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Preferences Recorded in Parallel Shoot

by Kim Foley

Can viewers tell the difference between
film- and video-originated pragramming? <
Do viewers have a preference for one
medium over the other? How tlosely can
film and video resemble each other when
shot under optimal parallel conditions?
To what degree does lighting create the
“film look” and the “video look™?

As a media producer, these
were some of the questions | wanted ta
explore with other researchers at the
Massachusetts Institute of Technotogy.
It seemed that a systematic evaluation of
film and video programming which had
been shot in parallel might provide some
answers, But because | was unable to
locate any existing parallel footage as a
basis for comparison {exciusive of test
charts used for psychephysical testing),
| realized that a parallel shoat was in or-
der.

A parallel shoot involves tak-
ing an arrangement of two or more
Cameras, aligned as nearly as possible,
and shooting simultaneously with the
goal of attaining “virtuat framing” (virtu-
ally identical framing}. This set-up would
atlow for controlled experimentation of
muftiple variables. The resulting footage
would then be edited and screened be-
fore audiences of non-professionafs as
well as experts, in hapes of shedding
light on the “film vs. video™ issue.

The goal was to minimize the
differences between the look of film and
video to see how closely they really could
approximate each other. Once that level
of similarity was reached, an attempt
could be made at analyzing what differ-
ences in "the fook” still remained.

Intrigued by the project con-
cept, a number of area media profession-
als signed an, among them: Hensy Ferrini,
director; James Griebsch, director of
phatography; and Joseph Levendusky,
lighting director. .

Ferrini enthusiastically en-
dorsed the project saying, “This was a
chance to determine how format subtle-
ties impact the audience. My own
thoughts about the two mediums are that
film has a past tense feel to it, that we
are watching something that has oc-
curred. Video on the other hand has a
present feel to it. Curiously, the onfy
tense ! was concerned with was the fu-

ture and not having enough of it to ac-
complish this task in a few short weeks.”

Griebsch also spoke of the
chaflenges aof this project, "It was stuff
you had to be very meticulous about,
Working out the little things, the differ-
ences in framing for example. There were

were used an both cameras to contral
flare from the lights and academy aspect
ratio was maintained on the 35mm
camera.

The Ikegami was customized
with a crasshair and raster generator.
This is similar to the crosshair seen

a aumber of com-
plicated lighting
requirements to
make this thing
wark. And then, of
tourse, the paral-
lef rig was just so
damn heavy!”

A dance
company was se-
lected as subject
matter. We used
NTSC video and
35mm mation pic-
ture film. (HDTV
had been anather
obvious choice for
this experiment,
but probably more
than any other
canstraint, politics
surrounding HDTV
~—and MfT's rela-

tionship to it —

prohibited this as
an option.) The
Amiflex BL3 with a

Cooke 20-100mm -

T 3.1 lens and the

lkegami HL79 EA

Film Vs. Video Study

Correct Answers by Pragram and Subject Sample

CONTENT TYPE PROGRAM MASS EXPERT COMBINED
Carly Simon ’
Music Goncert Glm 40% 83% 63%
Black Stailion
Feature Film film 85% 6% 91%
! Walt Disney
Animation film 85% 96% N%
) Frog Prince
Television video 85% 87% 86%
Qdd Couple
Sitcom film 50% 39% 44%
Cheers
Sit-com film 50% 48% 459,
Miami Vice -
Drama film 60% 8% 70%
. 1125 Ad
Cammercial HDTV 80% 83% 81%
Football
Sports HDTV 90% 96% 93%
News
News video 95% 100% 98%
Parallel Shoot
Petomance | dim & video | 85% | 87% 86%

with a Canon J-13
9-117mm T 2.2
fens were selected
as cameras. Wa
chase 5247 Kodak fiim stock because of
its similarity in speed to the calculated
ASAof avideo camera the 35mm at ASA
125 was closely matched by the set-up
of the HL79 which was set to approxi-
mate 125.

The Arriflex was fixed on a 6"
riser plate and the lkegami was mounted
an an 0'Connor 50 fluid head. Both
camera assemblies were placed side by
side on a 13" plate which was mounted
on a Worall head. This allowed coerdi-
nated tilt and pan mation of bath cam-
eras. The foca! lengths were fixed and
calculated for each shot, Matte boxes

Subjects were shown 30 second clips of each hmgram and asked to
select whether the originating format was filn or video,

through the film camera but is electroni-
caily generated, thus facilitating gasy
alignment of the two cameras. Carefully
calculating the paralfax, focal length,
distance and depth of field was essen-
tial to optimizing the matching of frames.

The lighting design for the
shoot was a complex issue, especiafly
since lighting is one of the most common
claims for the difference between the
film fook and the video look. Says
Griebsch, “Front light was important, but
sidelight would really minimize the dif-
ferences.” Lighting director Levendusky

devised an optimum lighting scheme
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picture equipment
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FIRST IN AMERICA

42 MM T2.1 PL ZEISS WIDE ‘ANGLE PRIME LENS

FIRST QUTSIDE HOLLYWOOD
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FiRST ARRIFLEX 35 I} CAMERA
FIRST ZEISS 60 24M MACRO LENS
FIRST CANDN 300 MM PLLENS
FIRST CANON 400 M PLLENS
FIRET CANDHN 80D M LENS
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E UTTERBACH
451 KING STREET, SAN FRANCISCO, CA 94107
TEL. 415-974-4982, FAX, 415-544-9365

with Griebsch, using 38 instruments and
combining stage and video lighting. In
addition, the lighting scheme relied
heavily on highlight as a common de-
nominator,

Most of the eleventh hour
problems that seem abligatory in a
grand-scale experiment ensued. Snow-
storms threatened the arrival of the light-
ing director fram Chicago, crew members
teetered precariously on 30' high ladders
as the lights were hung and focused, co-
producer Dorathy Shamonsky slid on
some winter ice and broke her arm days
befure the shoot. Andyet, inthe end, the
shoot itself flowed smoothiy, much to our
amazement.

On the heels of this success, a
transter from film negative to l-inch vide-
otape on a Bosch transfer station was
done. From the twe k-inch videotapes —
one film-originated and one the video
original — two identical tape masters
were edited. These masters were iden-
fical in every way but for medium origi-
nation and virtually undetectable paral-
lax.

it was now time to test the
work we had so carefully crafted.

The study was composed of
two groups of subjects. A mass audience
sample was chosen hy random number
selection from the local teiephone direc-
tory and an expert sample from produc-
tion and engingering media profession-
als. These subjects were assembled
singly or in pairs in a viewing room at
MIT's Media Lah,

Before we screened the paral-
lel material for thase groups, we did an
additional study. The subjects saw a
series of 13 program clips which wers
selected from a variety of television
programming ang traditional theatrical
film. These 30-second excerpts coverad
a range of content types inciuding drama,
sports, music, news and adventure.
Subjects were given a questionnaire and
asked to place a "V {video) or an "F*
{film} ir a blank corresponding to the ¢lip
number they viewed to indicate their
choice of originating format.

This segment was crucial to
the. study in that it demuonstrated pre-
existing content biases. After viewing the

13 program clips, subjects were asked to
expiain how they decided whether each
clip was film or video. To do this, they
relied on a combination of content, his-
tory and technical cues. It was not un-
common to get comments like, 1 know
that a guy sitting in the studio reading
news is video, | don't have to see the way

it fooks,” and “You expect since they're
catled 'music videos' for them tg be
video.”

- Though it is difficult to distip-
guish specifically when viewers are us-
ing certain factors of identification_ it -
sesms that when asked to state whether
a program is of film or video origin, vigw-
ers look at content and historical factors
first. Trying to get at people’s intuitive
perception of “the look” was not easy.
Very few seemed to use the "look” or the
“feel” of the piece as an indicator and
most found it difficult to isolate them-
selves from their preconceived biases, It
was generally agreed that there are
several types of programming that have
a blatant film ook, such as movies {fea-
ture films) or video jock {(news, soaps and
game shows),

On the average, experts got
one and a half more correct answers than
the mass audience, and 48 percent of the
experts got ten or more correct compared
to 15 percent of the mass audience
sample. This implies, not surprisingly,
that the irained eye has a better sense
of the “look” than the average viewer,
However, the experts did demonstrate
fixed ideas ahout particular contenit types
and carry assumptions with them that
sometimes get in the way of their ahility
to see the “look.” {For example, the as-
sumption that a sit-com would be video
prevented the experts from realizing that
hoth The Odd Couple and Cheers were
shot on film.)

After the 33-second excerpts
were screened, subjects were shown the
parallel dance program on two identical
TV monitors and asked to write down
which screen displayed the film and
which video.

Seventy-four percent of the
randam sample preferred the fitm. All of
the subjects who preterred film were
correct in their guess, whereas 35 per-
cent of the subjects who preferred video
thought they were preferring film. This
might indicate that viewers want 1 be-

lisve that they prefer film. In response to
the question, “Which screen is sharper?”
B5 percent of the expert sample found
the video image sharper compared with
45 percent of the mass audience.

After a discussion about the
parallel content, subjects were asked
guestions which-focused an arriving at
individual perceptions of the look. Sub-
jects were asked to use adjectives de-
scribing the film look and the video look.
They were asked their ideas about cul-
tural similarities, differences between
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Filmline Technologies, Inc. is pleased to announce the addition of two new mem-
bers to it's staff, William Bloomingdale and Imre Fodor. Mr. William Bloomingdale
is employed as Chief Engineer and Production Manager of the Connecticut office.
Mr. Imre Fodor is employed as Vice President of the California Research and
Development office. We welcome both of them to our team,

* NEW FOR 1990 *
NEW FILMLINE AUTOMATIC REPLENISHER SYSTEM

/TECHNOLOGIES

ERNA STREET, MILFORD, CONN. 06460

Contact Filmline Technologias Inc. For free price/information teday. Tek (203) 678-2433 Fax; (203) 876-1590
On the West Coast Tel: (B18) 951-4877 Fax; {818} 951-4977

Ultra Light Mfg Co.

FRESNELS e \.~ SOFT LIGHTS

N. HOLLYWOOD LAS VEGAS
(818) 765-2200 . (702) 361-8440
FAX (818) 765-8553 FAX (702) 361-5708
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LONDON INTERNATIONAL FILM SCHOO
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HOHyWOOd, Athens, Tokyo, Lagos, Rio, Tel-Aviv, Reykjavik, Sydney, Toronto,
Geneva, Hong Kong, London - just some of the centres worldwide where our graduates are
making films.

Students from over thirty different countries come to the heart of London's West End to
take our two year Diploma Course. Experienced professicnals teach all aspects of film
making - covering studio feature and location documentary productions in 18mm and
35mm.

Teaching of scriptwriting, direction, camerawork, sound recording, editing ete. ensures a
high degree of professionalism. And it must do — Governments, T.V. Networks and
Educational Foundaiions have been sending personne! to us for training for over twenty
years.

This intensive Course, demanding hard work and.committment, produces over twenty-
five films each term — many students working on more than one production.

There are fresh intakes in danuary, April and September.

llll.llll.llIlllllll!lh_ltlllll'llllll.llIII|CIIIIIlll!lllllllillll
Contact: The Administrator, London International Film School, Department AC2
24 Shelton Street, London WC2H 9HP, England. Telephone (London) 01-836 0826
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the two media, and their projections for
the future. The results have demon-.
strated that viewers define “look" in
broadly different terms.

Words that came to mind
when describing film included “grainy,
“distant, * “lush, * "soft, " “liquid, "

"o

“moody, “ “rich, " "saturated, * "deep, "
“ jerky, * "textured, ” "subtle,  “clear,
“dynamic, " "emotionally involving, *
“natural looking, * “naturally lit, * “natu-
ral colors, " "lifelike, ” "sensuous, *
“realistic, " “atmosgheric, " "warm, *
“edgy, " "high contrast, “ and “quality.

For video, descriptions in-
cluded “present, ” "washed out, *
“sharp, * “smooth motion, * “live, *
“bright lights, ” "artificiat, “ “flexible,
“convenient, ” “harsh, " "contrasty, "
“lifelike, " "dull, " "colorful, * "unrealis-
tic, * "glary, ” "pop outs, " "electric, "
“hard edged, ” “stark, “ and “precise.

Uespite the plethora of termi-
nelogy, most subjects found it hard o ar-
ticuiate the differences batween the film
look and the video look, On the whole
viewers see a difference, but mass au-
dience member and expart alike have a
hard time pinpointing exactly what it is.
As for the emotional response to film or
video, comments ranged fram, “I've
never been emotionally involved with a
TV set, it's just difficult,” to "I went to a
movie Jast night, | couldn’t stop crying.”

High drama aside, the more
feet-on-the-ground preference guestion
{"Do you prefer movie theaters or televi-
sion?”) revealed that 85 percent of the
viewers chose the theater experience for
screen size, environment, high picture

]

"o "o

quality, newer material and the fact that

it is 2 social event. One subject said that
he didn't tike the theater because of the
rude audiences, but other than that, the
quality and content offered at the thea-
ter was better than that available on
television. One subject preferred televi-
sion because, "it's more comfortable to
stay at home.”

(Questions on look and prefer-
ence put to the media professionals in
this study revealed strang opinions and
fierce loyalties. When asked about per-
ceived differences between the cultures
of film and video, noted cinema verité
filmmaker Richard Leacock said, ™. ..
peaple who have gone into filmmaking
and film editing have really labored over
how to make a cut and how te fitm, and
how to use lighting properly. Video has
traditionally been controlled by radio
people. In a videe production, you know
where the director is. in the control roomm.




iie talks to camera people through head-
phenes, he thinks he's controlling things,
camera people are cansidered to be idi-
0ts. . .The image is denigrated. . It re-
alty has nothing to do with it being video,
it has to do with the traditions of the in-
dustry.”

When asked, “If video were
conducted with the same craft as film,
do you think there would still be differ-
ences in the look?" anather professional
said, "I think you wouldn‘t be able to tell
the difference.” The parallel shoot, how-
ever, revealed that the differences re-
main. n this side by side comparison, 86
percent of the viewers were able to tell
which monitor displayed the film-origi-
nated material and which displayed the
videa.

"Will video repface film?" (and
more specifically, "Will HOTV replace
film?”) evoked a variety of responses
ranging from the emphatic *Definitely!”
to "My god, look at it! It's such a minar
improvement, | can't teft you!" (This lat-
ter comment was in response to viewing
several HDTV cfips down-converted to
NTSC.)

One filmmaker elaborated on
the question concerning the future of
film, “1 don‘t think there will be any.
Film’s horribly expensive and clumsy, and
{ don’t see any point in it.” Meanwhile,
a few professionals expressed the belief
that if the same care is taken with video
thatis traditionally taken with film, then
the costs weuld be comparable.

Consensus is that video has a
very present, live, here and now feel to
it, while film is removed, a fantasy, rep-
resentative of a dream state. Film en-
ables one to transcend reality and make
the leap to becoming part of the stary.

It is pretty clear that the pub-
lic perceives video as the information
medium and film as the entertainment
medium. Aesthetically speaking, film is
the preferred medium. Also it is this
-authar’s opinion that with current tech-
nology it is not possible for video to
achieve the “film look." This isn't to say
thatitwen'tbe done, but it has yet to be
demonstrated.

Meanwhile, | eagerly await
this achievement-to-be with the
filmmaker who said, . . .there's going to
be a point at which videg and the char-
acteristics of video go the step beyond
film.” A

The author has a masters de-
gree in media faboratory at MIT and is a
cinema researcher at that university.

| Frlm Meets

'from his speer:h o
RNt . Film cetebrated its centen—‘é'
il in 1989 Film; as we know | tis 1007 vi
- yearsold: Thisi is quite remarkable since: -
" “there are not many industries of: similar.
!engevrty Especially notany that hadone ™
of its’ biggest years.in- h:story coincide:.
with ifs centennial: There is rio doubt that'] :
o frtm is.daing. well, = s
o "Film’is: many: thmgs to many"'. :
people
*tors; it's a:business; Their expectation
- and eb;ectlves are relatively. short term
- largely tied to the financiat climate, inter.
- ost rates and global capital structures:

: frim i art; and their objactives and aspi:
 rations regarding film do not necessarily: i
: corncrde with or complement the ideals: -
. ofthe former, But the contribution of the . te
creative commun;ty is undoubtedly the

~most important component and: most

[respensrble for fdm s endunng pepular-;.-,-'-"

ChaHenge

- Une recent evemng in Holly-

wood, as the Arriflex Corporation un--

veiled one more in a distinguished fine of

motion picture cameras — the 535 — its
president, Volker Bahnemann, made the .
introductory remarks which included an
appraisal of the historical challenges film:

has met and bridged, Here are excerpts-

To producers, distributors, inves

~"To-the'creative: community

:ty_

the artistic, creative pessibilities as well:

~ as film’s economic. viability. through the"_
continuing advancement of supportive

technologies. All elements are essential.
All need to be progressive and compat-
ible for film as an industry to continue
successfui!y into its bicentennial.

. "As with any other industry,
film throughout its hlstory has gone
through cycles of ¢risis and adaptation.
Film never lacked its prophets of glnum
but equally, it has been rich with vision-
aries willing and able to meet the perpet-
ual challenges that time inevitably pres-
ents.

“In 1926-27, when talking pic-
tures were commercially introduced,
many in the field saw them as a threat,
even as the potential end of the movies.
Some could not adapt. Many others rec-
ognized the oppartunity and benefitted
greatly. Warner Bros. in 1926, for in-
stance, out of economic necessity intro-
duced the Bell Labs’ sound-on-disc Vita-

_ Tot us, film is’ technolegyi"'
Along with others, our task is to enhance

* phane system with the landmark film Dan
-~ duan. Starring both John Barrymare and .
a synehronized music and effects score, -
it put Warners back on a sound financial -

path. The Jazz Singer, starring Al Jolson
in 1927, put both sync dialogue and new
economrc muscle into film, Clearly, here

was a: technolugy that advanced the. :
: mdustry :

.-ktry Agam e new technoiegyadvancedi

fie potentsal of the: industry;
E' L

around the world electronicaily;:

film. Infact, the only way it could become

atrue threat is if we permit film technal--
gy toage to a pointwhere itis no longer
' cempetltwe orcompatible;

“But that is notthe case. Innu-

-merabie technical advanceshave been
made, minor ones and major ones, which

together keep film well ahead of compet:
ing imaging technologies. Advances
made in film emulsions, such as Eastman

- Kodak's T-grain develepments have kept

apto-chemical imaging film way ahead of
even the most advanced electronic imag-
ing concepts. George Eastman started it
100 years ago. The company he founded
is still a leader in the field today.
“ARRL, too, has been synony-
mous with fiimfor 73 of those 100 years.
ARRI, too, is still a leader in its fiefd, and
Continued next page

lnthe 19503 When te!ewsroni
exploded onto-the scene, the business -
side of the industry initially perceivedit "

.as a threat. [t envisioned itself with: -

- empty: theaters and vacant studio. lots..."

The: studio system once:
he: cormmon: horme for film:. -combining:
business, artand technology. also disap
: peared !n't "day 5 loeser mdependent

ot Mere recently rn the eady- o
tdeo and hrgh deﬂmtmn started to":_:-' :

emise: Everythmg, st it seemed; was' -
00n-going:to:be recorded and heamed‘_:--.f_-::

““Obviously, ithasn thappened’l '
‘that way. We believe that this latest
.change too; as-so many before, existed
 as a threat’ mainly. in the: rmnds of the.
umnsp:red and the: insecure: We saw,;
and with i increasing confiderice see;
electranic i imaging as an opportunity for
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