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COMIN" AT YA
ICG EXAMINES THE LEARNING CURVE FOR SHOOTING HD 3-D

By Pauline Rogers

Early last year ICG National President Steven
Poster, ASC had the opportunity to have
lunch with director James Cameron, who
showed him a sample of his experimenta-
tion with 3-D just before going into produc-
tion on his project.

This isn’t the first time Poster has learned
about the move into HD-3D production. He had
also met with Vince Pace (Pace HD), Steve
Schklair (3ality). Over the years, he'd kept up

with 3-D veteran cinematographer Peter An-
derson’s work.

“| realized that this train is coming right
down the tracks at us,” says Poster. “3-D is
such a complex issue for every classification in
Local 600 that we had to start researching the
possibility of training programs for our mem-
bers. Now almost a year later, we are that
much closer to the reality of the resurgence of
this exciting medium. The new technologies of

multi-dimensional presentation are far more
complex than just shooting standard two di-
mension formats.

“Our training committee has been work-
ing very hard to create intensive program ses-
sions to give our members the tools to
understand the issues presented in this article
and I'm very excited about the possibilities of
our members becoming the leaders in this new
generation of the third dimension.”

Talk to cinematographer
3-D guru Peter Ander-
son, ASC, who has
been working with this
format for close to 25
years and he’ll say the
only real change in HD
might be the content
being shot. Soon adven-
tures on different planets
will give way to physical come-
dies and love stories.

Talk to director James Cameron and
partner Vince Pace, and they’ll tell you there’s
a new revolution in cameras, in shooting, in
today’s work—and in the future.

Pick up magazine after magazine and
each one will have something about HD 3-D.
The articles will wax-on about a new revolution
in filmmaking. What they don’t talk about is
what the behind-the-scenes people need to
know to get the production to the screen.
There is a lot to be learned to successfully put
an audience in the middle of a U2 3-D concert,
the life of Hannah Montana/Miley Cyrus: Best
of Both Worlds Tour, or to experience Robert
Zemeckis’ Beowolf, Journey 3-D, James
Cameron’s Avatar and, well, the list is growing.

All the audience has to do is put on the
improved 3-D glasses and they are in the mid-
dle of the experience. Camera people have to
experience a whole new learning curve before
they can bring digital 3-D to the screen.
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CAMERAS AND RIGS

The simplistic approach is to say that each
camera system consists of two cameras; one
recording left-eye images and the second right-
eye images. To create 3-D, both images must be
recorded simultaneously and eventually pro-
jected at the same time. To do this, the lens,
lens’ mounts and optical head block become a
smaller unit. These units are connected to their
“mother” camera by an umbilical cord and their
information signal conveyed to the DIT.
Although every company from PACE Tech-
nologies (working with James Cameron) to

3ality, Max Penner’s Paradise, Cerner Optics,
and others have their own variations, there re-
ally are only two types of platforms or rigs. The
beam splitter uses a 50/50 mirror and the ad-
vantage is in the math needed to maintain the
3-Dimage. In addition, a beam splitter can nar-
row the interocular when needed to as small
as 1/2” or 3/4”, by throwing the convergence
deep, which can’t be achieved with a side-by-
side 3-D system. The side-by-side can also
carry longer lenses. These cameras are also
lighter and smaller.
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FOR THE CINEMATOGRAPHER

Perhaps the best way to describe the cine-
matographer’s challenge in 3-D is that he or she
needs to “enhance” their creativity. Creating
depth is first and foremost. “This can be done
with composition as well as lighting,” explains
cinematographer Tom
Krueger, as
he recalls
some of

the tools he
garnered from
Peter Anderson, ASC, while

working on U2 3D. “3-D composition works best
when careful attention is paid to stacking ob-
jects in the foreground as well as background.
The movement of the camera creates a shifting
plane between objects, which will enhance the
depth even more. So, bring on the Technocrane,
helicopter, or any of those wonderful
tools that move a camera.”
Framing becomes even more
acute. A foreground object sitting
on the edge of the frame is dis-
concerting. One “eye” will see it
while the other “eye” will not.
“It's sort of like having a 3-D blind
spot,” says Krueger.
As for lighting, depth enhances
the 3-D effect. Back light, modeling,
contrast, color-contrast and separation
go a long way to enhance the experience.
“The 3-D viewing system ultimately used
can have an impact on the product and cine-
matographers need to be aware of that,” ex-
plains Anderson. “Polarization, a silver screen,
and other variants must be taken into account.
Cinematographers tend to light deep and en-
hance the effect to minimize the differences.
When we were doing U2 3D, it would be a big
joke that we tripled the atmosphere smoke.
But it softened the light, worked the atmos-

phere, and was great for 3-D depth cues.”

Cinematographers also have to take into
account the screens, which play into even
more contrast. “It is best to light a set for what
you want to see on the screen, not what looks
good on the set,” says Anderson. “A beam
splitter rig loses one stop because half of the
light goes to one and half to the other. You
need double the light level to get the same
depth-of-field or increase it even more to add
more depth-of-field.”

In addition, lighting for depth-of-field will
enhance the 3-D experience, which means ad-
ditional lighting requirements at different times.
And, because of technical limitations, many of
the current 3-D digital cinema theatres are pro-
jecting much less light on to the theater screens
than we are used to in the 2-D theatres. It's a
consideration to keep in mind when lighting, ex-
posing and filming theatrical 3-D productions.

“One of the greatest movies ever made
that uses most of the 3-D spatial visual cues is
Citizen Kane, which was not shot in 3-D,” re-
veals Anderson. “Think about how Gregg
Toland (ASC) used those beautiful sets. He lit
them so wonderfully. You could see them for
miles. They were playing with the mind, some-
times going shallow and sometimes deep. What
a perfect venue for the 3-D tool set.”
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