]
N .
.
[
’ .
[]
.. .

»

&
]
3

o

- an ele o e

s

:

e g

e

re 7

b ey
L]
or
&
.
IR

PRoODUCTION

~
*

a1

»e

[N

¥

LIP-SYNCH

92,
- 228 -

gure

7

Fi




CHAPTER Xl

CONTRACTS

Y

Working with Government Agencies

‘Here in. Korea, those who are working .in films have a big job
of education: First, educating the public through the film media,
and second, educating the numerous government agencies from
ministry level on down to use the educational film in their respec-
tive areas of work. Most of these agencies, it would seem," do- not
fally recognize the strength of the motion. picture in motivating and
" in teaching. - So, much of the responsibility. falls upon you, the
film maker, to-: .instill. this desire on the part of the. agenc1es to use
films educationally.  When.you-are assigned a. government film. to
produce,. note the’ followmg four baslc rules:. .

1. Put all of your conferences (preliminaries, research,

- and.follow-up) as well as shooting.arrangements on a strict -
‘schedule Be punctual Remember your. sponsor's time. is-valu-
able .. .. your time is.valuable. :

2. Require the services of a responsible liaison worker to
represent the interests of the sponsor and to help you in the
technical aspects of the film. We ha.ve come to know th1s person
-as a film's technical advisor.

This adv1sor should be- famlhaz: with the subJect matter; he
should know important details surrounding the subject which you,
"-normally as a motion picture man, would not know. He should
be able to sensé¢ the reactions of the audience for which the film
is to be made and- be capable. of deciding whether scenes should
be or should not be included-in the production. He should be
invested with the authority to advise you directly while on loca-
tion without having.to bring in a large committee to get their
approval on each and every move you make. He should be able
to help you locate the equipment, operators, and housing re-
quired to satisfy your film needs. Generally this man should
have the responsibility of approving the film in its various stages
of production and should likewise be the man who signs off on
the final approval of the answer print.

' 3. Getall important production requirements and policy
decisions in writing. 'This may or may not entail the mutual
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signing of a Production Agreement or Contract. This may appear
a bothersome procedure but W111 clanfy many- mlsunderstandmgs
which are.apt to come up. later on durmc productmn and will serve
asa safeguard to both you and the agency for whorn you are pro-
ducmg L G aRe e : :

e . - - J. S e

BT T Remembers government authontxes (1n any government)
changew status frequently, ~and’you; as the producer or writer-dir-
ector,n can be: ~fcaughb in"a’ 'shift of personnel ThlB can cause e

. serious delay dn the development ‘of your- scnpt. S..sdt 'can stop -
-producuon cold . Fit can lose: valuable tnne : it can lose: money
-forsall concerned part1es Be ‘sure a complete understanchng 1s &
reached- :by you: and your- sponsor and thatvprov1s1ons are-made for
_the: fﬂm!s -completlon desthe these:often: unpredlctable happemngs.
Plan your: productlon allowing yourself reasonable time-and stxck
as closely as possible to’ this’ plan ~“Put this: producuon plan in
wntmg and: obtaln the sponsor s OK

I u -, PN g g s : P
. . f R 3 f x o
',.,;’J PR .J ’“-(‘— url . [ . - S - Y R

- P <Keep in mind> that when you produce~a film for the govern-
ment. you:are: deahng ‘With. people who-are responsible for s jendmg
the people's money. . Expect them t6-be ‘cautious, politically -
conﬂc:ous, and in somf cases, reIuctant to accept full respon31b111ty
for: the1r<actlons _‘J"f‘ T 1 IR S .

. e - - - - P
<, iy beghoLL : R 4 LSS . - - * . . N i -
-, Ayt « . i Y . R ERF N

a"p v

PRI . -
ER I el

‘Workmg.vnth Pr1vate Enterpnse R R

- In workmg with pr1vate enterpnse yoa re worklng w1th a much
smalle:r unit-thancthat of the- government yand unhke the’ govern»
ment untt ‘the* pr1vate orga:mzatlon is usmg its own money CExsr
pectlit-to have very definite:ideas-on how this morey-is to. be ‘spent.
Expeéct most of:the concerned executwes toattemptto advance -
their:iown pr1vate opunons, their .own pet pro;ects into’ the f11m s
structutreifrom the very f1rst»conference to -the final~ answer prmt
stage:" Herei you will-have to use your-evety resource ‘to gmde
them. .ii»'convince them there is-a better:way-of handling the -
subjec;t rnatte'r-:'through the film: -This is a- challenge to you as- the
director to handlée people. =» 7 Do T et B S

g . -0 R - - + . - " Y oeg e v
B T R M AT B L1 PEY A P EUELG E

S Private'fenterpri‘se‘," like 'government;is ‘a-business.” Businéss-
minded people usually. learn by experience-the value of:the con-
tract, -of a mutual agreement between two parties for one of the
parties to perform a service or produce a product for payment in
returni:>Contracts for the: “productmn ‘of a filmcan'be complex
and highly detaliled or-they ‘may be relatively 51mple in- the form-

- 3@0-;




LA L in e | dakidd

el C s Tl

M T T T e

of a production agreement. Agreement between the producer and
the sponsagr -can be. 1e‘gﬁhiédﬂn;}th;c-,ffbfmil._shbyn".at~,the."-ep,d of the
chapter. This rather general-contract.can be used in conjunction
with a prospectus that would go into greater detail on the motion
picture sfory and:production considerations. . In an:agreement of
this kind the sponsor gives the producing unit a great deal of
freedom in producing the film. . This can be dangerous, for mis:
understandings can easily résult from-a too gemeral ‘contrati.” -

Only i,n,“c,a_‘a_,egay}ggrg_fcgptgactipg,is,a mere formality, as is the

cade in many government agencies;- should this type of contract
be used alone. See contract sample #1.

The production agreement popular here in Korea, unlike
forms used elsewhere, appears to be more concerned with the
problem of control of raw negative stock, - printing stock, and
chemicals than with-the 'story content of the film. "I do appreciate
the necessity of these periodic materials ins ections but on the
othet hand suggest that the sponsor should be éntitled to a greéater
participation in followiii‘g:"tlggoqgh on the story aspects of his film.
No. provision is mide fo¥ script.inspection and approval. This
basic requirement of any: film should always be considered in the

production agreement. See contract sample #2.
veed ayine U ardb Rl L fiond vl T T

PR P

‘1i'yéars to comé, movie makers here in Korea will probably
have to usé a'fnore busifiess-like approach in dealing with their
clientel. One of the best checks on the responsibilities of con-
“tracto¥ to $pONSOT; and of sponsor té contractor isa sound ¢on-
tract; one that is not necessarily long but comprehensive. Sample
contract forms. #3'and #4 have labor laws, pérformers’ unions,
high quality product dernands; and television or-theatrical re-
strictions. ‘Note that Contract Sample #4 serves as both a pro-
ductioh agreement and production procedure outline ‘including a
price list breakdown. Pdyment plans ire indicated and the film's
sponsor is specifically given the opportunity to inspect the pro-

. duction frém Content Oitline approval to finished answer print.
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SAMPLE CONTRACT #1

KOREAN NATIONAL FII;aM PRCDU;C.TICN CENTERM
-Audio-Visual Services

CONTRACT FOR MOTION PICTURE SERVICES

THE FILM PRODUCTION CENTER of the Government of Korea

to perform fo‘r’i"T_lieﬂ’ Ministry of Defense, hereinafter known as the

sponsor, the following motion pictire laboratory, sound, editing,

and/”o'r" ”p'r'odticti‘oh se rvic es?

FOR THE AMOUNT OF HW 000 000 000

) TO BE PAID AS FOLLOWS ' 50% on completmn of shootmg
’ ‘ scr1pt B

50% on completmn of approved
) ~ answer print o
TERMS OF DELIVERY SHALL BE: 40 lémm release prints due
L e . . 10 days after sponsor's
‘.. ... ~ .. . .. .. - approvalofanswer print.

THE SPONSOR agrees to furmsh the followmg personnel serv1ces,
i and/or materlals (state dates requlred) Include here, spec1a1
v locatlons, equ1pment related to. film's. subject matter,
o operators for this equ1pment spec1a1 research data,
spec1al artwork d1sp1ays, etc. , techmcal adv1sors and/or
' .a 11a1son man representing the sponsor

INWITNESS WHEREOF t‘he' pa'rti_”es here,tb }iav‘e .se_‘t: their hands and

seals this lst day of February ) 4294
XXXXXXXXX XXXXXXXXXXXXX
Witness Sponsor
XXXXXXXXXXXXX
Witness National Film Production Center
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SAMPLE CONTRACT #2

AGREEMENT FOR FILM PRODUCTION

Title of Film:
Amount of Money:

Throughout the agreement, "A' represents ‘the officer in charge,

, and '"B" represents the contractor, o,
Between the two, anagreement is reached according to the follow-
ing.articles: S : : : L e

Art 1. B ;shbuld begin film production on | 3 (Date - Day,
month, . year), and finish it by (Day; month year) in accord-
ance.with the attached production directive. - .

Art. 2. Prior-to use in the film, production materials are to be
approved by an inspector de signated by A. If the materials are’
unacceptable, they must be replaced immediately, and another-.
inspection held before they can be used. However, replacement
of materials cannot be used as an excuse for an extension of the’

.. «<ontract. .- -

Art. 3. B is required to pravide the necessary means for this
inspection.according to the inspector's stipulations. B is under
A's supervision throughout the activities of photographing,pro- -
cessing, recording, and editing. B is responsible for the expense
of inspections and: supervisory activities. ‘ o

e . N
£ "

Art. 4. A has the authority to change or suspend, if necessary,
the whole production, or part thereof. However, if it becomes
necessary to change the production time or part thereof, a deci-
sion must be agreed to by both A and B. If it is necessary to
change the amount of contract funds according to clause 1, it
should be increased or decreased in proportion to the unit co st
subscribed in the specifications. If itis considered improper to
follow the unit cost, or if there is no criterion in the specifications,
the decision should be reached by both A and B, according due
consideration to the market quotations at thut time.

Art. 5. B is required to submit a requisition form to A asking
for check-out and/or supervision when the following occurs:
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Production materials aré purchased.

2. A selection of personnel is needed in the photograph-

_:ing and technical fields, 70

3. The beginning and finishing of photographing, record-
ing, editing and processing. SRS

4. The production is finished.

Upon receipt of this form covering the previous cases, A must issue

. an:acknowledgement in writing. -~ -
" A¥t. .6. At the-request of B, contract money, up to-* tenths of

the total cost can be paid for the completed portion which has -
already been subjected to inspection by A and has been reported
according.to the method stipulated in the ;previous-article. This
payment cannot.be -made more than twice during the production
period. As for the purchase of films-and spécial chémicals, B
can ask for complete payment after inspection is made by A, on
the.condition that.these materials be placed in the custody of A.
Art. - 7.: The credit-created by thiu agréement cannot,  Without
the permission of-A, be the.object of transfer or mortgagé.
Art. 8. B should take responsibility for the activities of his proxy,
chief technicians, technicians, and other employees.

Art. 9:.Any point that is "doubtf.ulfor not clearly stated in"the"'
agreement.should be resolved by A.and B. e T ’
In‘completion of this agreement, we hereby affix our signatures
and seals to the two copies of the agreement of which we will each
keep\one. . s - . " . . . . ., .

Da.te:' -
Offi_ce::‘. in Charge:u.

. Contractor:
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SAMPLE CONTRAGT #3.

NATIONAL FILM PRODUCTION CENTER
A Motion Picture Production Proposal
GENTLEMEN:

Complying with your request, we make the following
proposalto furnish the services required in the production
of a sound motion p1cture (and hereafter to furnish such
number of prints of productmn as may be authorized by
you).

G~

1. The pdtpoé_e of the prpciuctign is to:

‘ o 2. The contents of the productzon are to be substa,n- :
I _txally as follows

LENGTH: - 3. The length of ‘the productron is to ‘be approximately

~ reels, reqmrmg about mmutes for pro;ectmn at
normal speed.

SCHEDULE: ' 4. The procedure will be for us to prepare, with the

SPECIFI- = cooperation of your representative, known as the technical

CATIONS ' ‘advisor, a detailed prospectus of specifications, together

AND SCEN- with the wording of titles, dialogue, description of scenes,

ARIO - ' accompanying commentary and sound effects. This pro-

R ~spectus’isto be approved by you with appropriate revisions

within ' " days after we submit the same, before we
’-proceed with further productmn

We will then proceed with the production accordmg to
these approved specifications, the time required for pro-
duction being about___weeks, subject to such extension of
time as may be necessitated by demands of the’ government,
unavailability of materials, libor difficulties, or other
causes beyond our control.

z . The assembled first copy will then be screened for
your technical advisor's inspection and approval to deter-
mine conformance to the approved prospectus, after which
we shall be prepared to deliver duplicate copies in accor-
dai.ce with.such approved pattern. :

]
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(Sample Contract #3 Cont.)
PRICE 5. Our charge for services for this production is
TERMS 6. The payment terms are these:

- 25% to be invoiced upon completion of outline of
content and treatment

25% to be invoiced upon completion of shooting
script

25% to be mv01ced upon compleuon of the photo-
picture production. o

Authorized additions, changes and substitutions
are to be invoiced upon completion thereof.

Each invoice is payable net ten days after date.

CHANGES 7. It is understood that you have the right to authorize
additions, changes and substitutions, for which you agree
to pay us in amounts to be determined according to the
‘nature of the work required at the time such additions,
‘changes and substitutions are authonzed by. you.

PRINTS . . . 8. It is also understood that you shall have the. r1ght
., to-order prints.of the productmn as approved for which
. you agree to pay us according to our established prices.

QUALITY _ 9. Motion pictures being subject to a wide range of
. - - quality, it is understood that the pricing of the production
.covered by this proposal is based on a production which is
" correct in technical respects and measures up to standards
of quality for this type production.

EFFﬁCTIVE 10. This agreement shall become effective upon your
DATE . acceptance hereof and counter-signature by an authorized

. nfficer of National Film Production Center.

Cordially yours,

ACCEPTED: _ National Film Production Center
By By
Date ‘ Date ;
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SAMPLE CONTRACT #4

PRODUC TION PROCEDURE

The “K.oreéthat‘ic;nal Film Production Center, known as the PRO-
DUCER, agrees to produce a Sound Motion Picture Film on:

; ‘for | ’ .
known as the sponsor, according to the following procedure:

SCENARIO: EDITING:

PHOTOGRAPHY: " TITLES:

SOUND: | :OPTICAL EFFECTS:
s"rumo Y LABORATORY: |

LIAISON: FILM TY PES:

DIRECTION:

T BKSIC'PR'ODUCTION‘ COSTS

All Originals in Full Color

" Based on footage count (90-35mm ft. per minute) pro-rated
‘if length falls between brackets: |

Length of 12007 15 0 20 ""25 ' 30 Each add. ;
Production gmnutes minutes minutes minutes minutes 5 min. }
Type nAn B :
Type an : A

Type nen L

It is understood that the above-pre-priced services are to be |
performed for this sponsor exclusively and that, unless authorized,
originals and prints of this production will not be released to other
than- the undersigned sponsor. It is also understood that the Basic
Production Costs on signed and accepted Production Procedures are
guaranteed.- otherwise all Film Productmn Center quotations are
subject to change without notice.
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(Sample Contract #4 Cont )

ADDITIONAL SERVICES

.o

The following services, when requ1red are m add1t1on to Basm
Productlon Costs : : ; - Co

TALENT ANIMATION:

L

.- . - Tus mEoa P v B P A . P TR ) ’ , - [ . . .
TRAVEL: =+ .~ ™ niv . Li. “MUSIC: P P 4

SETS:

. | PRINTS
Based on footage count (90-35mm ft. per minute) pro-rated if length
falls between brackets:’ Cost mcludes reels, cans, labeling-and

packagmg

-y
RN

16MM SOUND, FULL COLOR ‘ L

PRI
e e s Y -

10 - 15 20 25 30 Each Add.
.. _.Minutes Minutes Minutes Minutes . Minutes_ 5 Min. _
One Print o ‘
10 - 49
50‘ - 99 - PR R v
100 - 199 ‘ ‘
200'6rover *: "

16MM SOUND, BLACK AND WHITE

<N,

ie”Y T T is 2070 25 30 Each Add.
Mmutes Mmutes Mmutes Mmutes Mmutes 5 M1n
One Print - T s a
2 < 9 S L ,‘ O .. e e . o
10 - 49 ‘ B S \
.50 or over.

&

o

‘~ ‘ - . 4
O ;‘; W e I S . . R ‘~

Black and Whlte prmt pr1ces do not: 1nc1ude duphcate negatwes

ly} . “- A’“:\ -»'e\‘j“}e ., . -.‘ -‘ 3"} :{ P e K‘ LN . PR P

‘ALL PRICES INCLUDE MACHINE WAKXING OF FiLM
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(Sample Contract #4 Cont.)

PAYMENT PROCEDURE

[

“Ten per'cent (10%) of the ‘ba sic Production Cost of the estimated

7 type and: length ot productmn to-be: paxd to’ the PRODUCER upon the
execution of this: PROCEDURE ‘thirty psr cent’(30%) upon the::
approval of: the: oﬁthne, or ashootmg script; thirty'per cent (30%) at
the time of. interlock and; thzrty per cent (30%); . plus: ADDITIONAL
' SERVICES uponﬁthe date of delivery:of one -print of the- ‘completed
produotton > »Should: total” fmal costs be: le 88 thanthé estimated
BASIC ‘PRODUCTION ‘COST; :deéduction to be-made: from the; final
tlnrty per ‘cent’ (30%) .payment.. Payment for add:ttmna,l prmts to

be made on or before the 10th .of month follong shipment. :

B
EXIRS ,,.‘- e,

The Korea.n Natmnal Fﬂ.m Production Center
ES’I’IMATE

aLength _ ' Type 3 _._ by

B’a’sic:f‘Produ'c:tzbn C_‘ost $‘ B e

y Add.it‘ioria‘l‘,S‘e,rvices $ e
:‘“ I R T {.J ) , )
Total Cost o %

Vo
%
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CHAPTER XIV

.OBSERVATIONS

Once the .film is developed and work printed, other important
production phases come into play.- Editing techniques. would fill
another book; ‘and today sound recording has a place. in the film

_equal in importfance to-that of the camera. Laboratory routines

" are as'many.and as varied-as the scores of pipes that. run in and

. out of the processing machinery. There.is an interdependence of
each of these. production steps upon the other,and in order to.
bring out a_vibrant.and effective finished product, _someorne has to
assume the responsibility of guiding the spaghetti mess of rush
footage into a refined cinematic form. -

In some cases this miracle worker may be a highly imaginative
cameraman; or-perhaps the film editor, but.chances are he will
turn out to be the writer-director. The documentary offers the
writer-director a chance to really stretch his imaginative arms
and to learn first hand how each production step contributes to the
final product.

We've covered writing the film script and we've touched on
important fundamentals of good film direction. This one book can
only offer you suggestions from the experience of others. You,
yourself, must engage in hard work and thereby gain the pract1ca1
experience which will give the contents of this book real meéaning.

I have frequently been asked by my Korean associates tu voice
in writing some thoughts and constructive comments on the over-
all Korean motion picture industry. What does a foreigner feel
when he sees a Korean film? After three years of working within
the industry, what areas of motion picture production appear to
cause the Korean film maker the most trouble? This is what I
shall attempt in this final portion of my writing.

I. AN EFFECTIVE FILM NEEDS A WELL DEVELOPED STORY -
which means that sufficient time and thought is devoted to the prep-
aration of a content outline and shooting script. A film maker
without a script is like a general without a map. Perhaps the
greatest failing of the Korean motion picture story is that often it
is too fragmentary. A tendency to solve story conflicts the easy
wav destroys what should be a strong conflict and a long
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;ha.rd-fought-ior. ,and-.won.conclusxon. '.-.Thxs practxce of getting out
of:a situition by ¢chance” or "'by a.ccxdent",yeakens the film. The
seeimingly unconcerned tossmg-xn of. unrelated shots OF Bcenes .
into what prormsed to.be a’ logxcally developed main plot disturbs
the: outslder.. The onental producer or: wr1ter may answer w1th, .
"Well;. that's the wa.y" we wnte. R tha.t's the way we ‘think. . .. those
cutiin shots don't dxstract Us. .. besides it gives ‘the story' some |
acﬁoﬁ or’ shows off soriie mterestmg b1ts of scenery S T
The trad1t10nal charm of. or1enta.l wnttng is the -8ense: of com-
pleténes ‘§87one receives from a few carefully chosen words. Why
shouldn't this* a‘mhty o sxmphfy the complex be apphed when 1t
comes ‘%o’ enlargmg a filin story pIot into shots, scenes, and
sequence 8 ‘It.isa’ great temptatxon for any writer to 'wander from
his central theme, ;and" Korean Wwriters are no exeeptlon. The ma..n
thieiné 18" often.challenged by bothersome little s:de-mterest sub-
plofs* Whlch eventually destroy it - Your jobas a script. wrxter 1s to
select the: unportant elements . of your story. and workon them. Sov
Don t a.ttempt to. put everythmg mto one f;lm and expect 1t to fulﬁll
its® purpose. It Jxxst won'.t work UL R

. .t CE e e, T T ST
*.;’ ~._.. ,-.,.‘4 SR T : a0
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You people are: mtere sted in dlsplaymg your producnons “ 13,*‘7"75
"abroad T knOW‘lt is 1mportant ’to -you'to ‘build uap a ‘Bucce ssful -
mterchange ‘of your “films with the. films of other ‘Countries: ' Thm*
mterchange of culture through the film! medmm ige 'gsential-in
broademng the base of understa.ndlng between natlons “This is
ﬁ.iLthe more Jeason why the . story has o, be more carefully de .
véloped B0 that other peoples ‘will be able to follow more easxly : i f’.
the filmic’ events, thereby reachmg ‘a béetter. understandmg “and
appremat:on"of“‘the country thus- represented Remember’ *that *
-thosewvho see your izlm my have never been’ to the orient and ma.y
never ‘hayve- that opportumty o ‘Your story should be wntten Wlth

umversal log1c and understa.ndmg SN R A PTIIES

‘ . b ! ¥
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2.7 DEVEL.A)P*‘A SENSE ‘OF: PRIDE IN YOUR WORK A§ the
old" saymg goes, “_"The good that’ men dé' lives after them,;'" s0°"
every: ma.n Hi s"the’ pnmeval dr;v ‘to want to become: 1mporta.nt
The most du‘ect way of atta.lmng tlus 1mportance is through your
job. Your Job” aga Writer and’a d1rector is a pos1t1on you can
readily” take 'pnde in, and you’ are moTre fortunate than many
people, fora completed film" 18 v1slble ev1dence of’ your efforts

“

. Ve a

Many haveé to be sati ‘sfied Wlth va.gue and nebulous rewards the;r
cannot see or hea¥.w < 7 o AT E o : ~
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Pride in your work means you feel your job important enough
to take the time to thoroughly plan your film _story and photographic
procedures. In the preceding chapters we've gone through methods
of planning your production.. Refer to theee and put them to use.
Production plans should be ohared with other membere of your
production crew and the performera .To chng selfishly to your
ideas on shooting a scene which involves others means you may .
leaye them bewildered. and. aimleu Thie will likely be reflected
in an uneven performance and a haphazard photographic recording
of the scene.

Ducuuing your planl with others will frequently mtroduce
a refreshing and new approach By relatmg to the others your
ideas, you wzll be. going.through a "table rehearlal" of the acene
you. will be nhoohng tomorrow. "Table rehearealz" at lunch .
break or supper time the evemng before, require that you look into
the precedmg and. mceedmg scenes, and hy so doing perhaps you
will find-you have lost your continuity. . But you then have time to
correctﬁ it_ . : : . o ,

And, when it comes to pride in your work, I recall the lines
quoted in the introduction of this book, "It is not too much to say
that classroom films constitute altogether the most powerful
educatmnal 1nﬂuence that exiats in the modern world.'" This writer
can tlunk of no. greater source of prxde than that derived by a man
workmg on the .educational. film.

3.. ELIMINATE FLAT COMPOSITIONS AND UNINTERESTING
MOVEMENT. . It is a very common practice of Korean directors to
move their performere directly into tue left side of frame, work
their major action in the very center of the frame, and then move
them directly out of the. right side of frame. . This is the oft-used
frame-in and frame-out direction. Frame-ins and frame-outs
can be used occasionally, but they should be used sparingly. Your
composition is flattened by this kind of movement, and too much
flat. movement will cause your whole film to suffer. I'd like to
see directors and cameramen strive to build more depth into their
compasitions; consciously use more foreground framing devices,
work the actor's movement on several levels, interweave
foreground movement with rmddle-of-the frame movement and
background movement with middle- of-frame movement. Direct
some of your performera so they will move d1agonally across
frame. It is always helpful to direct some movement in past
camera, or out past camera to avoid frame-in and frame-out flat
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rmanedvers. These and many other points discussed in the cnapter
un Gormnposition and Movement, if put to greater use, will do ‘much
to nnprove the product. :

4. USE OF CLOSE-UPS. When I first arrived here to work
with'you, few.if'any close-ups were being used. There was a kind
of fear on the part of the cameraman to shoot them, and a reluct-
ance on the part of the directors to insist on having close-ups
made. - "This has changed immeasurably and now some of the finest
documentanes we've made have utilized the close-up effectwely
But some du'ectors. espema.lly tho'se- working on the feature film,
still avoid the use of this most important tool. Seldom do they
move in beyond a ''bust’ shot. " thereby losing many opportunities
to: eatablrsh a warm'and intimate audxence to character relation-
ship.  The “bust shot" we've Jokmgly rena.med tithe Korean Close-

up. """ ‘Thé people of Korea are good look.mg people 'I‘hey have
wonderful comple:nons (reqmrmg little or'no make-up). - The older
folks ‘have: 1nterest1ng. }ughly flexible faces. The rest of the world
would like. to see thém in close-ups. Further evidence of this
was au'ed at a recent viewing of the ﬁlm. ENLIGHTENED VILLAGE
when an anthropdlogzst advisor commented that ""close-ups made '
this ﬁlm outstandmg " Don't be afraid to' move in on your subJect

5. HEAD SPACE, AND THE IMAGINARY LINE. Cameramen
have the habit of composing their shots with excessive blank space
above the main subJect. Not .only does this end up in a rmsbalanced
subJect to-space relatlonshxp, but it frequently cuts off the main
subject at an awkward point. . This type of composition can usually
be corrected by simply movmg in and f1111ng the frame with the’
subJect

voede

" The imaginary line we have discussed at length. Stiffice it to
say that directors and cameramen should always think out their
action carefully, before shootmg, to avoid stepping beyond ''the
line, " forcing themselves to resort to unrelated cut- -away shots ar
ending up with an all-too-noticéable reversal of subject in the
izrame. ‘

6. LONG, HEAVY SCENES. ['ve learned that Korean folke
like their mov1es long and melodramatic. And this is fine.
However I suggest that if the movie is slated for export to other
lands, a conscious attempt be made to play down the long, heavily
directed scenes and'to speed up the overall tempo of the film's
acticn in order to appeal to foreign audiences.
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7. DRESS UP THE SET. Greater attention should be paid to
making the sets more attractive. An extra table or a vase of
flowers carefully placed on the set, a bit of shadow projected on
the floor or the walls to break up the flat surface, and special
attention to choice of colors used on the set will do much to make
your film a better one. However avoid using too many furnishings
on the set. A 'busy' set is confusing. Dark colored furniture
invariably gives the cameraman trouble in lighting the set. The
dark hair of the Korean actor usually blends into dark furniture,
destroying the hair line completely. A combination of back light-
ing and careful selection of furniture would do much to solve this
problem.

8. .EXTRA FOOTAGE. All too often the crew returns from
location, the footage.is developed and handed over to the editor.
Then we find that many of the scenes are not cutting well. An
extra angle or two would have helped this scene, a cut-away would
‘haye taken care of this one where an important bit of over-lap .
action was not planned for, or shot. There just is not enough ’
footage. to make a dicsolve between this scene and the next. Here
the action is awkward and the camera movement jerky. Why dida't
the director insist on a second or third "take?" Shoot off enough
footage to make your film a good one. After all, film is the
cheapest item on the set.

9. SOUND PERSPECTIVE AND VOICE ACTORS. Using a
post-synch recording technique produces off-color matching of
subject and sound. In the studio a voice actor finds it difficult
to accurately mimic the frantic calls of a man across a valley,
for example. As I've mentioned before, the Korean voice actor
does a remarkable job of nearly matching voice to picture, but
there are technical limitations to post synch recording that only
lip-synch shooting techniques can overcome. Likewise it is dis-
concerting to hear the voice of a girl used for a boy. This is
frequently done and it is very obvious, even to the foreign ear.
The miscasting of voice to the visual personalityis a practice
which cannot be continued if more perfect production is the even-
tual goal of the Korean film producer.

10. NEW FACES. Korean actors, and actresses, especially
the more experienced ones, are outstanding. I feel youare a
very fortunate people to bave a touch of what I call "the Irish'" in
your emotional makeup. TLiu means you are a land of singers,
people who will sing at the picnic or in the rice fields. You have
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a strong love for the melancholy. The melodramatic appeals to
you.. More and more, you people have -become more outgoing and
less inhibited. These are some of-the necessary qualifications
of good actors. Iknow there is a lot of hidden talent in the per-
formance field here in your country, and it would be refreshing
to see some of this new talent added to the older, estabhshed
players. -

These ten observations I pass on to you, the people who make
Korea's motion pictures.. I trust you will take them in the spirit
in whlch they were written, as constructive comments, not con-
deinnations.

It would be most rewarding to this writer if, in the very near
future, he could return to your country and see more and better
documentary and feature productions-at work in the villages and
towns and cities. Sometime within the next year or so he hopes
to walk down the streets of New York or San Francisco, enter a
theater and watch a highly refined production of Emil-leh Bell,
or an imaginative documentary on The Art of Making -Kimchi.

FRAME OUT
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SOME BOOKS TO READ

.- . These books are available in the OPI Motion Picture Library
with the exception of:the Japanese texts which can be found occa-

sionally on the-market.

Book Titles and Sub Titles

L. American Cinematographer Manual

o

2. Animation.Art-on the. Commercial
ci Film -

A

N S 7o A -,
3. ~-The Cinema a8 a Graphic Art
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4, Designing for Films

5. Elsevier's Dictionary of Cinema
Sound-and Music; English/Ameri-
can, French, Spanish, Italian,
Dutch, and German

6. Film and Its Techni&xes

7. Film and the Director

8. The Film Sense

9. Film Technique and Film Acting
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- Mascelli, Published by
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Levitan, Eli L.
Nilson, Vladimir
Carrick, Edward

Clason, W. E.

Spottiswoode, Raymond
Livingston, Don
Eisenstein, Sergei

Pudovkin, V. L.
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Book Titles and Sub Titles

10. Film Terminology

11. Film Writing Forms

12. 'i‘:ouar S.‘c,réé'nplé.ys ;;fy Ingmar -
Bergman; Smiles of a Summer
Night, :The:Seyenth Seal,

Wild Strawberrles, The Mag1-' |

cian

13. Héhdt;o'&k of Sound keproduéfi“on

14. Ideas on Film

15. Journal of the SMPTE

16. Motion Picture Production
Handbook

17. Novels into Film

18. Painting with Light

19. Scenery for the Theatre

20. lémm Sound Motion Picture
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Book Titles and Sub Titles Authors

21. The'Te‘c"‘hniﬂe of Film and Kehow, Vincent J. R.
Television Make-Up :

22. The Technique of Film Animation Halas, John, and Manvell,

. Roger’ .-
23. The Technique of Film Editing - Reisz, Karel
24. The Techniques of Film Music Manvell, Roger, and
R ~ ' L " Huntley, J.

25. Technii‘ue-s -of Magnetic Record- Tall, Joel
ing

Japanese Textbooks

26. Construction of Scenario

27." Lectures on Scenario W riting

28. Outline of Scenario

29. The Reality. of Film Production

30. Scenario Series
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