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TIPS FOR PROPER [FILM HANDI

By Sean Lohan

Cinema Operations Manager
U.S., Canada and LAR
Professional Motion Imaging
Eastman Kodak Company
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tails up (some people prefer saying
heads out or tails out). It is highly rec-
ommended not to trust the leader,
which might easily have been spliced
incorrectly by the lab or projection
booth personnel in another theatre.
Transferring the film from the build-
up table to the platter is where most
errors will occur. Many projectionists
build directly from the reel to the plat-
ter. We recommend inspecting the
print at the workbench prior to loading
on the platter. Either way, the major
culprit is loading the film too fast. Load
the film at 50 percent of the table’s
speed, with the film being guided gen-
tly between your thumb and your fore-
finger. This enables you to feel the lab

splices or any torn sprockets. Always

When threading the film through
rollers there is a key element that must
be observed—rollers are meant to roll.
If the roller does not roll, the interior
will flatten out causing the film to rub
over the surface creating scratches. Film
should move freely through the roller
with just the sprocket edges in contact
with the roller surfaces. If the film is
improperly threaded, it can wriggle free
and the edge of the roller can damage
the film. Chances are no one will
notice the damage has been done until
the film is projected for an audience,
and there is an ugly scratch etched into
the film.

This sounds obvious. But it is
important to read the manuals that
come with the projection equipment.
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ensure that the film is not bumping or
rubbing against the placcer while being
loaded. There have been many occa-
sions where a print is accidentally
scratched prior to being shown due to
misalignment at the build-up table.

Marking reel changes. Amazingly

NS usEL AN
hite shof polish t4 mark

shok

ﬁlm damagc. There are many types of
splicing tape on the market that show
the reel change with litde difficulty.
Storing of the heads and tails from
the specific reels is always an interesting
topic. Depending on the number of
prints being built up or torn down,
there can be many loose heads and tail
sections in the booth if they are not
properly labeled. The procedure is very
simple, spool the head or tail leader,
mark it appropriately, “H” for heads or
“T” for tails, and store in the proper
film can. Leaving these on the workta-
bles or platters to store later is the main

reason that mix-ups OCCUr.

These manuals explain things such as
why and how tension should be
checked on belts, how the gates and
rollers should be frequently cleaned
and wiped down, etc.

The final check prior to showing
this film to your patrons is to pre-

gcreen the film. If time permits, this is
Ehe best way to ensure that your
Batrons are getting the stellar presenta-
Fion they deserve.

Lastly, it is important for managers
o take the time to train new personnel
in proper procedures for film handling
and projector maintenance. Typically, it
will take a relatively inexperienced per-
son approximately one hour to build a
print. The more experienced personnel
can do the same in half the time.

The goal is to present films ro audi-
ences without a hitch or complaint.
With proper training and film han-
dling techniques this is an achievable
goal. If you would like additional infor-
mation about Kodak’s Projection g~
Booth Training program please contactO
me at 310-204-7149 or e-mail at slo-
han@kodak.com. B



heatre Service & Supply in
Chartsworth, Calif,, is
involved in nearly every
aspect of building theatres and screen-
ing rooms. The company, a product
reseller, works hand-in-hand with

owner-selected architects to provide
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with it once it’s removed, put it in stor-
age? Another factor is that most digital
projector manufacturers will probably
want their systems installed closer to
the screens. There might even be
advantages to that in new buildings,

but there are hidden costs if you are

contracting services—auditorium and
projection booth design, equipment
and furnishing—for major and smaller
circuits including Century Theatres
and The Movie Experience as well as
film labs, including Technicolor. The
company also builds private screening
rooms for Hollywood players such as
Jerry Zucker and Joel Silver.

We asked Bill Miller, who has
been in the industry since 1980 and
has been president of TS&S since
1993, to get out his crystal ball and
draw on his experience to predict or at
1east speculate about the future of the
cinema. “We are distributors for
Strong International and Christie, two
of the leading film projection compa-
nies,” he says. “Christie has acquired
Electrohome, which gives them an
entry into the digital projection arena.
I have enough confidence in these
companies to say that if they enter the
digital projection field, I'd trust them
and include their equipment as an
option in booths we design. My issues
with digital projection are all of the
other concerns in and around how that
system will play.”

Miller, who has overseen the
equipping of many hundreds of booths
in the past year alone adds, “Just to
remove and replace film projectors
would be a very tricky and costly ven-
ture. If you have a 5-foot high by 6-

£ foot deep by 30-inch wide projector
L system weighing 765 pounds, I'd like

to see how fast you're going to pull it
out of a booth. And what do you do
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planning to replace film projectors that
are currently in theatres.”

Miller believes electronic projec-
tion will not be embraced until there
are agreements about who will pay and
also about standards. He says that
many exhibitors are still unhappy
about incompatible brands of digital
audio, and they are unlikely to
embrace digital projection technolo-
gies before there is a guarantee there
will be only one standard.

“Electronic cinema proponents,”
he says, “are talking about replacing
one of the few universal standards we
have, namely 35 mm film at 24 fps.
That won't be an easy thing to do. At
seminars we've gone to weve had
about 20 questions for every one
that’s answered.”

Many of these questions, Miller
explains, have to do with maintenance
“I don't

know how many people understand

of digital projection systems.

these systems may be harder to main-
tain than a 35 mm projector,” he says.
“I've heard the electronic cinema com-
panies say that these are maintenance
free. We have found tchat not to be
true. We have installed high-end digi-
tal projection systems alongside
35 mm projection systems in Some pri-
vate screening rooms, and we find
there’s a lot of fine-tuning and refocus-
ing that goes on before almost every
screening. It's a much more difficule
job to remove and replace light sources
in digital projectors. You really need an

industry-approved technician to do

Bill Miller

this work, which isn’tja requirement
for 35 mm projectorg”

Miller has also run

discussed phenomenon pf the current

nto the rarely

generation of electronic projection sys-
tems—the “dead cell.” {They literally
put dark holes, like small pinheads, in
the projected image,”
“Admittedly, the holes

says Miller.
yre small, but
they detract from the pr¢sentation and
nobody on the electronic cinema side
seems too concerned. We were taken
aback when we worked dn a producer’s
projection room with jone of these
manufacturers. Their mgnual refers to

an ‘allowable number ¢f dead cells’

They are just there and there’s nothing
you can do about them. That’s like say-
ing there’s a certain ‘allopvable amount
of film scratches” from the lab.”
Having stated his concerns,
Miller reiterates his belief that the
problems will be solved, and some day
digital projection will become a wide-
spread reality.
information  visit

For more

www.theatreservice.com. \S&

‘Sainh Sl s gann
When a villain seems dead, he never is. He will
always be allowed one, and sometimes two

resurrections.




eff Blake, president of worldwide

distribution  for  Columbia

Pictures Entertainment, began
fs career in 1974 as an assistant
booker at the Paramount Pictures
office in Chicago within two weeks of
his graduation from Northwestern
University. He worked in various
cities for that studio, always in distri-
bution. Blake was eventually brought

to Hollywood as general sales manag-

hear about accessible, so they can make
their own decisions. When we give
them that option more people go to see
more films more regularly. People want
to go to theatres that offer a comfort-
able and attractive environment. That
is very important. Our promotional
materials are effective because they tar-
get on a focused audience that has a

predictable buy

rate. Trailers are

er. He joined Columbia Pictures
Entertainment in 1992. During his
tenure at the studio, the industry has
undergone a global expansion that has
virtually re-defined the process of
motion picture distribution.

“When we strategize how we're
going to sell a film today, we are look-
ing at the world and not just the
United States,” he says.

Q: How has
changed the way films are distributed?

that thinking

A: You have to approach a release
with just as much skill in every country
you play in. The smart stars and pro-
ducers are plugged into the foreign
release schedules. They want to know
how their movie opened in Australia,
Germany and other markets. Adam
Sandler went on a promotional tour
throughout Europe for Big Daddy and
our international grosses for that film
were substanrially better than they
were on Waterboy, in part because he
worked so hard at it and also because
those markets are growing.

Q: From your perspective what
are the most important considerations
for exhibitors when they open screens
in new markets?

A: T believe it is important for
people to have choices. You've got to
have enough screens to play the full
menu of pictures that are in release.

The public wants all the films they
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very important as
are standees and
one sheets.

Q: Are trail-
ers a big influence
in getting people
into see particular
movies?

A: Many
people mention it
as the number one
reason they came to a movie. Trailers
are right up there with television spots,
which are very expensive to place.
Trailers are a great form of targeted
marketing. Distributors are very com-
petitive today about the quality of
trailers they produce and their place-
ment. Frankly, the treatment of our
trailers is an important point of our
negotiations with exhibitors. Smart
exhibitors also understand that trailers
are a very important marketing tool for
them, too.

Q: Does a title have to be a hit in
the United States in order to succeed in
the rest of the world?

A: It’s a strong indicator, but there
are films that play better around the
world than they do in the United
States. The Devils Own with Brad Picc
and Harrison Ford is a good example.
It depends on the film. Chances are
that a film about baseball will play bet-
ter in the United States than it will in

Europe. Occasionally a film is a phe-

nomenon in one country and nowhere
elsq. I was in Germany recently where
Wepner was a huge hit. [ believe it was
the sixth sequel. It was getting as much
prdss and word of mouth as The
Phyntom Menace, though I think the
oddls against that happening are getting

longer.
Q: If you were “Czar of
Hdilywood” what would you change?
: A: I think

there needs to be
more room for
movies that aren’t
intended to gross
$100 million at the
box office that play
to niche audiences.
Today, the trend is
toward producing
either low budget

films that are very

ple of what I am ralking about. It
good film that has intrigue, excite-
meht and very good performances, but
it didn’t have the mass appeal to make
$100 million. I think you need good
filrhs like that on your release schedule
if you are going to build bigger audi-
endes over time.

Q: Are you a2 movie fan yourself?
A: Absolutely. In fact, the most
sudcessful people I know in this busi-

ness are enthusiastic fans. They all
fouynd ways to play a role in this busi-
ness because they love movies. I think
it i§ important to love movies. I see so
mahy films, but I never get tired of it.
I'lljbe at a screening sometimes, and Tl
temporarily forget that its my job. I

am just a regular moviegoer enjoying



the film and temporarily suspending real-

ity like everyone else.

(\, Q: Are you optimistic about the
future of the film business?

A: T am. There are really great films
being made. I've been very proud of so
much of what this company has pro-
duced during recent years. For example,
in a one year span, we released Jerry
Maguire, Men in Black, My Best Friends
Wedding, Air Force One and we finished
the year with As Good as it Gess. That was
an incredible run of successful films that
were also good. I think James Brooks wi
be recognized the way a Billy Wilder is—
as one of the greats. One thing we rarely
seem to do is appreciate the history being
made. We are making and releasing films
today that will be considered classics 20,
30 and SO years from now. In general,
were doing a better job of preserving our
assets and storing films properly. I believe

100 years from now people will enjoy

O

red Goodall has been named

director of Kodak’s Cinema

Operations Group in Canada.
Goodall is the former national sales
and marketing manager for Kodak
Professional Motion Imaging in
Canada. He is based in Toronto.

“We have thriving cinema mar-
kets. Toronto, Montreal and
Vancouver are comparable to similar-
sized cities in the United States in
terms of the numbers and quality of
screens,” he says. “After spending most
of my career working with filmmabkers,
including cinematographers, producers
and distributors, [ am very enthusiastic
about having this opportunity to work
directly with exhibitors. We only have
Q one purpose in Cinema Operations

7 and that is to work with exhibitors to
enhance presentation quality. 1 know

how important that is to our customers
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films like As Good as it Gets or My Best
Friend’s Wedding and they will still be
assets for the studio.
Q: What is the most important les-
son you have learned, so far?

A: These past 25 years have been a

great ride.

important

Big Daddy

They really have. The most

Jesson I've learned during that

time is to Heep looking forward. The best

years are stjll ahead of us. I am very excit-
ed about the future of this industry.”ﬁg\

who create films. They are very sup-
portive of this program.”

Goodall says that his initial focus
will be on certifying theatres for the
Kodak ScreenCheck Experience as well
as implementing training programs for
projectionists.

“I look at this as a great opportu-
nity to open lines of communications
directly with exhibitors, so we can

learn more about how they feel we can

help them,” Goodall says.

Goodall has been with Kodak
since graduating in 1966 from Ryerson
Polytechnic University. He notes that
Ryerson was one of the first schools in
Canada with a full-fledged film studies
program.

“The box office in Canada is very
strong,” he says. “The number of
screens is constantly expanding with a

tremendous emphasis on themed ven-

Fred Goodall
ues and complexes that are designed

to enhance the movie-going experi-
ence. The growth in the number of
screens is phenomenal. Canadian audi-

ences are drawn to state-of-the-art ven-

Whenever anyone is chased to a staircase,

she/he will run upstairs rather than down.




Senior Technical Specialist

shadow detail. These contrast killers

need to be c'nnquered

Worldwide Technical Services
Eastman Kodak Company
E-mail: jppytlak@kodak.com

he lone spacecraft travels
through the inky blackness of
space. Pinpoints of starlight
guide its way to the distant galaxies. A
persistent red glow illuminates the
lower right of the screen, following its
prey through the dark void. Is it the
light reflected from an enemy ship? s
it the thruster of a proton torpedo? Or
is it the glow of a hideous alien crea-
ture?  Worse...it is the theatre’s
unshielded exit sign.
Details are Lurking in the Shadows
The ambush is set. The line of
troops crossing the sunlit meadow can’t
see into the shadows of the dark woods
where the enemy quietly waits.
Unfortunately, neither can the audi-
ence, as the light reflected from the
white ceiling of the theatre washes out
all the detail in the dark foreground.
The effect is certainly not what the
cinematographer or director intended.
Congquering Contrast Killers
Scenes like those above play out in
far too many theatres. Stray light,
unwanted reflections, lens flare and
dirty port glass all conspire to kill con-
trast. Modern color print film stocks
like Kodak Vision premier color print
film have a density range of more than
4.0, giving filmmakers an unprece-
dented palet@PPREW]
range of mofe
their stories. §

atres fall shot

SMPTE Standard . otray hght
and low screen contrast cause smoky
blacks, desaturated colors, and lack of
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Contrast Killer 1:
Auditorium Lighting

The first step in conquering con-
trast killers is to simply look at the
“dark” screen. Exit signs, aisle lighting,
ceiling lights, wall lighting, and booth
lights should be set to normal show
levels. The projector lamp should be
on, but the dowser closed. After tak-
ing about five minutes to let your eyes
get used to the low light level in the
auditorium, look at the screen. Is it
truly “black™ If not, getona steplad-
der or use a long pole to cast a shadow
on the screen to identify the source of
stray light.

Exit signs are a necessary source of
light that must sometimes be located
near the screen. Their brightness and
color are strictly regulated by fire code.
Their purpose is to guide patrons to
the exits in case of emergency. But
nothing says they need to shine ON
the screen. Usually, only a simple
shield is needed to keep their light
from hitting the screen, without com-
promising their function of clearly
identifying the exits. The newer light
emitting diode (LED) exit signs offer
the possibility of more directionality to
the light, with less stray light on the
screen.

Aisle and step lights need to be
bright enough to safely guide theatre
patrons to and from their seats in a

darkened theatre he DO NOT

‘S!!’..II’J‘!-JIEL,:-,‘

a drstractron in the darkened theatre
Many theatres use a low level of

ceiling illuminarion during the show

for the safety |and security of their
patrons.  Carg should be taken to
shield the screep from direct illumina-
tion from tHese overhead lights.
Decorative lighting that doesn't con-
tribute to safefy should not be used
during the shoy.

Don’t forgét other sources of stray
light that may shine on the screen,
including thos¢ that aren’t constant.
Does light fron] the lobby shine on the
screen every tithe someone walks into
the theatre dufing a show? If this
design flaw wag missed when the the-
atre was built,| correct it now. Can
work lights in I:e booth ever shine on
the screen? Mdke sure they dont. Are
kids with lasef pointers a problem?
Enforce a striq policy banning laser

pointers, and | reward patrons that

report perpetrators.
Contrast Killer 2: Reflected Light
The second step in eliminating
sources of stray light is to show a film on
the screen and look for re-reflection
from the ceiling, walls and furnishings of
the auditorium. One good film to use
for this test is a loop of the SMPTE 35-
PA (RP 40) Projector Alignment film,

since it has about equal areas of light and &

dark spread throughout the image. Ora
loop made from a bright scene of an old

trailer can be shown. To protect the pro-
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jector lens from heat damage for this
test, don’t project light without film run-
ning through the projector.

With the image being projected
on the screen, cast a large shadow on
the screen using a lightweight panel of
plywood or cardboard about the size of
a “one-sheet” (27 X 40 inches, or 70 X
Cast the shadow

from a distance of about 10 feet (3

100 centimeters).

meters) away fro

ing an assistant

observe whether tf ; hadow of
is truly black on e

“shadow within

point to the lig

projected light bac on 0 themse v.

Contrast Killer 3: Lens Flare
The projector lens itself can be a
Modern

projection lenses feature efficient

significant contrast killer.

multi-layer anti-reflection coatings on
each glass element, and careful design
They

also eliminate old-fashioned cemented

to absorb internal reflections.

elements thar separated, crazed or yel-
lowed with age and the intense heat of
the projector’s light. “Hand-me-down”
used lenses are false economy, as they
severely compromise the quality of the
projected image. Lenses over 15 years
old are better used as paperweights or
museum pieces, as they rarely match
the resolution, field flatness, and con-
trast of modern lenses.

Fven modern lenses can be con-
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trast killers. Improper cleaning can
scratch or damage the surfaces of the
glass, or introduce moisture into the
lens. Loose dust should be carefully
brushed away with a soft camels-hair
lens brush. Cleaning should never be
done with a dry cloth or tissue that can
scratch the lens surface. Liquid lens
cleaner should be used with great care
not to get moisture into the lens. Look
down the barrel of the lens as it is pro-
jecting an image—it should be scratch-
free, without any significant haze. The
lens should be sent for cleaning and
evaluation if there is significant internal
haze, scratched elements, loose ele-
ments, or any other defect.
Contrast Killer 4:
Lamphouse Misalignment

An often-overlooked contrast
killer is lamphouse misalignment. If
the lamphouse is not perfectly aligned
with the projector, or is set to the
wrong distance from the film plane,
the light may enter the lens at an angle,
or overfill the entrance pupil of the
lens. This misdirected light can
“bounce around” within the lens,
greatly reducing contrast.
Misalignment of the lamphouse also
greatly reduces the efficiency of getting
light on the screen, compromising
screen luminance. If in doubt, have
the alignment checked by your service
engineer using an alignment jig or laser
beam.

Contrast Killer 5: Poor Ports

The projection port is just as
important as the lens in delivering
high-quality images. Plain window
glass should not be used. Only optical
quality glass with anti-reflection coat-
ings should be used. Port glass should
never be installed perpendicular to the
projection beam, to avoid reflecting
light back into the projector lens.
Likewise, if two panes of port glass are
needed for sound isolation, care should

be taken to avoid internal re-reflection.

Soundproof, angled port glass frames
are available from several vendors. Port
glass should be absolutely clean and
scratch-free.  As with the projection
lenses, loose dust should be gently
brushed away with a camels-hair lens
brush, and liquid lens cleaner and lens
tissue used for cleaning any haze.
Ideally, the projected image should be
almost invisible on the port glass, with
no detectable scratches or haze.
Contrast Killer 6:
Low Screen Luminance

Low screen luminance is a major
contrast killer. Since theatre screen
contrast is the ratio between the
“whitest white” and “blackest black”
that can be shown on the screen, low
screen  luminance  significantly
degrades the range of brightness that
SMPTE Standard

196M specifies an aim of 16 footlam-

can be shown.

berts screen luminance, with an
allowed range of 12 to 22 footlamberts
for theatres. In no case should any part
of the screen (even art the edges) be less
than 10 footlamberts. Unfortunately,
many theatres do not meet this impor-
tant standard. Movies in these sub-
standard theatres have dull highlights,
desaturated colors, and very poor shad-
ow detail. Theatres with low screen
luminance are cheating both filmmak-
ers and audiences by failing to provide
proper projection.
Conclusion

Hopefully, this article helped
identify factors in your theatre that will
improve screen contrast, to deliver the
sharp, vibrant images that only film is
capable of delivering today. By show-
ing the full contrast range available on
today’s films, you can assure that the
filmmakers’ vision and artistry is put
on your screen in its entire visual
splendor. So, go conquer those con-
trast killers now.

As always, your questions and

comments are welcome.

FI LM NOTES



market until the audience finds them.

ayne Lewellen has been
pres;dent of distributies
he Paramount

Pictures Motlon Plcture Group since
1986. Previously, he had been execu-
tive vice president, general sales man-
ager. Lewellen began his career in
Dallas, booking cartoons for Warner
Bros. while he was still a student study-
ing engineering at the University of
Texas. Several years later he went to
work as a sales manager for Columbia
Pictures. Lewellen joined Paramount
in 1973 as the branch manager in the
studio’s Dallas-Oklahoma office.

“I’ve been a movie fan as far back
“When I

realized this job allowed me to see as

as I can remember, “ he says.
many great films as I wanted, I knew |
had a dream career.”

Q: Wayne, you said you became
a movie fan when you were a child.
Do you think the industry is doing a
good job of appealing to young peo-
ple today?

A: I remember going to Saturday
matinees, where they would show us
10 cartoons and a G-rated film.
That's when [ became a lifelong fan.
You can’t compete with cartoons in
cinemas today, because they are so
available on Saturday morning televi-
sion, but some chains do a very good
job featuring morning matinees for
kids. We need to appeal to audiences
of all ages.

Titanic is a good example of a
film that appealed to people of all
ages. | think ;
things abaut
megaplexes. '1;

Q Ca
thought? |

A: One of

they are doing is creating additional

shelf space so good films can stay in the
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What happens is thar three or four
good films will come out.at the same
time. Before multiplexes, by the time
the audience saw the first two films,
the third and fourth ones were gone.
With the multiplexes, those films stay
can on the screen longer, so the audi-
ence sees them on the third or fourth
weekend. That’s one reason why trail-
ers are so important. You have a captive
audience of movie fans, and you can
show them a trailer for a film they are
interested in that is playing on another
screen.

Q: There has been some talk
about increasing advertising in theatres
as a way of funding the installation of
digital projectors. What do you think
about that?

A: T am not a proponent of com-
mercials. I know that some chains run
them, and we have agreed to allow
slides to be presented between shows.
We understand the exhibitors’ need for
additional revenues. But, we believe
that trailers can be a much more
important source of revenue for the
exhibitor and distributor, because they
are a proven way of building audiences.
I think a lot of people also resent pay-
ing $6 or $8 for a ticket, and having w
sit through commercials promoting a
local pizza parlor or used car lot. We
are providing entertaining trailers that
add value to the main presentation.

Q: What are your thoughts about

competition from DV

cinema. Parr of it is the experience. A
lot of people don’t want to wait to see

a2 “hot” film. They want to see it and

talk about it. 1
exhibition is th
train consistin
markets. They
the success or
thearrical exhib)

Q: What

the state of the

industry?

A: T thin
have been mag
and we see th
There are manj
digital sound,
projection  ang
older cinemas.
is highly comp
exhibitor, you
from top to Y

struction all thé

Wayne Lewellen
believe that theatrical

e engine that pulls the
b of all the ancillary
hre generally driven by
ailure of a film in the
tion arena.

is your impression of

art of the exhibition

k impressive advances
e during recent years,
bse trends continuing.
' new multiplexes with
tadium seating, better

| amenities replacing

The exhibition business

titive, so if you are an
have to do a good job
btrom, from the con-

way through to opera-

tion of the thedtres.

Q: Both the numbers of screens

and box office

revenues are growing.

Do you see those trends continuing, or

will they level off?

A: 1 think

atively mature

North America is a rel-

industry, but there is

nearly unlimited growth potential in

the international marketplace. North

America has approximately five per-

cent of the world population, and it

delivers nearly

half of the revenue.



There is tremendous growth potential
in the international marketplace.

Q: Whar do you mean by “rela-
tively mature?”

A: The North American market
will grow 12 to 14 percent in 1999,
and that has been a consistent trend. I
believe that type of growth can contin-
ue as long we are providing good films
that people want to see, and exhibitors
provide a superior experience. That
isn’t as dramatic as the possibilities in
other countries, but, in general, I think
this is a very interesting and exciting
time to be in this business.

Q: Do you think the Internet

he Movie Experience, a family
owned circuit in southern and
central California, has signed

the Kodak ScreenCheck

Experience program. All screens oper-

on for
ated by the circuit will be certified by
Kodak. Also known as SoCal Cinemas,
and previously as Sanborn Theatres,
the circuit has been in the Sanborn
family for 81 years, since
Bruce Sanborn’s grandfa-
ther switched from produc-
tion to exhibition and
opened his first theatre in
Los Angeles in 1918.
“I thought
ScreenCheck

was a great idea as soon as |

the
Experience
heard about it,” says_cur-

rent  President  Bruce
Sanborn. “A lot of things
that go into presentation
What

artracted us to the program

are very subtle.
was that we believe our

presentation is of a very high quality to
begin with. This provides a fantastic

way to market that high qualiry.”
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will become a more important mar-
keting tool?
A: The film everyone points tqjs

deciding where we want to distribute

es. We have people who visit

the Blair Witch Project. But, 1 thimk
that was a phenomenon. You ar

going to catch lightning in a bofde

cinfnas and check every aspect of
thegf operations.

(): What is your impression of the
digpl projection demonstrations?

every year. The Internet is a tool For

marketing, like a lot of other tools that

: I think this technology will

gvgive and eventually it will become a

we have. What it really comes dowrgfo

factgr. Personally, I don’t think what I

is your ability to produce high qu
films, with talented actors, tellffg
entertaining stories and showing th
in good environments.

Q: How important is the theatre
environment to you?

A: It's an important factor in

Sanborn explains that the name
“Movie Experience” came about in the
mid-1980s “to go along with our

ard-winning customer service ideas.
Ke also wanted to convey the idea that
ou the movie-goer will not just
dbserve the movie but rather you will

el like you're 7 the movie. The con-

struction and design of our all our the-

The Movie Experience theatre in San Luis Obispo

qtres since the mid eighties has had
that in mind in everything from the

shape of the theatre, to the type of

trave] seen, so far, is good enough to

rep
peaigle believe thar digital technology

e film on first class screens. Some

rovide an effective way to deal
with piracy. If that proves to be true, it

will become an important factor. %

screen, seat comfort and sightlines, to
proper masking, projector mainte-
nance, and overall atmosphere. Now
with the ScreenCheck Experience we
have another way of conveying that to
the movie audience.”

Sanborn believes that it is more
important than ever before for a theatre
to distinguish itself. “In the old days,”
he says, “the near-
est theatre playing
the same film was
20 miles
People

away.
presty
much had to go to
the closest theatre
if they wanted w0
see a particular

Today

MmOovie,

there are more
screens closer w
their homes.”

The

Experience’s overall

Movie

philosophy can be
summed up in Sanborn’s words, “It is

our responsibility to present the film
the way the filmmaker intended.” =Y

Fl1 L M NOTES



Titssnnansessid

PROFILE;

! F|LM N OTES
t

es Craven was directing

the climactic scene for
Music of the Heart at
Carnegle Hall. It was a night to
remember.
Mery!
Streep was
portraying
Roberta
Guaspari,
and some of
the world’s

greatest _liv-

movie about her life. Guaspari was ini-
tially skeptical, especially when
Weinstein told her that Craven, who
dreamed up the nightmarish Freddie
Krueger character for A Nightmare on
Elm Street, was his choice for director.

Craven and Weinstein quickly
earned her confidence with their
passion and their commitment to
telling her story on film the way it
actually happened.

Music of the Heart was produced and
distributed by Miramax Films in associa-

EN

scene on a street in Harlem when a
passerby unexpectedly dropped some
coins into an open violin case and
wished Streep luck. Some directors
would have shouted cut. Craven made
an intuitive decision thac the shot
m4de a great statement about the com-
miinity’s support for Guaspari.

“One of the things which makes
this story so appealing is that it gives
pepple hope that things can get better,”
Mhddelena says. “It is amazing to see
how the kids in Roberta’s class have

ing violin-

ists, includ-

Wes Craven
ing Isajc Stern and ltzhak Perlman,
gave virtuoso performances. Some
2,000 dxtras filled every scat in the
108-year-old concert hall, and more
than hhlf of the 150 acrors were
Guaspati’s former students.

“It{was a 20-hour day. We shot

]

untii B am.,” Craven recalls.
“Everyane was tired, but the [FFgrFS
silent agd all of us fell underfthe spell
of the |beautiful music. There was
something about the place §
could feel its spirit every m
were there. At one point, 1 EHW Toa80
nudge Iizhak and point to Meryl while
she was| playing the violin. They were
astonisHed. She learned to play the vio-
lin for this film.”

Msic of the Heart is a faithful re-
creatior] of reality based on the life of
Guaspafi, a music teacher who has
taught Jundreds of students at an East
Harlem| school to create beautiful
music. When the funding for her class

was elinhinated after 10 years, Guaspari

rallied srlpport to save the program.
The movie was inspired by a 1996
documentary called Small Wonders.
Miramax Films' Harvey Weinstein met
Guaspari at a luncheon where the doc-
umentary was nominated for an Oscar.

He told her he wanted to produce a

tion with Craven/Maddelena Films.
Marianne Maddelena was the producer.
Its a milestone film for Craven
whose previous credits consisted solely
of fright films, including such classics as
The People Under the Stairs and Scream.
Craven earned a master’s degree
from Johns Hopkins University with a
dual major in writing and

col-

with students in a film
club,” Craven recalls.
“He told me to stop play-
ing around and to concentrate on
earning a Ph.D. or I'd never advance
in my career.”

It was a turning point for Craven
who decided to become a filmmaker.
In 1972, he wrote, edited and directed
Last House on the Left on a modest
$87,000 budget. His breakthrough
film was Nightmare on Elm Street,
which he wrote and directed in 1984.

Most of Music of the Heart was
produced at practical locations, includ-
ing four weeks in one classroom at a
school in East Harlem.

One day, Craven was directing a

flouurished, and how the commumnity
came to her aid when she needed help.
I Believe people will go home feeling
gopd after seeing this film.”

Craven adds, “I believe it will help
pepple understand why it is important
fod music to be in our schools.”

We asked Craven if he’s optimistic

Music of the Heart

but the future of the cinema.
“Half of what kids do on the

Infernet is look up and exchange infor-

tion about movies,” he says. “I

nk the cinema has a great future.
Il also see films on computer
scleens, on DVDs and other new
mddia, but there is still something spe-
cidl about the experience of watching a
fil

pepple. The cinema has proven to be

on a big screen with a group of

enbrmously resilient for more than 100
years. I think film is one of our princi-

pal forms of artistic expression.” %
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s a litde surprising that under

today’s pressures of putting togeth-

er the right (and profitable) mix of
concession, comfort and capability
some theatre builders fail to focus ade-
quately on the all important element-
the screen, says Joe Ward, Harkness
Hall’s Vice President, sales. “After all,
relative to other fixtures, fittings and
equipment, the screen can be consid-
ered a low ticket item, but in reality
ranks as one of a theatre’s most valu-
able assets.”

Since 1929, Harkness (Screens)
has pioneered picture perfection
because, as Ward adds, “People go to
the PICTURES and pictures are all
about screens.” The company’s earliest
screens, developed by founder Tom
Harkness, were cloth surfaces
stretched onto wooden
frames, and in their day
quite revolutionary. Later
using new substrate mate-
rials, such as polyvinyl
chloride and a unique
coating method, the
developrrent-et-inad
standard products: Martt
White Plus, Perlux ® and
Spectral 2000® became
not only possible, but a reality. Now
some 70 years later, Harkness Hall
(the Hall Stage live theatrical equip-
ment company was acquired 20 years
ago) offers a range of screen surfaces,
frames and masking systems for every
type of projection method, format
and auditorium.

Tom Harkness' legacy, now in the
capable hands of Managing Director
Andrew Robinson, continues to
expand. Two plants, one near
London, England and the other in
Virginia, employ 150 people dedicat-
ed to the production and global sup-

ply of screen surfaces {over 2.5 mil-
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y
lion square feet this year alone),
frarq es and masking systems, as well
as stage equipment for live theatre.
“Thar’s our pedigree,” remarks
Wargl. “It’s quite simply a question of
comparisons—how can we help exhibitors
sharpen their competitive image?”
“The screen,” says Ward, “is part
of the optical train. Installing the
progler type of screen makes a serious
diffdrence in the projected image.” A
majér factor in screen selection is
‘gairf, which is a measure of the light
reflected back from the surface.
Harkness Hall’s surface line Mart
White Plus has a gain of 1, Perlux®
1.8 nd Spectral 2000® 2.4. Perlux is
condidered a high-gain screen and

arguhbly the world’s most popular

gain|screen. Spectral 2000® is an

extr¢mely high gain screen, predomi-
nately for 3D applications.

“A surprising number of people

think more gain is automatically bet-
ter,”|says Ward. However, that is not
alwdys the case because higher gain

scregns have narrow viewing angles.

(This is the angle off the projector axis
where the audience has the best pic-
ture. Qurside the optimum angle pic-
ture quality drops.) Matt White has
excellent viewing angle, while Perlux®
is narrower. The projection system
designer must decide which surface is
best given the seating layout, screen

width, projection distance, available

A

lenses and, of course, budget.

The very high-gained Spectral
2000® (2.4 gain) is “silvered” to help
polarize the two simultaneous images
used for the 3D effect. A “silvered

screen” refers to its color, which today

occurs because of the aluminum used
in the coating material.

For years, screens have incorpo-
rated many small (0.047” diameter)
perforations, which make up around
five percent of the screen’s surface.
“The current pattern,” says Ward,
“was developed in the 1950’ to
improve audio quality.” At that time,
audio and screen technology suggest-
ed a level of acoustic transparency
that today’s technology does not.
Today audio can be shaped to fill che
room quite easily through speaker
selection and equalization, and screens
are lighter and more flexible.

“When Harkness Hall began
exploring electronic proiection,” Ward
said, “we found the perforation pat-
tern caused pixel interference in some

systems. Also our customers needed a

mesha e i pottern-TRare-suited 1o

locations where the audience is closer
than 15 feet.” The result is the MP

£ b (R W
Targe, WITICIT [TdS UOUT STdieT p

tions and more surface area.

“People frequently ask about the
qife’ of a screen,” said Ward. Harkness
Hall’s rule of thumb is replacement
after seven years, sooner in dirty or
Smoggy environments. “People are
quite amazed how much bertter the
picture appears after changing out the
old screen,” said Ward. Relative to
other costs to improve the picture,
screen replacement is minimal com-
pared to the result.

You can reach Joe Ward at
jward@harknesshall.com and sce more

information at www.harknessha”.com.%&
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nternet users can get an early look established by the SMPTE), audio qual-  suits and fashionable sunglasses. The /\:”
at the latest Kodak ScreenCheck ity andl various other factors. two men burst into the auditorium as
Experience trailer Men in White at “Very often we find that small and  though they're on a mission. The shouts

www.kodak.com/go/screencheck. ely inexpensive adjustments or of anger from the crowd are trans-
The trailer features a humorous formed into cheers of joy. The Men
Men in White theme. It is designed to in White emerge from the auditori-
inform moviegoers that screens in spe- um in a burst of brigh lights. Their
cific auditoriums have been certified by work is completed. They depart as
Kodak for an optimized picture and mysteriously as they arrived.
audio experience. The trailer was photographed
“We are shipping this trailer to by Allen Daviau, ASC (£ T:The
theatres that have been certified for the Extraterrestrial, The Color Purple,
ScreenCheck Experience,” says Kodak’s Empire of the Sun, Avalon, etc.), one
Bob Mayson, general manager, of Hollywood’s most acclaimed cine-
Cinema Operations, Professional matographers. Lohan notes thar
Motion Imaging. Daviaus artfully interpretive cine-
Kodak expects to certify some 500 matography is part of the message.
screens in the U.S. and parts of Europe projeqtionists, can result in dramatic “I took a personal interest in
this year. He explains that the imprdvements in the movie-going shooting this trailer, because this issue
ScreenCheck Experience is a joint ven- experience for audiences,” he says. “We  is so important to me and every other
ture with participating exhibitors. The believk the trailers and other promo-  filmmaker,” says Daviau. "I hope the
multi-faceted program is designed to tional| materials are important because audience recognizes the message
evaluate presentation qualiry in individ-  the pyblic recognizes and associates the  behind the trailer and comes to appre-
ual auditoriums, diagnose and resolve Kodal logo with image quality.” ciate why presentation quality is an )
any problems, educate the public and The Men in White trailer spoofs a  important part of the movie-going
inform them where they can see films motififrom the blockbuster hit, Men in  experience.”
on certified screens. Black {1t opens in a theatre lobby, where For more information on the
Sean Tohan, Cinema Uperanons TITCTT Pluycc TS }ldpp;i)’ L}dllljllg withr Kok Suttnk,rl/cui EXPC[iClILC, catt
manager, explains that the screen ceruifi-  carpegsweeper. From inside the theatre, 310-204-7143 or visit the website at
cation process consists of numerous. cri- he cad hear the sounds of booing and www/kodak.com/go/screencheck. ™
teria, including a clear line of view, yelling from the crowd, who is clearly
screen size relative to the number of unhagpy. Suddenly, two men stride
seats in the auditorium, the brightness through the doorway into the lobby.
of projccted images (using standards  Theyare clad in identical, dapper white
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