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KODAK SCREENCHECK PROGRAM WELCOMED

Sean Lohan

Director of Business Development
Theatrical Distribution
Professional Motion Imaging
Eastman Kodak Company

odak announced plans to inaugu-

rate a ScreenCheck Program in the

pring issue of Film Notes. Our

goal is to help exhibitors maximize the

presentation of movies on their screens and

to signify great presentations with a Kodak
seal of approval.

We recently showed some of the
industry’s top distributors an entertain-
ing trailer we have produced which is
designed to bring movie audiences into
the loop. It was received with applause

and cheers. In fact, the enthusiastic

responses from vendors, exhibitors, dis-

tributors and studios have exceeded our
best expecrations.

For those who have not yet heard
about ScreenCheck, here are the basic
facts: Kodak will certify motion picture
theaters with a seal of approval based on
their adherence to industry standards for
the level and evenness of illumination on
the screen. The brightness of the image
projected on the screen can make a major
impact on how the movie is perceived by
the audience.

We have two goals for ScreenCheck:
1) raise the expectations of the audience;
2) let the audience know which screens sat-
isfy their highest expectations for image
quality. We have assembled a team, which
will help exhibitors assess whether the image
quality on their screens satisfies industry
standards for projection. That team will also
assist exhibitors who want to diagnose and
resolve problems that get in the way of
putting great images on their screens.

The Kodak seal of approval will signi-
fy thart the audience can expect to see the

ﬁllﬂ [l"lC way 1t was meant to bC seen by

Cover photo: Kodak invests in the future
with a high-tech, roll coating machine for
manufacturing polyester base for motion
print fitm.
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its creators. That is a vital issue because

today’s filmmakers are pushing the arc of

visual story telling to the limit. The image
quality on the screen is essential if they
are going to see details in contrast and col-
ors that are integral to the emotional con-
tent of the story.

Our preliminary research informed us
that many theaters are not projecting
movies at the intended brightness and
that some are masking film differently
than the intended aspect ratio. As a for-
mer theater manager with AMC, [ know
that this is often not deliberate but the
result of a lack of sufficient information
to identify the problems or the resources

to correct them.

§ “The Kodak seal of

approval will signify that
the audience can expect

to see the film the way
it was meant to be seen
by its creators.”

Most exhibitors want to give their cus-
tomers the very best presentation possi-
ble. I think the enthusiasm with which
ScreenCheck has been received is an indi-
cator of this.

Moviegoers will complain about
chings that they know they can have a
direct impact on. They'll tell you the
movie is not loud enough or it’s too loud;
the auditorium is too cold or too hot; the
popeorn is too salty. But for years peo-
ple have watched poorly projected images
and didn’t think they could have a simi-
lar impact on tha.

Under-illumination, which can cause
a desaturation of color and a loss of
important picture information, was just
accepted. [ncorrect screen type and mask-
ing yields a picture that audiences can

identify as “not quite right” but in the

past, movie-goers acclimated themselves

to the problems rather chan demanding
solutions because they didn't quite under-
stand what was wrong.

When [ was a manager, the picture
was always good. If it wasn't. I'd hea
about it. Tt was assumed it would be good.
But people never said it was “too dark” or
the screen was “unevenly lit.” They just
knew something wasn't right. Sometimes
they just feel that the movie didn' live up
to their expectations.

Tha is why identifying screens thar sat-
isfy high standards for image quality can
make a significant impact on the public. It
will enhance the movie-going experience.

Audiences have shown they will
patronize screens that provide great
sound, including Dolby, DTS and
SDDS. Digital stereo sound and THX
have raised their audio expectations. We
believe the quality of the presentation of
images is even more important and
moviegoers will respond once they know
what to expect.

For more information, call Sean
Lohan at 213/468-4217 or e-mail:
slohan@kodak.com
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tan areas with minort - onvgraphics in

which the immediate rade zons has a
population of 200,000 or more with no
comparable cinemas.” savs Ken Lombard,
President, Magic Johnson Theaters.
“Weare, of course. looking to build
theaters in arcas where it makes sound
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ratng that the company rakes a carctul

look at the success of other businesses in

senture banween Maaic o Johnson
Development and Sony Rerail

Corporation (a division of Sony/Loews
['heaters). All theaters provide the
newest and finest in projection and
sound. The lobbies are designed to pro-
vide a comfortable environmenr and are
filled with amenities, including indoor
boxoftices, hot and cold food, lounge
areas and kiosks where patrons can access
someone from the management team at
any time or receive information on cur-
rent and upcoming films.

The theaters are well staffed to pro-
vide fast service at the large concession
stands, which offer a wide selection of
everything from such tradirional fare as
candy and sodas to coffee, curly fries,
pizza and buttalo wings. Chicken ten-
ders and popeorn shrimp are also avail-

able at some locations. There is com-

WELCOME TO HMAGIC THEATRES

prospective regions before committing
to investing in constructing new multi-
plexes. “There are areas in many cities
that meet our requirements, where recail-
ers have been reluctant to operate. There
has been a huge outery for more and bet-
rer movie screens in these regions and
Magic Johnson Theaters has heard ic.”

Magic Johnson Thedters is @ joinc

fortable seating, where patrons can relax

and enjoy their food and drinks while

watching huge video monitors showing

g

clips from current films as well as enter-

taining public service announcements.
All new buildings will have stadium

scating in every auditorium. and there

are plans to install stadium seating in

i addition to movie theaters, Magic Johnson Enterprises is toining
forces with many companies like Starbucks Coffee to bring products
and services to under-serviced areas

“We pride ourselves on customer ser-
vice,” Lombard says. “We want people
to feel that this is a good place to bring
their entire families.”

The theaters also provide many jobs
for what is often an under-employed
community. Each Magic Johnson
Theater complex provides approximately
100 much-needed jobs. We asked
Lombard how the theory works in
practice. Is it successful?

“Very much s0,” he responds. “Just
watch us grow. We won’t be satisfied
until there are Magic Johnsgn Theaters

throughout the country.” Ty

Things you wouldn’t know without the movies:

© ]t man will show no pain while taking the most
ferocious beating but will wince when a woman
tries to clean his wounds.

o Cars that crash will almost always burst

into flames.
 All bombs are fitted with electronic timing
devices with large red readouts so you know

existing cinemas.
&

- exactly when they're going to go off




ob Hummel characterizes him-
self as a born film buff. His first
industry  job  was  with
Technicolor Laboratories in 1979 as a liai-
son with cinematographers. Two years
later, he went to work for Doug
Trumbull’s company while it was pro-
ducing visual effects for Blade Runner.
Hummel moved on to Walt Disney
Studios, where he supervised visual effects
postproduction for 7ron. He recurned to
Technicolor in 1984, and began a four-
year stint as director of production ser-
vices for the film division as the primary
liaison between the lab and cinematogra-
phers, directors and editors.

In 1988, Hummel returned to Disney,
where he played a number of roles,
including director of postproduction, line
producer for DuckTales: The Movie, direc-
tor, production operations for the theme
park division, and vice president, anima-
tion technology. Hummel has spent the
past several years overseeing technology
for the DreamWorks SKG digital studio,
which will bring its first animated feature,
The Prince of Egypr, to the cinema later
this year.

Hummel is one of a select group of
around 100 associate members of the
American Society of Cinematographers.
Following are excerpts of a conversation:

Q: You have seen the industry go
through a tremendous evolution during
the past 20 years. Are you optimistic
about the future of the cinema?

A: At the Consumer Electronics Show
in Las Vegas, | saw a spectacular HDTV
display in a home theater environment.
The source was a Digital Video Disk
(DVD) player. The cost of that system is
currently out of reach for most people,
but in time that technology will becorie
more affordable. When thac happens, will
[ choose to warch movies at home instead
of taking my family to the cinema? It used

to be easier to answer that question. But
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we are a social species, and because of that
we will want to take our dartes and fami-
lies out of the house to movie theaters and
enjoy the experience seeing films on big
screens. That makes me optimistic.

Q: Are you being literal when vou say
big screens?

A: Absolutely. There is a good reason
why there is a defined trend toward build-
ing bigger cinemas with larger screens.
dont know if there are statistics, but there
are plenty of anecdotes. A couple of years
ago, Independence Day opened on five
screens in one multiplex in Dallas. Two
of them had 500 seats and big screens.
Those screens sold out virrually every per-
formance during the first two weeks. The
smaller screens had empty seats. You can
surmize that people waited in line to see

the film on a big screen. We are in an age

of sensory impact. 1 wanr movies ro fill

my field of view and put me right in the
middle of that domain.

Q: A couple of years ago you con-
ducted a film format seminar for the
Technology Council of the Motion
Picture-Television Industries. What was
the objective and outcome of that project?

A: We wanted to see if people per-
ceive a difference if you produce and pre-
sent the same scenes in different formats.
We had a top cinematographer shoot
interior and exterior scenes in different
formats, including 65 mm, anamorphic
35, Super 35 and 1.85. We leveled the
playing field by eliminating as many
variables as possible. There were four
screenings for around 2,000 people in
Los Angeles and London. All four audi-
ences preferred prints made from the 65
mm negative, with anamorphic second,
and Super 35 third. A number of people

have said that test inspired them to shoot

their next pictures in anamorphic for-
mat and that was rewarding,
Q: Do you believe the audience can

tell the difference?

A: THX proved thar a significant
number of moviegoers will eo out of their
way to see movies in houses where they
perceive the quality of sound is superior.
The same reasoning applics w Hnage
quality. We can make big improvements
with-small investments: Earlier in my
career | checked theaters all over the
United States for Disney before test or
premiere screenings. It wasn't unusual to
find that with just an hour or two of
maintenance, we could significantdy
improve the quality of the visual presen-
tation.

Q: What are your thoughts abour the
choice of formarts?

A: Around 20 to 30 years ago, the
popular perception was that wide-screen
formats were reserved for epic movies like
Star Wars and Lawrence of Arabia. That
was especially true if you produced movies
in 65 mm format. But from the begin-
ning, some films broke that paradigm,
such as The Hustler, The Graduate,
Accidental Tourist, Manhbattan and The
Paper Chase. Today, with the advances in
film technology and lenses, the decision
to produce movies in one of the wide-
screen formats should solely be a creative

choice by the filmmakers.

Q: Do vou think it really makesa dit— =

ference to the audience?
A: To get the right answer you need

CONTiIi~UED ON PAGE 5
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1o speak with grear cinematographers tike
Stephen Burum, ASCL John Bailev, ANC
Vilmos Zstgmond, ASC and Owen
Roizman, ASC to name just a tew, and
ask them why icis important for them to
get the higgcs[ and widest image on the
screen at the other end of that darkened
room. When they decide to produce a
movic in a wide-screen format, thev use
that extra space on the frame to help the
director pull the audience into the story.

Q: Can you give us some examples?

A: In 7he Graduate, close-ups of
Dustin Hottman's face are so tight thar
thev cut oft the top of his forchead and
the bottom of his chin. That isolates him
within this wider canvas o emphasize his
loneliness. Sileerado is an example ot a
Super 395 tim where dircctor Tas N
Kasdan and cinematographer John Bailey
used maximum depth of ficld o help the
audience feel the beauty and promise of
the old Western frontier. They wanred
everything in sharp focus. Whether the
audience realized it or not, what was hap-
pening behind the characters was impor-
tant sub-text. When the same creative
team collaborated on Accidental Tourist,
primarily an interior film, they chose the
wide-screen anamorphic format. In this
film, they isolated William Hure, in parr,
by using a shallower depth of field.
Evcrything behind him is out of focus,
and the wider frame empbhasizes his iso-
lation. These are good examples of why
it is so important to get images on the
screen the way they are meant to be seen
by the director and cinematographer.

Q: Is there a difference between
anamorphic and Super 35, the two wide-
screen formats, and should that marteer to
distributors and exhibitors?

A: The width-to-height aspect ratio
(2.4:1) s the same, but the lenses used for
photography and postproduction meth-
ods are different and that does influence

the quality of the images on the screen.

Conory g

e was Tilmed in Super 35 format

and no one s complaining abour the

by

quality of the prings, but [ believe on a
subconscious level that if you have an
image on the screen which doesn’t have
any artifacts vou have a betrer chance of
pulling the audience deeper into the story.
This isn't a new concept. When Doug
Trumbull invented the Showscan formar
25 years ago, he tracked how the audience
responded to the same images recorded
and projected in different formars. He
actually recorded people’s pulse rates. The
point is that an emotional connection
occurs when the audience’s attention is
fully absorbed by the images on the
screen. Generally, you are going o get
richer images when you produce wide-
sereen films in anamorphic forma.

Q: What's your opinion about elec-
tronic projection? Is it inevitable?

A: In order to succeed, electronic pro-
jection will have to evolve to the point
where it is as robust as film projectors
without compromising image size or
quality. It will also have to make eco-
nomic sense.

Q: What do you mean by robust?

A: | mean you don't need to have an
electronic engineer on call. What happens
if you are running an electronic cinema
in Stoux Falls, South Dakorta, and the
images start drifting? You don't have that
concern with film. The labs are turning
out very consistent quality film prints,
and I suspect it is only going to get bet-
ter. If the exhibitor keeps the lens clean
and gets a reasonable level of light outpuc
from the lamphouse, the audience is
going to see a good representation of the
original film.

Q: Why is there a perception that the
electronic cinema is inevitable?

A: We grew up in the space age and
believe technology will solve all our prob-

lems. The reality is chat film is a more sta-
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than electronic imaging is today. I can tell
you that from the perspective of oversee-
ing the building of one of the most
advanced digital studios. We are resolv-
ing the technical problems that you
should expect with any new technology
because we've got some of the best peo-
ple on the planet working with us. In
terms of electronic cinemas, one of the
questions that needs to be resolved is who
is going to pay for obsolescense? Say you
invest $80,000 to set up a screen at an

electronic cinema, and 18 months later it

is obsolete. Who is responsible for replac-

The newest in film technology is loaded nght into the projector.

ing equipment, the manufacturer or
exhibitor? In comparison, new film tech-
nology is implemented by loading the
newest film into the projector. That’s a
big challenge for the electronics industry.

Q: What’s your advice for exhibitors?

A: Some people claim thart electronic
projection doesn't have to be as good as
film. They say it just needs to be good
enough to be accepted by the public.
That’s a guaranteed losing strategy. Movie
fans like me might decide to stay home if
the screen quality in the cinema is some-
one else’s perception of what is good
cnough.

Q: Just about 20 years ago Close
Encounters of the Third Kind motivared
you to come to Hollywood in search of a
career. Steven Spiclberg directed it, and
now you are helping DreamWorks pro-
duce its first animated movie. What's that
feel like?

A: It feels like a dream come true.




udiences frequendy dont sec

movies the way they are meant ro

e seen. They miss subtle nuances

because the projected image on the screen

isntt bright enough to show important details

thacare recorded on the print film. Perhaps

too much of the film isn in perfect focus.

Maybe they are distracted by dirt on the

print or on the lens of the projector that
shows up on the screen.

“The audience may not recognize thar

the images on the screen aren’t sharply

focused, or the print is dirty,” says Jeff

images projected on the sereen can be diag-
nosed and easily resolved.

Johnson ought to know. He was a pro-
jectionist and manager for the AMC circuit
for seven years before starring a Denver-
based cinema consulting company in 1996.

Today he teaches a seminar sponsored by
Kodak, which is called “Film Handling for
Reel People.” The seminar includes a hands-
on workshop designed to fill in the gaps in
training that sometimes occur on the job.
Johnson estimates that some 150 projec-

tionists have attended his seminars since the

Johnson, who specializes in teaching cine-
ma projection techniques for Kodak, “but’
those things can be sufficiendy distracting
to keep them from being drawn into the
movie. Maybe they are supposed to notice
that something or someone is moving in the
shadows, but they miss it because the screen
is too dim. All they know is that the movie
isn't as interesting as they had expected, and
that’s what they are likely to tell their friends
when they ask whether they enjoyed the
film.”

Johnson says that a common cause of
these types of problems is the inexperience
and lack of proper training of many people
who are responsible for overseeing projec-
tion. With a little training, he contends thar

many problems affecting the quality of
Y I g 1 b
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Jeff Johnson teaches cinema projection techniques in the Kodak-sponsored seminar “Film Handling for Reet People.”

spring of 1997 when he started teaching it.
Based on curfent bookings, he expecrs that
by the end of this year some 300 projec-
tionists will have participated in the semi-
nars.

“There are some common misconcep-
tions which are easily resolved,” he says.
“Many people think that film with a rugged
polyester base is indestructible, and they act
accordingly. Well, it is more rugged and
durable than acerate-based print film, but
that doesnt mean it can’t be damaged and
that it doesn't need to be cleaned.

Johnson says thac his seminar is railored
to fit the needs of individual cinemas. includ-
ing the experience and expertise of the peo-
ple responsible for operating the projector.

His presentation routinely covers such top-

STS

1es as how o properly maintain print film

and projecror, mcluding Limps and lamp
houses. as well as filin cleaning, soorage and

SCICen mdintenance.

“Some people feel the sereen s just a
white surface at the front of an auditorium,”
says Johnson. "Ics so much more. It can do
good or bad things to the overall presenta-
ton. The tvpe of screen—matte, pearl or
perforated—and its relationship to the
design of the auditorium is extremely impor-
rant. A clean screen can go a long way
toward improving image quality, and a
screen thats been cleaned improperly can be
permanenty damaged.”

Johnson dispenses helptul hine and dis-
pels harmful myths about cleaning both
polyester and acetare-based films. He
demonstrates factors that reduce contrast
and brightmess on the screen and the inapor-
tance of achieving proper light kevels with
an appropriately powered and focused lamp.
He also demonstrates appropriate methods
for cleaning the port glass that covers the
projection booth’s portholes.

Johnson says that he teaches projection-
ists to look for and anticipate unexpected
problems. For instance, often distributors
choose to print trailers on acetate-based stock

though most features are on polyester-based

stock. Since polyester film is less thick than

acetate, refocusing is required when going
from one to the other orpe of film stock.

Johnson customizes each seminar to the
experience and responsibilities of the par-
ticipants. He may spend time reviewing
proper procedures for cleaning film if there
is a need. He might deal with projector trou-
ble-shooting and maintenance in a hands-
on workshop.

Cinemas today must be prepared to han-
dle analog sound and three different digiral
sound systems, and Johnson observes that
makes it difficult for theater managers to
maximize the potential impact of the vari-
ous audio tracks on the audience. Many
tmes. the causes of rechnical problems arent

CCNTINUED OGN FAGE i




castly recognized. diagnosed and cured.

“People select the cinema they go w for
wlototreasons,” he says. “Primarily, they are
drawn by the movie, the time ic is shown,
location and convenience. Is chere ample
parking? Is the theater neatand comtfortable?
Is the movie they want to see showing on
the big screen? There are also more sublim-
inal tactors. Have they enjoved their experi-
ences at that cinema?”

We asked Johnson if audiences could
really tell the difference between a well pre-
sented and not-so-well presented show?

“Maybe they dont know chac the pro-

OTICE TO THE
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“With a little training,
many problems affect-
ing the quality of images

projected on the screen
can be diagnosed and
easily resolved. “

jected image on the screen was too dim, the

print was dirty or the sound wasn't all it

PROJECTI

Recommendations for
Polyester Base Film

ore and more feature films are
on polyester base, much like
the leader used for projection.
Polyester base film is replacing triacetate
base film that has been used for many years.

Although triacetate and polyester film
s are similar in many respects, there are
some important differences. Polyester
prints are, for example, slightly thinner
than triacetate. This means the diameter
of the roll may be smaller, the same
amount of film may weigh less, or more
film may be added to the reel.

You may notice differences, also, in the
way the prints “feel” the way they wind
up on platters or reels, run through the
projector, go over the rollers, or focus on
the screen. Those differences will affect

the way you do your job.

USE TAPE SPLICES ONLY

The tape you use for triacetate prines

is satisfacrory for polyester prints. Polyescer

prints cannot be assembled with splicing

cement. Cement splices will not hold.

WATCH FOCUS

Because polyester prints are thinner,
you may need to make a minor focus
adjustment between triacetate lead-ins
(trailers, snipes, etc.) and this feature pre-

sentation on polyester film.

DO NOT LUBRICATE THE PRINT

Itis not necessary. The print should run
smoothly and quietly withourt additional
lubricants. Waxes or lubricants can cause
damage to the print. Particle Transfer

Rollers can be used to clean prints.
MAKE SURE THE EQUIPMENT
IS ALIGNED

Misaligned equipment can cause base
scratches and destroy the audiences enjoy-

ment of the presentation. Equipment align-

ment is more critical with polvester base film.
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could be. But they know they've been to
other houses where the experience is more
rewarding. As the quality of digital televi-
sion, laser discs and digjral videa disks gets
better, you need to give people more of a rea-
son to hire a babysitter and get our of the
house. Movie tickets are a big investment for
many people and they expect a return on
that investment.”

Johnson says he charges $79 per person
for a full day of training, That fee is standard
anywhere in the world as long as travel costs
don't exceed total fees. To schedule a semi-

nar, call Jeff Johnson at 303-751-2649. \[\Xib

CONSIDER TENSION-SENSING FAIL-
SAFE MECHANISMS

Because polyester prints will not break
as easily as triacetate, excessive tension may
build up if the equipment malfuncrions
or is misthread. We recommend contact-
ing your service technician about using
tension-sensing fail-safe mechanisms to
stop the equipment and minimize dam-

age in the event of a problem.

KEEP THE PROJECTION ROOM CLEAN
AND AT PROPER HUMIDITY

Polyester films develop a somewhart
higher electrostatic charge — and attract
dirt — as they run through projectors. This
is an increased problem when humidity is
low. You can minimize problems by keep-
ing the projection room at 50 to 60 per-
cent relative humidity, and maintaining a
clean projection area. The grounding of
platter assemblies — and the installation of
electrostatic eliminators on all cqu{ivpmcnt

‘x:(\

— provide additional protection. Ty




John P. Pytlak
Senior Technical Associate
Worldwide Technical Services

Eastman Kodak Company
Help for Projector Dusting

Question: Some of my projectors are
covered with white flakes and I have to
clean them after every show. I also find a
lot of buildup on my PTR film cleaners.
Even with cleaning, the prints get quite
dirty within a few weeks. Some other
projectors never seem to have a dusting
problem, except for a little purple-colored
dust with brand new prings fresh from the
lab. What causes this dusting?

Answer: The white “dust” you are seeing
is likely small flakes of polyester scuffed
from the backside of the film by the gate
and intermittent shoe of the projector. If
you look at the edges and perforation area
of a print that has been through a
“problem” projector a few dimes, it is likely
that you will see scratches and abrasions,
especially on the back side. Prints from the
projectors that aren’t dusting will show
much less abrasion, even after hundreds of
runs.

The intermittent shoe is the most likely
area of the projector for back-side scuffing
to occur. Any surface roughness here will
be especially damaging. New projectors
“out of the box™ are often worse than
projectors that have had the gate and shoe

surfaces burnished by use.
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Check with a magnity g elass 1o see it
there is any obvious problem with the film-

contacting parts of the gate and shoc, such

as a nick or burr, or a hardened buildup of

emulsion. Remove any buildup with your
fingernail or a non-metallic tool that won't
nick or damage the metal surface,
Misalignment of the gate and intermittent
sprocket can cause the projector to damage
the perforations or scuff the edge of the
film, so carefully check the alignment.

Dusting is becoming more of a
problem as very few laborarories
routinely edge-wax release prints
anymore. For optimum performance,
Kodak has specified edge-waxing for 35
mm prints since the 1920%. Proper
lubrication reduces surface abrasion of
the film, improves sreadiness, and
reduces perforation wear by reducing the
tension required to pull the film through
the gate. Unfortunately, previous
methods applied the wax using a solvent
that is now regulated as being
environmentally harmful. Labs have
phased out edge-waxing, finding that
Kodak color print film generally has
acceptable performance because of the
lubricants put into the raw stock.
Optimum  performance, including
resistance to severe projector abrasion,
still requires levels of wax only obrainable
by edge-waxing after processing.

Unfortunately, some methods of
lubricating prints often cause additional
problems. Never use oils, silicones, or spray
materials like WID-40 to lubricate film.
These materials often stay on the film as a
sticky coating. Some materials can actually
leach the oil-soluble color dyes from the
film. Products sold specifically for cleaning
and lubricating film will not harm the film,
but are difficult 1o apply.

Kodak is working to develop methods
of edge-waxing prints that don't require
use of harmful or toxic solvents. One
promising method is very simple. It
involves the use of SC Johnson Paste Wax
(800-558-5252), which is a mix of hard

waxes with a fast-evaporating solvent

forming a soft paste-like material, Wb
t”llnd []].n a \CI‘_\' \‘I]]«l” amount fno more
than one kvl teaspoont ot the paste wax
unitormly burted along the side-walls ot
the print as i lies on the placer will
penetrate mto the edge and pertoration
arca of the print. When the solvent
evaporates. a thin clear faver of the solid
hard wax is lett on the surface of the pring,
in the areas where it is most needed to
reduce friction and abrasion. Running the
print through the projector spreads our the
wax into a uniform coating. Although
there is nothing in SC Johnson Paste Wax
chat will harm che film, care should be
taken not o put oo much on, as excess
wax will build up in the projector, and
could be visible on the sareen or atfect the
r(’ading of the soundiracks. Remember
that its casier 1o pphoaven smallamount
of wax and add more it needed Tater,
Another note of caution is that the added
wax will make che film roll more slippery,
requiring the use of platter clips to keep
the roll from sliding on the placter surface.

Our tests show that proper edge-waxing
will greadly reduce “dusting” and surface
abrasion of prints. Edge-waxed prints
should also run more quietly and smoothly
through the projector, and perforation life
will increase since the film will require less
force to pull it through the gate.

By the way, a small amount of purple
dust on the first few runs of a new print is
normal. The dust is usually purple because
the top imaging laver in the film is the
magenta dye laver. Other than using PTR
film cleaning rollers to clean the print
during projection, no further action is
usually needed, UNLESS there is obvious
abrasion of the emulsion-side surface of
the print.

As always, please write us if you have any

film-related questions or comments. My -

4

mail address is jppytlak@kodak.com. Ty

© The average movie goer spends about $1.30 on
~ concessions for each trip to the movies.

© The average movie goer in the .S, sees
6 pictures a year.
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arry Reardon. president of distrib
ution for Warner Bros. Picoures. is
a graduate  of  Holy

University and attended graduare school

Cross

at Trinity College. He spent the first eight
vears of his career in the financial sector of
a mult-nacional corporation before join-
ing Paramount Pictures in 1967, Reardon
started in finance and segued into distrib=
ation and markering. In 1975, he was
named exccutive vice president in charge
of film buying and marketing for General
Cinema Corporation when it was the
largest circuit in the world. That broad-
ened his perspective and provided insights
into the issues that affect exhibitors.
Reardon joined Warner Bros. in 1978,

@ Whar changes do vou see in the
industry todav?

A Dramatic changes are occurring with
the design and construction of multiplexes
and megaplexes with 15 to 30 screens. It
changing the industry rather quickly. Ir
started in the U. . and is now happening
in other countries around the world. |
think most new builds in the U. S. are
megaplexes with stadium seating. Cities
all over the world that only had five or six
screens for two or three million people are
finally getting modern movie complexes.

0: How do you sce this affecting the
boxoffice?

A: For decades, the U. S. led the rest of
the world with around 55 to 60 percent
of the toral boxoffice. The paradigm has
shifred in part because dramatic changes
in politics and the economies of different
countries have opened the door for world-
wide distribution of motion pictures.
There has been a tremendous increase in
screens in many Pacific Rim countries that
now have modern entertainment com-
plexes. There are similar trends in many
European countries. The U. S. boxoffice
is growing, but not as fast as the rest of the
world. One important factor is that more
good pictures are being made and not only

in the U. S. Content drives this industry.

Q: With movies costing »o much to
produce and market, and with major ditles
now opening on 4,000 to 5.000 screens,
do you think there’s going to be room for
distributing smaller budger films in the
turure?

A Yes. Driving Miss Daisy, The Crying
Game and The Full Monty are good exam-

- ples of small-films that were nurtured-unti

word-of-mouth spread and gave them
opportunities to succeed. Shine is also a
great example. Thereé will alwavs be room
for good, smaller movies.

0: How is the marketing of movies
changing?

R: It is changing dramatically. The price
of television advertising is so high that we
need to find new ways to marker our
movies. We used to put a poster up in the
cheater and show a crailer and that was ic.
Were going way beyond that now with all
sorts of innovative promotions.

0: Can you cite an example?

k On Quest for Camelot we did some
different types of promotions with Kodak.
We merchandised a Fun Pack that

contained a one-time-use camera, 3-D

trading card and coloring book customized
for this film. We sold these packages in
Warner Bros. stores and used them in local
promotions and radio shows. Many radio
stations used these packages as prizes.
Others had coloring conteses. Cassette
tapes featuring two songs from Quest for
Camelot and voice excerpts were used as
premium offerings by some 6,600 Eckerd
Drug stores. These were pilot projects that
proved you can use movie content as mer-
chandise to help sell the film. [ think every
parent who bought the Fun Pack or played

the music had to be seriously tempred to

take their kids to see the film.

(: How is Warner Bros. celebrating its
75th anniversary?

A We have a tremendous library of more
than 4,000 pictures and are re-releasing
many of the classics including The Exorcist,
Blade Runner, The Maltese Falcon and
Casablanca. We run a WarnerBros. “Festival
of Classics” where we play 33 films over
seven days in a theater. I believe there will
be a huge market for these films. In a lot of
cinemas, people clap when they see the
names of favorite stars. They also recite
famous lines with the actors and stand and
cheer at particularly emotional moments.
The Wizard of Oz is coming our on
Christmas Day. We think it could be the

seminal movic cvent of the holiday seasorn.

We are restoring the film. There’s an all-
new digital sound track and a three-and-a-
half-minute dance sequence with the
Scarecrow that has never been seen before.
We are still making marketing plans.

{: Are you optimistic about the future
of the cinema?

A: The industry is really vibrant and
strong. We are setting records at the box-
office. Many new screens are being built
in great environments in every part of the
world. We are marketing movies in new
and creative ways. I think it is a great time
to be in this business whether you are a

. o N
producer, distributor or exhibitor. Ty
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odak Kinomir has become the

place to see movies in Moscow

ince the 570-seat cinema and
entertainment complex opened on Pushkin
Square in the heart of the city in October
1996. Kodak Kinomir (Kodak Cinema
World) is managed by Golden Ring
Entertainment (GRE), a U.S. company
with strong ties to the cinema industry in
Russia.

“Kinomir is consistently drawing large
audiences,” says Jack Teahan, global
accounts manager and vice president for
Kodak’s Professional Motion Imaging
division. “It has become the largest dol-
lar grossing single screen in the world.
Titanic netted $700,000 in a 20-day run.

Teahan says that Kodak entered the
exhibition marketplace in Moscow with
GRE because the companies felt it was

important to have a showcase cinema in

USCOW

he says, however those concerns have meli-
ed away. The biggest problem now. he SIS

is accommodating all of the films that are

“In a relatively short time
we have proved that if
you provide the right
setting and show first-

class entertainment on
a great screen, the
audience will respond.”

slated for Kinomir on a single screen.
“It turns out that the best defense. .

against piracy is giving the audience an

the capital city of Russia. He notes that
the film production and exhibition infra-
structures were in disarray following the
collapse of the communist government.

“There is a great tradition for cinema
in Russia,” says Teahan. “We believed
people would respond to the opportuni-
ty to see top films in a great environment,
and that would encourage distributors
and provide a stimulus for the Russian
film industry.”

There was some reluctance by some dis-

triburors who were worried about piracy,

m)’(LMNOT[S

opportunity to sce the film the way it is
meant to be seen on a big screen with
great sound,” he says. There is a hunger
for world-class entertainment.”

Teahan notes the populace has been
cut-off from most Western-style enter-
rainment for some 50 vears.

‘Alien Resurvection was a fantastic hit,”
Teahan repores. “lt was the fourth in a
series of films for the Western world, but
it was the first alien film seen in Russia.”

Conceprs  designed to offer an

enhanced, more pleasant and convenient

-well rece

movie-going expericnce that are onh
beginning o take ot i the 1S, have
alreadv cuccceded at Kinomir The dine-
ma sells nickens up o two weeks in
advance wirh preferred seating available
at premium prices. Muscovites can join
the Kodak Elite Club, which gives them
first access to tickets and advance infor-
marion about upcoming films. Thevalso
have exclusive access 1o a special VIP see-
tion in the lobby.

Teahan credits GRE with doing a
great job of managing cthe cinerma. He
savs that the cinema is clean. Secarts are
comfortable. the screen is big (60-feet
wide) and projection and audio qualicy
are excellent. Amenidiessold in the lobby
include Western-sevle snacks and drinks:
a cafe serves cottee and pastries and there
is.a cockail lounge.

“lts a greac place tor dating or 1o bring
vour familv,” he says.

Kinomir has seven corporate sponsors
whao get signage and can run high-quali-
tv and entertaining cine commercials.
Teahan says that innovadon is encouraged.

“When Men In Black premicred a
Kinomir, GRE staged a live performance
with dancers dressed like Will Smith in
the movie and music video,” he says. “We
also showed the video—which was very
popular in Russia—prior to the film. The
dancing and the video were both really
tved. The audience foved them.”

Teahan points out that Kinomir is the
number two retailer for Coca-Cola in all of
Russia following only McDonald’s, and the
country’s top retailer of Nestlés products.
Both companies are Kinomir sponsors.

“In a relatively shore time we have
proved that if vou provide the right set-
ting and show first-class entertainment
on a great screen, the audience will

N

FCSP()HCLM hC Savs. O

© Films produced by U.S. based firms account-

ed for 92 percent of the worldwide box office
in 1996.




opical climates such as those tound
i the Pacitic Rin are traught with
exceptional challenges to anybody
who wishes ro store and mainrain motion
picture film for extended periods. Film haces
humidity. Fungus is another concern, espe-
clally it the relative humidity is above 60 per-
cent tor long periods of time. ~ -
These problems can be avoided with
more frequent inspecting and cleaning of film
than is required in more temperate climates.
"The guideline is that any region that expe-
riences 90 degrees F (32 degrees C) at 90 per-
cent refative humidity for more than a few
weeks each year should employ special pre-
cautions to protect films from humidicy.
Automatic air conditioning can control
both temperature and relative humidioy: If
the facilin: is also needed tor some other pur-

pose such as a print library, an economical

mericas first luxury movie theater,
General Cinema’s Premium
“inema, offers Chicago-area
moviegoers a unique, first-class movie expe-
rience. The Premium Cinema features valet
parking, a bistro lounge, champagne, wine
and beer, and a THX-certified auditorium
with leather seats and tables for food.
“Couples are clamoring for a special
night out at the movies,” says Brian
Callaghan, a spokesman for General
Cinema. “We have had people reserve
seats without even knowing what film
would be playing. They've said friends or
family will be visiting Chicago and they
want them to experience this.”
Callaghan reports that most evening
and weekend shows are complete sellours
and even weekday matinees are doing good

business. “Weve had many guests here who

combination can frequently be worked out.
This is not a do-ic-yourself task. The services
ot an architecr and an air-condjtioning engi-
neer are usually required. Thart involves some
expense, but itis generally well worth the
value of preserving irreplaceable films.

The next best method is to dehumidify

.a small room while keeping the temperature

below 75 degrees F (24 degrees C). The room
must be kept reasonably airtight to reduce
the entrance of moist air. This can be accom-
plished by vapor sealing the walls by coating
them with asphalt paint, aluminum paint or,
better yet, paper-laminated aluminum foil.
Weather-strip the doors and windows. Only
then should you install an electric dehumid-
itying unit. To monitor performance, install
a controlling humidistar that will turn off the
machine when the relative humidity has been

reduced to about 30 percent.

rarely go to the movies,” he says. “The
Y g Y Y

want the same tender loving care they can.

get from the airlines, at luxury hotels and
in sporting arena sky boxes. Now they can
find this same level of service at the movies.
Even on a busy Saturday nighr, they just
pull right up to the theater and walk in.
There are no lines and guests can enjoy a
meal, dessert or Starbucks cappuccino as
part of the experience.

“Along with being luxurious, its also

Remember that people working in the
room, who may be inspecting or repairing
film, need fresh air. Don't confuse dehu-
midifying units with window air condition-
ers. The latter do rake some moisture our of
the air due ro condensation on the cooling

coils, but they don't control relative humid-

~igy (This is why basernents are usually damp).

If the climate is humid, a dehumidifier is nec-
essary. A local heating and air conditioning
supplier can suggest the proper equipment
for these needs.

Rolis of film can be dried by means of
activared silica gel. This must be done every
time the films are used. Also remember that
the edges of a roll of film dry first which could
cause 35 mm film to buckde causing focus

problems. \b\\\

the convenience of one-stop shopping,”
adds Callaghan. “You're not sitting in a
restaurant somewhere checking your
watch because the movie’s abour to start.
At the Premium Cinema, if you're still
eating your meal or drinking your bever-
age when the show is about to begin, your
waiter transfers the items to your own
personal table inside the auditorium
General Cinema says the most fre-
quent responses to the Premium Cinema
are, “Why didnt someone do rhis
before?” and “When are we getting one?”
One woman also stopped by one
afternoon between flights from Japan to
Germany. She had four hours to kill and
had heard about the Premium Cinema.
Based on this success, General Cinema
is presently working on plans to expand

P N
the concepe ro 20 additional markets. T

FiLMNOTES




Distributors representing Disney, Fox, Gramercy/Polygram, MGM/UA, Paramount, Sony Entertainment and Warner Bros. .

and representatives of Kodak’s Professional Motion Imaging division stand next to the just completed 307 machine. The high-
tech machine is producing high-quality polyester base used in making motion picture color print film and represents a $200
million investment by Kodak to supply the needs of the industry with this tough, scratch-and-tear resistanc product. The

distributors spent a couple of days in Rochester, NY, touring Kodak’s motion picture film manufacturing operations.

Front Row: Rick Hundorf, Warner Bros. (UK); Dave McCann, Disney; Jim Honore, Sony; Beverly Starr, Sony (UK); Ann Turner, Kodak (UK);
Jane Armstrong, Disney; Ray Perry, Disney (UK).

Second Row: Pamela Tarrabe, Warner Bros.; Mike Gittinger, Kodak; Celia Velasco, Gramercy/Polygram; Phil Vogel, Kodak; Mike Jones, Sony.
Third Row: Paul Haggar, Paramount; Gary Gerlich, MGM/UA; Rick Griffith, Fox; Peter Milson, Kodak (UK).

Fourth Row: John Parsons-Smith, Kodak (UK); Jack Teahan, Kodak; Greg McRitchie, Universal; Brian Spruill, Kodak.

Fifth Row: Richard Aschman, Kodak; Phil Provenzal, Fox; Steve Southgate, Warner Bros. (UK).
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