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Among all the film-makers of the
world, there is no one quite like Stan-
ley Kubrick.

To be more accurate, there is no one
even remotely like him.

An early dropout from formal edu-
cation, largely self-taught, but pos-
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sessed of a razor-sharp intelligence
and a voracious curiosity, he has, since
the late 1950s steadily risen toward the
very pinnacle among the rarefied ranks
of world-famed film producer-direc-
tors.

Behind him there are ten feature

Director of Photography John Alcott, BSC, and Director Stanley Kubrick scouting locations
in Ireland for the Warner Bros. presentation of “BARRY LYNDON". The result of their com-
bined expertise is a wonderfully muted, pastel, pictorial tour de force. The entire three-hour-
plus picture was shot in actual locations — exterior and interior — with not a single studio set
used.

A master film-maker creates
an epic of such spectacular
visual beauty that one critic
calls it: “the most ravishing
set of images ever printed on
a single strip of celluloid”

motion pictures, each one totally dif-
ferent from the others in both content
and style. He has never twice made the
same type of film.

What sort of man stands behind this
astounding body of work? Nobody
seems to know — for he is such an in-
tensely private person, living and work-
ing, since 1961, encapsulated with his
family in a manor house outside of Lon-
don, that he has become — reluctant-
ly, one suspects — a kind of legend, a
disembodied enigma, making public
his persona solely in terms of what he
puts up there on the screen.

He cares nothing for personal
publicity and is all but inaccessible to
journalists — which is understandable,
considering how many so-called
“journalists” hanging onto the fringes
of the film world are such unprincipled
swine.

Yet, to those few whom he respects
and trusts, he comes across as com-
pletely free of pretensions, totally hon-
est and forthright.

When, in 1968, after “2001: A
SPACE ODYSSEY" had burst like a
rocket across the screens of the world,
Editor Herb Lightman personally asked
Kubrick to share the “secrets” of the
film's stunning technical expertise with
American Cinematographer readers,
he graciously and generously did so,
explaining each unique and dazzling
effect in the most precise detail, hold-
ing back nothing (see American
Cinematographer, June 1968).

To say that Kubrick is "dedicated” is
to sell him short, considering that in
Hollywood a dedicated producer is all
too often one who foregoes his weekly
poker game in order to count the pre-
view cards of his latest movie.

The term “complete commitment”
comes closer to describing Kubrick's
symbiotic relationship with film — but
“total immersion” is even more apt.
Taking as long as four years to make a
single film (“2001", for example), he
eats, sleeps and breathes the project,
once into it. An almost fanatical perfec-
Continued overleal

(OPPOSITE PAGE) Some scenes from
“BARRY LYNDON" — each a masterpiece
of lighting and composition. All color pro-
duction stills in these pages are actual
frame blow-ups from the original film nega-
tive of “BARRY LYNDON".
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(ABOVE) John Alcott says that Kubrick “gave him his break” on “2001: A SPACE ODYS-
SEY", by asking him to “carry on” as Cinematographer when Director of Photography Geof-
frey Unsworth had to leave the production after the first six months in order to fulfill another
commitment. The two men also worked together on Kubrick's “A CLOCKWORK ORANGE".
(BELOW) The Director checks out a composition through viewfinder of Arriflex 35BL
camera, which was used to film almost the entire production.

tionist, he drives his co-workers
seemingly beyond the limits of their
endurance toward heights of achieve-
ment they never imagined, let alone
noped to attain.

Stanley Kubrick does not simply
create films — he creates entire worlds
on film. In “DOCTOR STRANGE-
LOVE" he creates a world at once
hysterically funny and nightmarish, a
quite plausible preview of the
beginning of the end of life on this
planet. In “2001" he creates a world of
the not-so-distant future — cold and
computerized, with robot-like astro-
nauts reaching almost mindlessly out
toward the cosmic unknown. In “A
CLOCKWORK ORAMGE" he creates a
1984-ish world of senseless violence
that is only a silly millimeter away from
the chronic craziness and terrorism
that prevail globally at this very mo-
ment.

Andnowcomes"BARRY LYNDON".

In this latest epic effort, currently
caressing selected screens, he
translates into cinematic terms the first
novel of William Makepeace Thackeray
to create a pastel, pictorial 18th-
century world of lush country estates,
doll-like women and dueling men.

The film's central character is a
slightly thick, hungrily ambitious young
Irishman who longs to pull himself up
by his low-born bootstraps into the
airy-fairy world of the nobility — and al-
most succeeds in doing it.

The lavishly mounted production, re-
leased by Warner Bros., runs 3 hours
and 4 minutes, and cost $11 million —
every dollar of which is visible on the
screen.

In its bare bones the rise-and-fall
saga of an 18th-century Sammy Glick,
“BARRY LYNDON" is also practically a
documentary of how people lived in the
Ireland and England of that period —
their manners and morals, their values
and amours, their personal duels and
large-scale battles.

It is a film on a grand scale which
abounds in meticulous technical crafts-
manship and — even more important
— the tender loving care of Stanley Ku-
brick and his loyal co-craftsmen.

in his cover story for the December
15, 1975 issue of Time magazine, noted
film critic-historian Richard Schickel
wrote: “In it, he [Kubrick] demon-
strates the qualities that eluded
Thackeray: singularity of vision, ma-
ture mastery of his medium, near-reck-
less courage in asserting through his
work a claim not just to the distinction
critics have already granted him but to
greatness that time alone can — and
probably will — confirm.”

Underlying this statement is the
realization that Kubrick has taken a
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basically talky nowvel and magically
transformed it into an intensely visual
film.

Schickel went on to write: “The struc-
ture of the work is truly nowvel. In
addition, Kubrick has assembled per-
haps the most ravishing sets of images

f ever printed on a single strip of cellu-
loid. These virtues are related: the
structure would not work without Ku-
brick’s sustaining mastery of the
camera, lighting and composition; the
images would not be so powerful if the
director had not devised a narrative
f structure spacious enough for them to
pile up with overwhelming impressive-
ness.”

The operative phrase out of that
assertion is: “the most ravishing set of
images ever printed on a single strip of
celluloid.” — which is quite possibly
true, because "BARRY LYNDON" is a
delicious feast for the eye. Each
compaosition is like a painting by one of
the Old Masters, and they link one onto
the other like the tiles of a wondrous
maosaic.

Pictorially, the elegant result
emerges from a close collaboration
between Kubrick (no mean photog-
rapher himself) and Director of Photog-
raphy John Alcott, BSC.

Aside from the sheer beauty of the
images, the problems of getting some
of them onto the screen were con-
siderable and unigue. In the following
interview, conducted by the American 1L b Al
Cinematographer Editor, John Alcott o vy “L\ S
discusses those problems, as well as . - i - - : ~ R L
the techniques utilized to make "BAR- Having started his career as a LOOK photographer at the age of 17, Stanley Kubrick is a
RY LYNDON" the pictorially beautiful supremely knowledgeable film technician, as well as talented screenwriter and ir!sph:ed
film that it is- glreatur. He hn_s innovated the use of many advanced tachnlqua? — such as front projection

in “2001", and is constantly on the lookout for the most progressive methods and equipment
to enable the film artist to realize his cinematic visions more effectively. He exercises full

QUESTION: You've worked with Stan- creative control over his productions, including the extremely rare “final cut”.
ley Kubrick on three pictures: “2001: A

-

(LEFT) Although there are many day exteriors in “BARRY LYNDON", there are not, oddly enough, any night exteriors. The closest to a night
shot is this twilight scene, which was actually filmed during the “magic hour” at sunset. (RIGHT) The magnificently authentic candlelight
scenes in the picture were filmed solely by actual ca ndlelight, evoking a genuine 18th-Century atmosphere and lending the scenes a luminous
glow difficult, if not impossible, to achieve with artificial lighting.
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SPACE ODYSSEY"”, “A CLOCK-
WORK ORANGE” and now “BARRY
LYNDON”. Can you tell me a bit about
that working relationship?

ALCOTT: We have a very close work-
ing relationship, which began on
“2001". | had been assisting Geoffrey
Unsworth on that picture and then,
when Geoff had to leave after the first
six months, | was asked to carry on —
so it was Stanley Kubrick who gave me
my break. Our working relationship is
close because we think exaclly alike
photographically. We really do see eye-
to-eye photography.
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QUESTION: What about the pre-
planning phase of “BARRY LYN-
DON"?

ALCOTT: There was a great deal of
testing of possible photographic ap-
proaches and effects — the candle-
light thing, for example. Actually, we
had talked about shooting solely by
candlelight as far back as “2001", when
Stanley was planning to film “NA-
POLEON", but the requisite fast lenses
were not available at the time. In
preparation for “BARRY LYNDON" we

_Studied the lighting effects achieved in
" the paintings of the Dutch masters, but
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they seemed a bit flat — so we decided
to light more from the side.

QUESTION: You photographed both
“A CLOCKWORK ORANGE" and
“BARRY LYNDON" for Stanley Ku-
brick and, obviously, the photo-
graphic styles of these two pictures
were quite different from each other.
Comparing the two, purely as a point
of interest, how would you describe
those stylistic differences?

ALCOTT: Well, “A CLOCKWORK
ORANGE" employed a darker, more
obviously dramatic type of photog-
raphy. It was a modern story taking
place in an advanced period of the
1980's — although the period was
never actually pinpointed in the pic-
ture. That period called for a really
cold, stark style of photography;
whereas, “BARRY LYNDON" is more
pictorial, with a softer, more subtle
rendition of light and shadow overall
than “A CLOCKWORK ORANGE". As |
saw it, the story of “BARRY LYNDON"
took place during a romantic type of
period — although it didn’t necessarily
have to be a romantic film. | say "a
romantic period"” because of the quality
of the clothes, the dressing of the sets,
and the architecture of that period.
These all had a kind of soft feeling. |
think you probably could have lighted
“BARRY LYNDON" in the same way as
“A CLOCKWORK ORANGE", but it just
wouldn't have looked right. It wouldn't
have had that soft feeling.

QUESTION: How did you translate
“that soft feeling” into cinematic terms,
and what technical means did you use
to achieve it?

ALCOTT: In most instances we were

trying to create the feeling of natural
light within the houses, mostly stately
homes, that we used as shooling loca-
tions. That was virtually their only
source of light during the period of the
film, and those houses still exist, with
their paintings and tapestries hanging. |
would tend to re-create that type of
light, all natural light actually coming
through the windows. I've always been
a natural light source type of camera-
man — if one can put it that way. | think
it's exciting, actually, to see what illumi-
nation is provided by daylight and then
try to create the effect. Sometimes it's
impossible when the light outside falls
below a certain level. We shot some of
those sequences in the wintertime,
when there was natural light from per-
haps 9 o'clock in the morning until 3
o'clock in the afterncon. The require-
ment was to bring the light up to a level
so that we could shoot from 8 o’clock in
the morning until something like 7
o'clock in the evening — while main-
taining the consistent effect. At the
same time, we tried to duplicate the
situations established by research and
reference to the drawings and paint-
ings of that day — how rooms were
iluminated, and so on. The aciual
compositions of our setups were very
authentic to the drawings of the period.

QUESTION: In other words, then, you
would take your cue from the way the
natural light actually fell and then you
would build that up or simulate it with
your lighting units in an attempt to get
the same effect, but at an exposurable
level?

ALCOTT: Yes. In some instances, what
we created looked much better than
the real thing. For example, there's a
sequence that takes place in Barry's

dining room, when his little boy asks if
his father has bought him a horse. That
particular room had five windows, with
a very large window in the center that
was much greater in height than the
others. | found that it suited the se-
quence better to have the light coming
from one source only, rather than from
all around. So we controlled the light in
such a way that it fell upon the center of
the table at which they were having
their meal, with the rest of the room fall-
ing off into nice subdued, subtle color.

QUESTION: In creating that particu-
lar effect, did you use any of the light
actually coming through the windows?

ALCOTT: No, it was simulated by
means of Mini-Brutes. | used Mini-
Brutes all the time, with tracing paper
on the windows — plastic material, ac-
tually. | find it to be a little bit better than
the tracing paper.

QUESTION: Was most of the picture
shot in actual locations, or did you
have to build some sets?

ALCOTT: Oh, no — every shot is an
actual location. We didn’t build any sels
whatsoever. All of the rooms exist
inside actual houses in Ireland and the
southwest of England.

QUESTION: What about the physical
problems of shooting inside those
actual stately homes?

ALCOTT: Well, we did have problems,
although they didn’t affect me (o0
much. For instance, many of those
stately homes are open to the public.
We couldn't restrict the public from
going through — so we had to cater (o
them. We would use certain rooms with
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visitors virtually walking past in the
corridor. They would simply close off
that one room and have the public by-
pass it. However, at times our shooting
schedule would be limited to the point
where we had to work when they
weren't touring. They would go around
in groups and we would virtually shoot
when they were changing over from
one group to another. In many of the
locations, though, we had complete
freedom of the house. We didn't really
have too many problems, except for
having to build very large rostrums for
the lighting in certain rooms. | also had
rostrums built around the exterior win-
dows. They could be wheeled out of the
way for reverse angles when we were
shooting towards the windows and
wanited to show the view oulside, as
well. Such was the case in the se-
quence that takes place in Countess
Lyndon's bedroom.

QUESTION: Did you have to gel the
windows, or were you using a daylight
balance?

ALCOTT: In the actual interiors, most of
the time, we did gel the windows,
although there were a very few in-
stances when we didn't do it. We had
neutral density filters made, as well
—ND3, ND6 and ND9 — so that we had
a complete range to accommodate
whatever light situation prevailed out-
side the windows. Also, on all the ex-
terior shooting, | never used an 85 filter.

QUESTION: What was your reason for
not using the 857

ALCOTT: One reason was to get an
overall consistent balance throughout

the entire picture. In that sense, | tend
to use it as | use forced development —
that is, in every scene (including those
that don't actually need it), in order to
maintain a consistency of visual
character throughout. The second
reason was simply that the exterior light
was sometimes so low that | needed the
exira Iwo-thirds of a stop. Although we
mostly used the zoom lens outdoors,
there were many instances in which we
ended up shooting wide open with the
Canon T/1.2 lens.

QUESTION: In other words, the light
was sometimes so dull, so overcast
that you had to open up that lens all the
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way. Is that right?

ALCOTT: Oh, yes — all the way. That
was especially true in the holdup am-
bush sequence. We started off with a
good day and there was plenty of light
in the beginning, but the last part of that
sequence was shot with the T/1.2 lens
wide open. In order to match the bril-
liance of the normal daylight one had to
be very fully exposed. | needed that fast
lens.

QUESTION: Can you tell me to what
extent you used diffusion in shooting
“BARRY LYNDON"?
Continued on Page 320
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PHOTOGRAPHING “BARRY
LYNDON™
Continued from Page 275

ALCOTT: When | went around looking
at locations with Stanley we discussed
diffusion among other things. The
period of the story seemed to call for
diffusion, but on the other hand, an aw-
ful lot of diffusion was being used in
cinematography at the time. So we
tended not to diffuse. We didn't use
gauzes, for example. Instead | used a
No.3 Low Contrast filter all the way
through — except for the wedding se-
quence, where | wanted to control the
highlights on the faces a bit more. In
that case, the No.3 Low Contrast filter
was combined with a brown net, which
gave it a slightly different quality. We
opted for the Low Contrast filter, rather
than actual diffusion because the clarity
and definition in Ireland creates a
shooting situation that is very like a
photographer's paradise. The air is so
refined, | think, because Ireland is in
the Gulf Stream. The atmosphere is
actually perfect and we thought it would
be a pity to destroy that with diffusion,
especially for the landscape photog-
raphy.

QUESTION: That's rather refreshing.
There seems to be a tendency these
days, despite the nice sharp lenses
that are available, to just fuzz every-
thing out as a matter of course.

320

ALCOTT: Yes, it's done a lot. I've even
done it myself in shooting commer-
cials. We did discuss the possibility for
“BARRY LYNDON", but then we
thought: “Well, it's been done before so
many times;: let's try for something dif-
ferent. Let's go into low contrast.” We
tested many filters and of all those we
tested the Tiffen Low Contrast filters
came out the best qualitywise. With the
Titfen filters we didn't lose any quality
whatsoever, even when shooting wide
open, in fact. They were the best.

QUESTION: Did you use any of the
5247 color negative, or was it all 52547

ALCOTT: We used the 5254, because
the 5247 wasn't available even at the
time when we finished shooting. It
came out something like two months
after we had finished the main shooting
of the film. Now I find that, because of
the fineness of the grain with the 5247, |
would have had to use a No.5 Tiffen
Low Contrast filter in order to get the
same effect | got using the No.3 with the
old stock.

QUESTION: Do you find, as many
other cinematographers have found,
that the 5247 negative has an in-
herently higher contrast than the 52547

ALCOTT: Well, they say it's higher con-
trast, but | really think it's not so much
the contrast as the fact that the grain is
50 much finer. If the grain is finer, this
will increase the apparent contrast. In
other words, you've got to dress and
color your sets to accommodate the
film stock. Even the tiniest ornaments
which are red will kick out on the new
stock, whereas on the old stock they
wouldn't. This is because of the finer
grain. It's the color, in fact, which is
building up the contrast. However, [
can't understand why anybody wouldn't
go for the finer grain, because thal's
what it's all about. The thing is to try to
make it work by knocking down the
contrast in some other way. We must
either modify the lighting or design the
set in a way to tone it down. For in-
stance, in some of the interiors used for
shooting “BARRY LYNDON" there
were lots of white areas — fireplaces
and such. If you put a light through a
wincdow these would stick out like a
sore thumb, as they say. So, most of
the time, | covered them with a black
net — the white marble of the fire-
places, the very large white three-foot-
wide panels on the walls, and the door
frames that were white. | covered them
with a black net having about a half-
inch mesh. You could never see il
photographically, unfess you were
really close to it — but in the long shots

it wasn't visible at all. It did wonders in
toning down the white. | also used
graduated neutral density filters on cer-
tain light parts of the set when the
illumination was coming from a natural
light source and there was no way to
gobo it off. For example, if the light
source were coming from the left and
hitting something that it was not pos-
sible to put a net over, | would put a
neutral density fifter on the right side —
an ND3 or NDE, depending upon the
brightness.

QUESTION: You would actually use
graduated neutral density filters for
shooting interiors? That's not done
very often, is it?

ALCOTT: | don't think so0 — no. | know
that when | use them now in different
types of work that | do, some of the
people on the set wonder what I'm up
to, using graduated filters for interiors.
But they work very well indeed. In fact,
we had a matte box made to accept the
three filters on the Arriffex 35BL. Inci-
dentally, we used the Arriflex 35BL all
the way through the picture.

QUESTION: Can you give me some of
your impressions of that camera?

ALCOTT: I think it's a fantastic camera.
To me, it's a cameraman's camera —
mainly because the optical system is so
good. Some oplical systems give you a
much more exaggerated tunneling
effect than others, and | even came
across someone the other day who
prefers that long tunneling effect be-
cause it makes him feel like he's in a
cinema. Personally, | prefer it when my
eye is filled with the actual picture
image. You find that this only really
occurs with the Arriflex 35BL. Another
feature | like about the camera is that
you've got the aperture control literally
at your fingertips. It's got a much larger
scale and, therefore, a finer adjust-
ment than most cameras. This feature
is especially important when you're
working with Stanley Kubrick, because
he likes to continue shooting whether
the sun is going in or out. In "BARRY
LYNDON", during the sequence when
Barry is buying the horse for his young
son, the sun was going in and out all
through the sequence. You've got [0
cater to this. That old bit that says you
cut because the sun’s gone in doesn’t
go anymore.

QUESTION: Instead, you try to ride it
out by varying the aperture opening
during the shooting of the scene?

ALCOTT: Yes, that’s why the Arriflex
35BL offers such an advantage. It's got
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a finer aperture adjustment — more so
than most other cameras — which
allows you to cater to light variations
while you're actually shooting. On most
lenses there's not a great distance
between one aperture stop and the
next. There isn't actually on the Arri-
flex 35BL lenses either, but it's the
gearing mechanism on the outside that
offers the larger scale and, therefore,
the possibility of more precise adjust-
ment. It's like converting a 1/4-inch
move into a T-inch move.

QUESTION: What about the use of the
zoom lens in this film?

ALCOTT: Oh, yes — we used it a great
deal. The Angenieux 10-to-1 zoom was
used on the Arriflex 35BL, in conjunc-
tion with Ed DiGiulio’s Cinema Prod-
ucts “Joy Stick” zoom control, which is
an excellent one. It starts and stops
without a sudden jar, which is very
important, and you can manipulate it so
slowly that it almost feels like nothing is
happening. This is very difficult to do
with some of the motorized zoom con-
trols. | find that this one really works.

QUESTION: What types of lighting

equipment did you use?

ALCOTT: We used Mini-Brutes and we
used a lot of Lowel-Lights — all the
time. | used the Lowel-Lights in um-
brellas for overall fill. | always use the
umbrellas — ever since "A CLOCK-
WORK ORANGE". | find that the Lowel-
Light has a far greater range of illumi-
nation from flood to spot than any other
light | know of. In fact, it's the only light
of its type that gives you a fantastic
spotl, iIf you need it, and an absolute
overall flood. Also, when you put a flag
in front of most quartz lights you get a
double shadow — but not with the
Lowel-Lights. But then, of course, they
were designed by a cameraman,

QUESTION: What about the use of the
moving camera in “BARRY LYN-
DON"?

ALCOTT: We used it in certain se-
quences, but not too many. We had one
very long tracking shot in the battle se-
quence, with the cameras on an 800-
foot track. There were three cameras
on the track, moving with the troops.
We used an Elemack dolly, with bogie
wheels, on ordinary metal platforms,
and a five-foot and sometimes six-foot
wheel span, because we found that this
worked quite well in trying to get rid of
the vibrations when working on the end
of the zoom. It seemed to take the vi-
bration out better than going directly
onto the Elemack.

QUESTION: Do | understand that you
were racked out to the end of the zoom
on that tracking shot?

ALCOTT: Yes, virtually all closeups
made from the track during that battle
sequence were on the 250mm end of
the zoom.

QUESTION: That really is living
dangerously.

ALCOTT: I made a test beforehand with
the camera traveling on an ordinary
track and one with this base, and the
difference was quite amazing. That's
what got us round to building these
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platforms and using the Elemack with
the bogie wheels on the four corners.
They are really quite handy for doin g all
kinds of shots.

QUESTION: What would you say was
your most difficult sequence to shoot
in this film?

ALCOTT: | think the most difficult bit
was the scene in the club when Barry
comes over to confront the nobleman
sitting at the other table, is given the
cold shoulder and then goes back to
his own table. That involved a 180-
degree pan and what made it difficult
was the fluctuations in the weather oul-
Continued on Page 338
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PHOTOGRAPHING “BARRY
LYNDON"

Continued from Page 321

side. There were many windows and |
had lights hidden behind the brick-
work and beaming through the
windows. The outside light was going
up and down so much that we had to
keep changing things to make sure the
windows wouldn't bfow out exces-
sively. This was most difficult to do,
because any time | changed the gels on
the windows, | also had to change the
lights outside in order to avoid getlting
too much light inside and not enough
outside. | would say that was the most
difficult shot in the whole picture, in
terms of lighting. What complicated it
further was the fact that this was one of
those stately houses that had the pub-
lic coming through and visiting at the
same time we were shooting.

QUESTION: Did you use much col-
ored light during the filming?

ALCOTT: Yes, many times. An exam-
ple that comes to mind is the scene in
Barry's room after he has had his leg
amputated. | used a light coming
through the window with an extra 1/2
sepia over it in order to give a warm
effect to the backlight and sidelight. In
other words, a 50% overcorrection. A
similar effect was used on Barry in the
sequence when his boy is dying. In
some instances | let the natural blue
daylight come through in the back-
ground without correcting it. The re-
sult looked pleasing and it created a
more “daylight” sort of effect.

QUESTION: | can't recall any night-
for-night shots in the picture. Were
there any, perhaps, that didn't appear
in the final cut?

ALCOTT: There weren't really any night
shots. There's that one twilight scene of
Barry by the fire meditating after he's
joined up, but that was shot at the
“magic hour” and wasn't a true night
shot.

QUESTION: Now we come to the
scenes which have caused more com-
ment than anything else in this overall
beautiful film — namely the candle-
light scenes. Can you tell me about
these and how they were executed?

ALCOTT: The objective was to shoot
these scenes exclusively by candle-
light — that is, without a boost from any
artificial light whatsoever. As | men-
tioned earfier, Stanley Kubrick and |
had been discussing this possibility for
years, but had not been able to find
sufficiently fast lenses to do it. Stanley
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finally discovered three 50mm /0.7
Zeiss stifl-camera lenses which were
left over from a batch made for use by
NASA in their Apollo moon-landing
program. We had a non-reflexed
Mitchell BNC which was sent over to Ed
DiGiulio to be reconstructed to accept
this ultra-fast lens. He had to mill out
the existing lens mounts, because the
rear element of this /0.7 lens was vir-
tually something like 4mm from the film
plane. It took quite a while, and when
we got the camera back we made quite
extensive tests on it.

This Zeiss lens was like no other lens
in a way, because when you look
through any normal type of lens, like
the Panavision T/1.1 or the Angenieux
/0.95, you are looking through the
optical system and by just altering the
focus you can tell whether it's in or out
of focus. But when you looked through
this lens it appeared to have a fantastic
range of focus, quite unbelievable.
However, when you did a photo-
graphic test you discovered that it had
no depth of field at all — which one
expected anyway. So we literally had to
scale this lens by doing hand tests from
about 200 feet down to about 4 feet,
marking every distance that would lead
up to the 10-foot range. We had to
literally get it down to inches on the ac-
tual scaling.

QUESTION: You say that the focal
length was 50mm?

ALCOTT: It was 50mm, but then we
acquired a projection lens of the
reduction type, which Ed DiGiulio fitted
over another 50mm lens to give us a
36.5mm lens for wider-angle cover-
age. The original 50mm lens was used
for virtually all the medium shots and
close shots.

QUESTION: And those scenes were
illuminated entirely by candlelight?

ALCOTT: Entirely by the candles. In the
sequence where Lord Ludd and Barry
are in the gaming room and he loses a
large amount of money, the set was lit
entirely by the candles, but | had metal
reflectors made to mount above the two
chandeliers, the main purpose being to
keep the heat of the candles from
damaging the ceiling. However, it also
acted as a light reflector to provide an
overall illumination of toplight.

QUESTION: How many foot-candles
(no pun intended) would you say you
were using in that case?

ALCOTT: Roughly, three foot-candles
was the key. We were forcing the whole
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picture one stop in development. Inci-
dentally, | found a great advantage in
using the Gossen Panalux electronic
meter for these sequences, because il
goes down to half foot-candie meas-
urements. It's a very good meter for
those extreme low-light situations. We
were using 70-candle chandeliers, and
most of the time | could also use either
five-candle or three-candle table
candelabra, as well. We actually went
for a burnt-out effect, a very high key
| on the laces themselves.

QUESTION: What were some of the
other problems attendant to using this

ultra-fast lens to shoot entirely by
candlelight?
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ALCOTT: There was, first of all, the
problem of finding a side viewfinder
that would transmit enough light to
show us where we were framed. The
conventional viewlinder would not do at
all. because it involves prisms which
cause such a high degree of light loss
that very little image is visible at such
low light levels. Instead, we had o
adapt to the BNC a viewfinder from one
of the old Technicolor three-strip
cameras. It works on a principle of mir-
rors and simply reflects what it “sees’,
resulting in a much brighter image.
There is very little paralfax with that
viewfinder, since it mounts so cfose {0
the lens.
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QUESTION: What about the depth of
field problem?

ALCOTT: As | suggested before, that
was indeed a problem. The point of
focus was so critical and there was
hardly any depth of field with that 1/0.7
lens. My focus operator, Doug Mil-
sone, used a closed-circuit video
camera as the only way to keep track of
the distances with any degree of ac-
curacy. The video camera was placed
at a 90-degree angle to the film camera
position and was monitored by means
of a TV screen mounted above the
camera lens scale. A grid was placed
over the TV screen and by taping the
various artists' positions, the distances
could be transferred to the TV grid to
allow the artists a certain flexibility of
movement, while keeping them in
focus.

It was a very tricky operation, but
according to all reports, it worked out
quite satisfactorily. M

MOVING?

When changing your address, please noti-
fv us at least four weeks in advance. BE
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CODE.
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TWO SPECIAL LENSES FOR “BARRY LYNDON™

How the stringent demands of a purist-perfectionist film-maker
led to the development of two valuable new cinematographic tools

By ED DiGIULIO

President, Cinema Products Corporation

My first contact with Stanley Ku-
brick was when he was referred to me
by our mutual friend, Haskell Wexler,
ASC, during Kubrick's preparation for
“A CLOCKWORK ORANGE". Haskell
indicated to him that | and my company
were very responsive to the demand-
ing needs of professional filmmakers,
especially when it came to coming up

Two of the stunning candlelight scenes from “BARRY LYNDON",
photographed with modified Zeiss 50mm and 36.5mm §/0.7 lenses.

with unique solutions to difficult prob-
lems.

For “CLOCKWORK" we purchased a
standard Mitchell BNC for Kubrick and
overhauled it, but did not reflex it or
maodify it in any special way. Kubrick’s
attitude has always been that he would
rather work with a non-reflexed BNGC
and thereby gain tremendous flexi-

bility and latitude in the adaptation of
special lenses to the camera — as was
subsequently the case on "BARRY
LYNDON". For “CLOCKWORK" we also
supplied the major accessory items for
which we are well known, such as the
“Joy Stick” zoom control, the BNC
crystal motor and the Arri crystal
motor.

(ABOVE LEFT) The Zeiss 50mm, 1/0.7 lens, shown in special focusing-mount (and with adjustable shutter blade removed). (CENTER) In
front, the specially modified Zeiss 50mm, /0.7 lens. Behind it, the lens before modification. (RIGHT) Zeiss 50mm /0.7 lens with Kollmorgen
adaptor, creating an effective focal length of 36.5mm (BELOW LEFT) Zeiss /0.7 lens in special focusing mount. (CENTER) Lens with Koll-
morgen adaptor — 36.5mm focal length. (RIGHT) The Cine-Pro T/9 24-480mm zoom lens, shown with J-4 zoom control.
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At the very early stages of his
preparation for “BARRY LYNDON",
Kubrick scoured the world looking for
exotic, ultra-fast lenses, because he
knew he would be shooting extremely
low light level scenes. It was his objec-
tive, incredible as it seemed at the time,
to photograph candle-lit scenes in old
English castles by only the light of the
candles themselves! A former still
photographer for Look magazine,
Kubrick has become extremely knowl-
edgeable with regard to lenses and, in
fact, has taught himself every phase of
the technical application of his filming
equipment. He called one day to ask
me if | thought | could fit a Zeiss lens he
had procured, which had a focal length
of 50mm and a maximum aperture of
f/0.7. He sent me the dimensional
specifications, and | reported that it
was impossible to fit the lens to his BNC
because of its large diameter and also
because the rear element came within
4mm of the film plane. Stanley, being
the meticulous craftsman that he is,
would not take “No” for an answer and
persisted until | reluctantly agreed to
take a hard look at the problem.

When the lens arrived, we could see
it was designed as a still camera lens,
with a Compur shutter built into the
lens. The diameter of the lens was sa
large that it would just barely fit into the
BNC lens port, leaving no room for an
additional focusing shell. As a conse-
quence, we had to design a focusing
arrangement so that the entire lens
barrel rotates freely in the lens port. To
avoid possible binds that might result
from this unconventional mode of
operation, we added a second locating
pin to the standard BNC lens flange, so
that the two pins securely held the lens
barrel concentric with the lens port
during operation.

The problem of the close proximity
of the rear element to the film plane
was a much more difficult matter to
resolve. To begin with, we removed the
adjustable shutter blade, leaving the
camera with only a fixed maximum
opening. We then had to machine the
body housing and the aperture plate a
considerable distance inward so that
the fixed shutter blade could be pulled
back as far as possible toward the film
plane.

Maturally, the Compur shutter had to
be dismantled and the iris leaves
altered so that they could be manually
operated in the normal manner. Cali-
brating the focus scale on the lens pre-
sented quite a problem, too. A lens as
fast as this has an extremely shallow
depth of field when shooting wide
open, so Kubrick understandably
wanted to have as broad a band spreac
on the scale as possible. To do this we

N

Ed DiGiulio, President of Cinema Products Corporation, shown holding the new Cine-Pro
20-to-1 (24mm-480mm) lens, which was originally designed at the request of Stanley
Kubrick specially for filming “BARRY LYNDON". The Zeiss 50mm, 1/0.7 lens, with the Koll-
morgen adaptor, is mounted on the non-reflexed Mitchell BNC camera utilized to shoot the

film's candlelight sequences.

used an extremely fine thread for the
focusing barrel and this resulted in a
scale which required two complete
revolutions to go from infinity down to
approximately 5 feet. We had to stop at
5 feet or it would have taken several
more revolutions to bring it to the near
focus point. Kubrick agreed that this
was as close a focus as he would re-
quire, and that stopping at two revo-
lutions would make the scale less am-
biguous,

Remembering that this lens was ta
be used on a non-reflexed BNC and,
further, that the rear element of the lens
came within 4mm of the film plane, an
additional problem was that the camera
could not be racked over to the viewing

To protect the rear element of the Zeiss s0mm, 1/0.7 lens (which was within
plane), a special safety interlock swilch was desi
nine revolutions out before the micro-switch wo

over.

Lo Lt B
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position if the lens were in its normal
filming position. Accordingly, we de-
signed a safety interlock switch so that
the lens had to be rotated a full nine
revolutions out before the micro switch
would trip, permitting the camera to be
racked over. In this manner we pro-
tected the rear element of the lens from
being inadvertently smashed if the
operator attempted to rack over before
the lens was moved forward suffi-
ciently.

The lens and camera were sent to
Kubrick who film-tested it and report-
ed that the results were fantastic. He
found, however, that he did have to re-
calibrate our scale, apparently be-
Continued on Page 318

d4mm of the film
gned so that the lens had to be rotated a full
uld trip, permitting the camera to be racked




TWO SPECIAL LENSES
Continued from Page 277

cause of some slight shift in camera
position during shipment. We subse-
quently determined that it was neces-
sary for us to tighten up the dovetail
gibs upon which the camera racks back
and forth to the point where racking
over became fairly stiff, since the flange
focal depth of the lens was SO ex-
tremely critical.

At this point Kubrick complained that
the single 50mm focal length was too
limiting and that what he reguired was a
wider-angle lens of the same speed. He
began thinking in terms of various ana-
morphosing schemes or other optical
tricks to widen the angle of the lens we
had. | told him that before doing any-
thing as mind-boggling as this | would
check with some of the optical experts |
knew to see if there were a simpler way.
As luck would have it, Dr. Richard
Vetter of Todd-A-O, a man whose opti-
cal expertise I've always held in high
esteem, suggested to me that the re-
sult | was trying to achieve could
probably be accomplished by using a
projection lens adapter, designed by
the Kollmorgen Corporation, which was
originally intended to modify the focal
length of 70mm projection lenses in
theatres so that the image format could
exactly match the size of the screen.

We purchased one of these
adapters, mounted it to the front of the
lens, and after some optical and
mechanical manipulation we were
pleased to see that the effective focal
length of our composite lens system
was 36.5mm. The aperture of the new
36.5rmm lens remained at £/0.7 and its
effective aperture was reduced only
slightly by the minor light absorption in

(LEFT) Specially machined aperture plate to accommoda
position in the specially machined camera body housing, both designed to acc
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The Zeiss 50mm and 36.5mm, 1/0.7 lenses used to film candlelight sequences for “BARRY
LYNDON" without the addition of artificial light were originally still-camera lenses devel-
oped for use by NASA in the Apollo Moon-landing program, and modified by Cinema Prod-
ucts Corp. The 50mm lens, shown here in focusing mount, had to have the adjustable shutter
blade, necessary for still photography, removed for filming.

the two front elements. We sent this
lens on to Kubrick and, again, he was
ecstatic with the results. However,
being the demanding technical genius
that he is, Stanley Kubrick urged us to
go further and see if we could come up
with a still wider angle lens. Again |
turned to Dr. Vetter, and this time he
provided me with a “Dimension 150"
lens adapter which, when mounted to
the front of still another Zeiss 50mm
prime lens, gave us an effective focal
length of 24mm. However, at this point
our improvisational engineering tech-
niques began to catch up with us and
Kubrick determined that the lens gave
a bit too much distortion, so that he
would not wish to intercut photog-
raphy from this lens with photography

from the other two.

As a technician and not a creative ar-
tist, | asked Kubrick the obvious ques-
tion: Why were we going to all this
trouble when the scene could be easily
photographed with the high-quality
super-speed lenses available today
(such as those manufactured by Canon
and Zeiss) with the addition of some fill
light. He replied that he was not doing
this just as a gimmick, but because he
wanted to preserve the natural patina
and feeling of these old castles at night
as they actually were. The addition of
any fill light would have added an arti-
ficiality to the scene that he did not
want. To achieve the amount of light he
actually needed in the candlelight
Continued on Page 336

te the Zeiss 50mm, 1/0.7 lens. (RIGHT) The specially machined aperture plate in
ommodate the modified super-fast lens. Kubrick refused to set-

tle for a standard high-speed lens and the addition of artificial light because he wanted to re-create the natural patina and mood of stately
houses illuminated solely by candlelight, as they were during the period of the film’s story.
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TWO SPECIAL LENSES
FOR “BARRY LYNDON"
Continued from Page 318

scenes, and in order to make the whole
movie balance out properly, Kubrick
went ahead and push-developed the
entire film one stop — outdoor and in-
door scenes alike. | am sure that every-
one who has seen the results on the
screen must agree that Kubrick has
succeeded in ar.:hiewing some of the
most unique and beautiful imagery in
the cinematic art.

On "A CLOCKWORK ORANGE",
Kubrick had made effective use of a 20-
to-1 zoom lens that he had rented from
Samuelson Film Service in London.
The closing scene of the movie, with a
long slow pull-back from the hero of the
story as he walks along the river, is a
prime example of its application.

Kubrick likes to own all of his own
equipment even to the extent of build-
ing his own very modest location ve-
hicle. This may be partly an ego trip,
but | think it is mainly due to the facit
that he is meticulous about the care
and maintenance of his equipment and
is, therefore, very uncomfortable with
equipment that someone else has
used. In any event, for whatever
reason, Kubrick insisted that | build him
a 20-to-1 zoom lens for "BARRY LYN-
DON". What followed was a series of
phone calls, telexes, and letters
between Kubrick and myself and be-
tween me and the Angenieux Cor-
poration, who were, in fact, the
suppliers of the basic zoom com-
ponents for all of these 20-to-1 zoom
lenses. Through it all, Kubrick dis-
played the kind of technical knowl-
edge and skill, rare in modern film-
makers, that enabled him to define the
problem precisely and specify what
had to be done to achieve the lens he
wanted.

We went ahead with his program and
were just able to put together a work-
ing prototype, still not properly finished
or calibrated, so, that Kubrick would
have it in time for the filming. Again he
was delighted with the results, as seen
in 2a number of exterior sequences in
the film. We subsequently completed
the design of this lens — the Cine-Pro
T9 24-480mm zoom lens — and have
built and sold several of these lenses.
(And now that Kubrick has finished
shooting the picture, we have finally
completed the construction of his
prototype lens.)

My relationship with Stanley Ku-
brick has been one of the most
unusual, yet intellectually stimulating,
that | have ever known. We have spent
countless hours in telephone conver-
sations, and written literally hundreds
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of letters and telexes back and forth.
Yet | have never met the man! | felt sure
| would while in London attending the
Film '73 exhibition with my wife, Lou.
We were escorted to his combination
home-and-office by his executive
producer, Jan Harlan, But when we ar-
rived, Kubrick was out scouting
locations for “BARRY LYNDON" and
expressed his regrets at not having
been there to meet us. We were, how-
ever, very graciously entertained by his
lovely wife Christina, who is an accom-
plished and recognized artist in her
own right.

This minor frustration aside, it has
been an exciting and stimulating
experience working with a man of Ku-
brick's consummate sKills and talents
on his recent film projects. He cur-
rently has me investigating another
camera/optical scheme he has in mind
which | think | should keep confidential
until he has had a chance to use it.
Undoubtedly, it will be used on his next
film project (a project which | look for-
ward to with a mixture of trepidation
and excitement).

Our company motto is: “Technology
in the Service of Creativity.” | cannot
think of a more fitting example of our
motto at work than the modest role my
company and | played in the making of
“BARRY LYNDON". [ ]
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MAKING IT LOOK EASY ...
Continued from Page 327

At one point the spinning card, when
at 90 degrees to the camera, reflected
the bright light from the slide projector
directly into the lens. Dulling spray and
shooting slightly off axis to the reflec-
tion helped solve this minor problem.

FPopping the card into the medicine
bottle at the end of the commercial was
not too difficult either. Still shooting in
reverse, the half bottle was placed in
front of the still card and camera moves
were made to allow for the logo place-
ment. The camera was locked down
after each take, the bottle removed,
and the camera rolled again while the
card motor was activated. A simple dis-
solve in the AB rolls made the bottle
fade on over the card.

Lastly, we shot thirty seconds of blue
unseamed paper to use as a back-
ground for the whole commercial.

To think this all could have been
done in computer animation technique
if we had had the budget to work with!

We had come a long way on this
commercial. We had created a device,
molded it to our needs, and solved an
interesting photographic challenge. A
beautiful commercial resulted, and
best of all, we made it look easy. m
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