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ASSOCIATION 
GROWS, MOVES, 
GETS SECRETARY 

We"ve grown to 102 active 
members, 22 associate members 
(including 3 businesses) and 16 others 
who are subscribing to the Newsletter. 
The three businesses are Cinema 
Products, Bob DeRose, and White
house AV. The phone rings a lot: 
we're answering about 5 requests a 
week for operators, and we're fielding 
numerous questions about the 
workshops and the association. The 
new address: 108 Church Street, 
Philadelphia, PA 19106. The new 
secretary will be Dianne Bowersock, 
and she will start on September 6. 
She is not an owner/operator yet, but 
she will be organizing our files, 
answering the CALL-CAM line, and 
keeping track of requests. 

Our Visa and Mastercard 
account is finally open. Those of you 
who charged memberships, expect a 
bill to your account this month. We 
also take American Express. 

New service for members: 
We're going to refer members as 
Steadicam Assistants if they want. 
See the new space on the database 
form. No need to respond if you don't 
want to be referred as an assistant and 
you don't have any changes. A blank 
entry is as good as a "no." 

We thought this would be 
useful for operators in need of 
assistants in remote territory and for 
new operators who want to work with 
established operators. It also might be 
a way to get assistants to join the 
association and keep up with the latest 
Steadicam news and information 

Association Notes contiinued on page 13 

Bob Crone gives lessons to Margaret Thatcher and PM Brian Mulroney. 

Report from the Masters 
by Garrett Brown 

The Masters Workshop in June 
was a smash hit. After more than a 
decade of slogging around with the 
Steadicam, under fairly isolated 
conditions, it was great to be in the 
company of two dozen people who 
are experts in its use and who own 
their own rigs. (Hey, I'm not com
plaining, it must also have been lonely 
to be one of the first Cro-Magnon 
persons in the world, right?) 

There we were: mostly old 
friends, with no beginners to teach, 
and lots to catch up with as to 
histories, styles, and equipment. 
From my point of view, there wasn't 
nearly enough time. We had great 
lectures, reels, shots, seminars, 
gadgets, and an amusing shootout 
with Billy Williams' conventional 

dolly shot. In fact, there is so much 
great video from this gathering that 
we are considering producing a two 
hour "highlights" VHS tape, to be 
available to members at cost, which 
would include the technical demon
strations and the taped lectures. 

It was a good picnic and a lot 
of laughs, but more than that, I 
learned a lot. We were able to resolve 
some matters of trim by direct trial
and-error experimentation, since there 
were many expert hands available to 
put rigs into bizarre configurations. 
Everybody got some exposure to 
different operating styles (such as that 
of Jeff Mart - the "mountain man" of 
Steadicam, who appeared in our midst 
after ten years of relative isolation, 
and dazzled everybody with his 

Master's contiinued on page 10 
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Introducin the Steadicart
 
By Rusty Geller 

Are you tired of schlepping your 
gear around? From your car to the 
camera truck to the se t, to the next set, 
across the locat ion when the company 
turns aroun d to shoot the other direc
tion , and then back again when the 
direc tor realizes he 's forgotten an 
angle (you get the picture). You 
cou ld hire an army of coolies or you 
could build your own version of my 
"Steadicart." 

] go t the idea on my first fea ture. 
It Was my secon d paying job (of 
course I was the only person on the 
set aware of that fact) and I'd finally 
persuaded a grip to get me a stand and 
a sand bag. Then I wore the rig in and 
docked it and then went back out to 
the parking lot to get my hand truck 
which had milk cartons full of my 
stuff on it, and then dragged it back to 
the se t to find that my Steadica m was 

miraculously still there. I made the 
shot, a simple pull -back and exit, and 
everybody see med to like it and I was 
feelin g great, having j ust aced a shot 
with Char lie Bro nson. Then I looked 
around and rea lized that everyone had 
split, leaving me alon e in L.A.' s 
Grand Central market in a crowd of 
strangers not par t of the movie 
company with ump teen thousands of 
dolla rs of unpaid-for gear. How was I 
gonna move three loads of gear to the 
new set at the same time? I look ed at 
the stand and the little cart with the 
milk car tons and vowed if I made it 

thro ugh the day I'd do 
something abou t it. I did , and 
so I did. 

Firs t I bought a big co nvert
ible cart , the kind that goes 
from two-w heels upright to 
four- wheels horizontal. I 
picked one that was big and 
strong, but light enough to fit 
in my Sub abu . Then I got 
some speedrail and plywood 
and steel and took my preci
sio n machin ist eq uipmen t 
hack saw and K-Ma rt dri ll 

- and disa ppeared into my 
garage for a day and, voi la, the first 
incarnation of my "S teadicart". 
(Dismissing the kind of thinki ng that 
nam ed the Garfield Mo unt and the 
West Bracke t, I refuse to call it the 
Gell er Car t.) 

The beauty of this thing is that it 
will carryall your cases from yo ur car 
to the camera truck and then allow 
you to buil d and roll your rig on the 
cart 's ow n dockin g stand with enough 
room to bring along a few cases of 
tools and spares and monitors and 
batteries and all the junk we need at 
hand . And bes t of all, it gives you 
your ow n place to sit on the set. 
I replaced the milk ca rtons with a 
good Exca libur case, added a bicycle 
water bottle which is real handy for 
between take gulps, safe ty straps and 
padd ing to pro tec t the rig as I boun ce 
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it dow n the alleys, and extr a bags to 
hide my personal stash of bananas, 
dry T -shirts and cop ies of Variety and 
Mad Magazine. My latest mod . has 
been to weld on brac kets and axles to 
carry ten-inch balloo n tires which 
gl ide ove r all the cab les and grip-ju nk 
on the set, float on dirt roads and 
allow me to scream at unsafe speeds 
down ramps in parki ng structures. It ' s 
been work ing grea t for years now, 
making my life muc h eas ier. 

I was going to keep this thing a 
secret, and use it as a gimmick so 
people would remember me , but if 
that' s all I have go ing as an opera tor, 
then I should be driv ing a bus. So take 
the idea and, if you'd like, buiId your 
own and save yourself a lot of trouble. 
If it works and we meet sometim e, 
you can buy me a beer. 

_ Sales _ service _ Rental 

l~ 
New & Used Systems, Parts, Access. 

WHITEHOUSE AUDIO VISUAL!	 11511 Wesr PieD Boulev ard 
Los Angeles. CA 90064 (2 13) 479·8313 



One becomes an entity, instead of an 
enigma. But more importantly , Stead Letters to the Editors 
icam advertising benefits the group of 

Letter to the edito r: 
At the risk of seeming like a 

grouch, I 'd like to expres s my 
reserva tions abo ut the numerical 
rating/ra nking of camera operators 
and gear. Is this to be a handicap as in 
golf? (That shot is 7, better ca ll an 8 
operator!) Or is it a ranki ng as in 
boxing? (now shooting, the SOA #4 
contender. ...) 

Assigning numb ers to indi vidua ls 
is difficult at best. Unfortunately 
there should be some way to quantify 
an association member ' s skills so that 
a produ cer gets a person not on ly 
capa ble, but well-ma tched for the task 
at hand . I 'm not sure how to go about 
this, but I would favor a simple 
designation: I)primarily a film 
cameraman. 2)video shooter. When a 
producer chooses me I like to think 
it ' s because I' ve de livered before, my 
reel was okay, or that they like me as 
a person. 

On the subject of gear, I would 
favor a three tier des ignat ion: 1) 
Doesn't own a Steadicam , relies on 
rentals. 2) Has a Steadicam. 3) 
Complete kit (Steadicam, vehicle 
mount, video taps, focus.) Just 
remember, James Ga lway can make a 
penny whistle sound pre tty good . It' s 
the man, not the machine that makes 
the pictures. 

Dave Knox , New York 

August 2, 1988 

Dear Vic, 
I read your column and I saw your 

video at the Master' s Workshop; 
here 's what I think. You have five 
rules for effec tive prin t advertising. I 
have five rules for effective advertis
ing cri tique: 

I . Be Construc tive : 
Nobody loves a wise-ass Vic, not 

eve n yo ur moth er. If you want to be 
cons truc tive then criticize the ad, not 
the person behind the ad. I ca n' t find 
a word in e ither your co lumn or your 
tape that offers a positi ve alterna tive 
to the layouts or copy in questio n. 
People will listen to what you say if 
they think you have their best interests 
at heart. The y'll kiss you off if they 
think you're takin g cheap shots. So 
leave the jokes to Ted Churchill ; he 
knows more about sell ing Stead icam 
and he's funnier. 

2. Understand What We ' re Selling: 
Your rule number 5 for effective 
adve rtising is: "Sell your uniqueness 
as a Steadicam operator, not the 
Steadicam's capabili ties." Great 
co ncept Vic, but when was the last 
time you tried a Steadica m on? If you 
have you' d know that the Steadicam 's 
only capabilities lie in the opera tor's 
unique abilities . We ' re not talking 
robots here. So, if one has a great per
sonal concept like Ted ' s " Experience" 
ad or Larry McConkey 's cred its, use 
it. Otherwise, sell the hell out of the 
equipment. Steadicam opera tors 
know that the three mos t frequen tly 
asked questions on any set are " how 
much did it cost?", "how much does 
it weigh?" , and " how 's your back?" 
At the techni cal level , the equipment 
is the mystique. If you can ' t (or don 't 
care) to make a person al s tatement, 
then use the equipment to create an 
aura of intrigue about yourself. Re
member, if we left the task of describ
ing Steadicaru' s capabilities to 
Cinem a Products we 'd all be wai ting 
for our first jo b. 

3. Und erstand Wh y We ' re 
Advertising: 
Producers never ring up to say "I 
loved your ad, let ' s work next week." 
Steadicam adver tising has a more 
subtle effect than the direc t sale . It 
needs to raise one 's visibilit y so that 
instead of asking "Rick who?", peo ple 
I' ve never met suddenly think they 
know me and want to work with me. 

ope rators as a whole because it makes 
an impression on the industry at large. 
Adve rtising makes Steadicam visible 
and this benefit s everyo ne. Six full 
page ads- go od or bad- per issue of 
American Cinematographer (as were 
running last summer) make producers, 
directors and cameramen think that 
Steadicam is the happening thing . 
And that creates work . If the advertis
ing works at these levels, it work s. 
There' s a lot of room for improve
ment in these ads , but your most 
important func tion, as I see it, is en
couraging people to advertise, 
advertise, adve rtise. 

4. Understand The Adve rtise r's 
Purpose: 
The last line in my advertising is 
always: "agent: Andraya Kulinyi 
2 12-475-34 10" Your comment was , 
" ...how can anyo ne ca ll your agent? 
His (or her) name is unpronoun ce
able." Since Andraya has an unusual 
nam e (and since she was new to the 
industry) we specifically ran it 12 
times over a year in eve ry ad to 
increase her name recognition. It 
worked. Simple prob lem, simple 
solution. So pay attention to the 
advertiser's message Vic, and, if you 
can, help him to accomplish it. 

5. Do What You Know Best: 
Since we know you can ' t S teadicam, 
maybe you ca n adver tise . Aside from 
the cos t of space, the bigges t problem 
every Steadicam adve rtiser faces is 
find ing good, professional art direc
tion . I' d suggest you stop writing and 
star t designing. And since you're 
trying to be helpful, why not offer 
your serv ices "pro bono" to all the 
mem bers of the association? Then 
we'd have the best of both world s
good advertising and no more 
columns by Vic Sonder. 

Good luck, 
Rick Raph ael 

Letters contiinued on page 11 
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shooting - such as the smoothness or Camera Music suddenness of the transitions between 

by Allen Krantz 

Allen Krant z is a composer , 
guitarist and teacher living in Phi/a
delphia. Although he used to accuse 
me of trying to build up the role of 
Steadicam operators in film so we 
could charge more and fly first class, 
I believe (naturally) that camera 
operating is still an art form in 
development. The early Hitchcock
era Hammer Films ensemble players 
(operatortdollygriptgrips), performed 
wonderful prime-lens crane shots; 
with props moving out of the way and 
walls flying in and out. The verite' 
documentarians with their NPR' sand 
zooms did equally amazing work in 
the 60' s without a scratch on reality. 
Now the Steadicam offe rs additional 
possibilities for the operator as artist 
- a solo instrument that provides the 
opportunity for unprecedented control 
over the camera's motion and position 
in space.- OS 

A few years ago I heard 
Garrett , while being interviewed on a 
local radio show , mention that his 
guitar lessons had given him new 
insights into camera work. As a 
teacher, I was naturally pleased with 
this enthusiasm from a student, not to 
mention the promising sign of 
continued employment, but I dis
missed the remark as one of the 
occasional outbursts of the somewhat 
deranged mind that I had come to 
know. However, as I had the opportu
nity to observe the Steadicam and to 
talk with Garrett about what he felt 
was its potential, I also began to see 
that in fact one of the Steadicam's 
contributions to film was to help make 
camera operating more "musical". 

Before discussing what being 
musical means, we first need to see 
what shooting film and interpreting 
music have in common. A successful 
shot may involve more than just 
transporting and pointing a camera, 
just as the successful performance of 

music involves more than just 
technically playing the correct notes at 
the appropriate tempo. Both, at their 
best, benefit from performance - in 
which the capabilities of the instru
ment are employed to enhance the 
larger effect of the overall work. Our 
premise is that various characteristics 
of musical performance seem to have 
their spatial , positional, and dynamic 
equivalents on screen, such as : 

Color in music is the quality of 
tone - in film, it might include the 
many intangibles of composition; as 
well as tension, mood, style, drama 
the subtle qualities that a well
executed shot can offer. 

Loudness is perhaps analagous 
to the figure size in frame - preferably 
varied for effect. 

Balance (the relative voicing of 
melody and accompaniment) is not 
unlike choosing the path of the 
moving camera to control the empha
sis between foreground and back
ground, between actors and various 
elements of the set, or between a lead 
actor and the supporting cast. 

Arti culation (staccato, legato) 
could be related to the style of 

elements of the shot, or the rates of 
acceleration and deceleration. 

Tempo may include more than 
just the velocity of the camera or the 
count of the "click". In expressive 
playing (or operating), it is the pace 
the sum or the average of many 
deliberate local variations of timing. 

Accent provides punctuation, 
the mini-climaxes on the way to the 
ultimate climax of the piece. 

The Steadicam operator can 
hypothetically control all of these 
elements, and thus can perform 
(operate) shots that contribute more to 
the movie. 

Music, like film, is a linear 
medium that moves through time. A 
musical phrase approaches a goal and 
recede s from it with varying degrees 
of tension and release. In the same 
way that a film is made of many 
scenes of varying degree s of impor
tance, a piece of music is made of 
phrases, each with its own internal 
shape , yet subordinate to the larger 
architecture. To a good musician, the 
time that is used to tell this story is not 
governed by a static , one dimensional 
metronomic beat, but by a fluid and 
organic pulse that can be stretched or 
tightened as the goal is approached. 
We may rush toward a climax in order 
to have more time to savor it, or 
conversely we may hold back as we 
approach, only to move on as soon as 
we arrive. This concept of taking 
time from one place and giving it to 
another implies an overall balance 
when done effectively and is called 
"rubato" from the Italian "to rob". It 
also can be used to highlight rhythmic 
details as small as a single note. 

Articulation refers to the length 
of notes within a given tempo 
simply, stacatto and legato - shortness 
and choppiness vs. longness and 
smoothness. Because the starting 
place of the note stays the same, we 
are talking about the duration of 



individual sounds and the creative use 
of silence ... or the duration of motion, 
and the creati ve use of stops/holds/ 
pauses etc. Four quarter notes that 
precede a long, held whole-note may 
be shortened so that the long note is 
approached by a feeling of tip-toeing 
up to it. The camera's motion may be 
seamlessly in sync with an actor, or 
artfully out-of-sync to create a 
different effect. 

Another important concept has 
to do with the balancing of musical 
elements. Melody and accompani
ment are perhaps analagous to the 
foreground and background, and this 
relationship need not be a simplistic 
one. A talented interpreter can bring 
the background forward to interact 
with the melody, providing contrapun
tal impulse and encouragement. 
Motion of the camera controls the 
content of the various planes of the 
frame and controls the timing of 
entrances and exits; of reveals; of 
passages through; and of temporary 
compositional imbalances designed to 
presage events within the frame (such 
as showing a doorway before some
one appears within it). A correlative 
issue is how to make a complex 
contrapuntal texture with many 
independant lines simpler to follow 
and more elegant. The musical 
solution is often to stress a single, but 
not necessarily obvious, line and to 
relegate others to the background so 
that the texture is not busy with many 
things demanding attention. The 
moving camera tracks (or rotates 
upon) a common element that ties a 
scene together. .. 

One can also call attention to 
something important in a musical 
phrase by means of a negative accent, 
a pulling away to give a moment a 
special and suprising delicacy or 
tenderness. If unexpected, this can 
also change the listener's orientation 
and introduce a sense of mystery or 
perhaps profundity. In fact, the 
general language of musical dynamics 
may be helpful when considering a 
shot. A "crescendo" is a gradual 
increase of volume, a "decrescendo" 

being its opposite. They are indicated 
by the following signs: <, >. Many 
phrases have a natural inhalation 
exhalation shape that would be 
expressed as < >. But other shapes 
are possible including phrases whose 
main functions are to make a transi
tion from one dynamic to another at 
which level the piece will continue. 
The starting point of all these situ
ations can be at any level of loudness 
or softness. 

There is also the idea of a 
sudden change in dynamics creating 
an accent and this is a "subito forte" 
or "subito piano", a sudden loud or 
sudden soft. The analogy here would 
again be the sudden emphasis given to 
the subect by a dramatic change of its 
size in the frame. The forward 
movent of a musical or visual idea can 
be greatly enhanced by a sense of 
dynamic shaping and that this can be 
as subtle or as dramatic as necessary, 
but it's the rare situation that requires 
a static, non-inflected approach. 

The final issue I want to touch 
on is the use of color. Most musical 
instruments have the ability to stress 
the treble or bass aspects of a given 
tone. A good instrumentalist uses 
these shadings like a painter uses 
chiascuro effects. They may be used 
to contrast different phrases as if one 
took place in the light and the other in 
the darkness or they may introduce 
contrast of tone within a single phrase. 

Although it is admittedly a bit 
of a reach to consider that the moving 
camera somehow partakes of the 
quality of "color", there is another 
highly intangible quality of a well
operated shot that might perfectly 
serve the mood, the style, the dramatic 
tension of the scene - it could as well 
be called color - it's a subtle emo
tional quality, related to composition 
as much as to the other elements we 
have named. 

These matters of texture, 
dynamics and color work in tandem 
with the timing flexibility discussed 
above and must often be done 
discreetly so as to not interrupt the 
natural flow or momentum of an idea. 
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This is precisely what gives musical
ity and personality to a performance 
without it becoming mannered. 

Although some of what I have 
touched upon may otherwise be 
considered to be within the province 
of the editor, it seems to me that the 
Steadicam's responsiveness to the will 
of the operator makes it particularly 
suited for creating the ebbs and flows 
which give long sustained shots an 
inner life and rhythm, and allow for 
that much more creativity within the 
bounds of the sequence. When a wind 
player takes a solo in the middle of a 
symphony, he walks the very fine 
aesthetic line between staying in sync 
with the rest of the orchestra and 
exploiting the opportunity to contibute 
something meaningful of his own. 

This brief essay grew out of 
my lectures for two of the Steadicam 
workshops in Rockport, Maine where 
I had my guitar along to demonstrate. 
I think there might be some real 
benefit to listening to some solo 
instrumental performances that 
highlight the above points. Artur 
Rubinstein's performances of Chopin 
on the piano give a sense of a wonder
ful and natural rubato. Claudio 
Arrau's piano performances are great 
explorations of the texturally rich 
music of Schumann and Liszt. On the 
guitar, the recordings of Christopher 
Parkening show a creative use of 
shading within a phrase, and the 
Academy of Ancient Music record
ings of 18th century music are good 
examples of musical articulation. 
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with weights (fig. 3). In simple static 
balancing, the rod will remain vertical TRIM · II THE SEQUEL 
ifW\R2 = W zR2• 

The Grand Unified Theory of Trim 

by Arnold DiGiulio 

Introduction and notes by Garrett 
Brown 

In the last issue we began a discus
sion of how to trim the Steadicam to 
avoid precession during rapid 
panning. Arn old DiGiulio has re
sponded to our invitation to comment 
with an article which presents the 
physics and the formulas which 
prevail. It looks more complicated 
than it is. For those of you who aren 't 
mathematically inclined, Arnold 
presents an empiracal solution at the 
end which permits proper trimming 
on a stand. He also confirms that the 
simple instinctive solution we came up 
with at the "Masters" will also get us 
close enough to be entirely useful. (I 
will restat e it at the end.) Meanwhil e. 
good luck with the real thing! 

Trimming Steadicam for proper 
panning is essentially a problem in 
dynamic balance, not unlike that of 
balancing a wheel. Two salient 
differences mask the similarity. First, 
since at highway speeds a wheel 
rotates much more rapidly than 
Steadicam, even during whip
panning, the reactions are much more 
violent. 

Second, since the wheel is 
mounted in a rigid bearing, all it can 
do to protest its unhappy state is 
vibrate. In the case of Steadicam, 
however, the bearing is no more rigid 
than the operator's hand, and panning 
is a compromise between the will of 
the operator and the demands of 
physics. 

In order to understand what 
happens, a short theoretical review is 
in order. Dynamic imbalance is 
caused by centrifugal forces. Masses 
deployed about an axis act on it only 
by their weight as long as they are 
stationary. Thus if they are in equilib

rium, they are statically balanced. If 
these mas ses are deployed in a single 
plane perpendicular to the axis (fig. 
1), they are also dynamically bal
anced. But if the masses are not co
planar, when the axis is rotated, 
(unequal) centrifugal forces will 
cause the axis itself to move about an 
entirely different axis. (Note: "copla
nar" here means that all the masses 
are in the same horizontal plane 
such as if the monitor could be 
lowered enough to be at the same 
level as the battery and electronics . 
With the monitor raised (as it is on 
the Mod ellll and Model II) we have 
dynamic imbalan ce.) 

The expression for centrifugal is: 

WhereF is the centrif ugal force 

M is the mass (which is 
directly proportional to the weight) 

Q (Omega) is the angular 
velocity (a common unit for 
this is RPM) 

R is the distance from the axis 
of rotation to the center of 
mass (i.e. the CO of the mas s) 

By way of explanation, I will 
briefly discuss the theory of dynamic 
balance and illustrate it with a simple 
problem. Then I will discuss a 
technique that does not in volve 
mathematics. 

Let us consider a lightweight 
rod held at one end but free to swing 
(fig . 2) and suspended vertically . The 
rod has two for ces F\ and F

2 
acting on 

it as shown. The rod will remain 
vertical as long as FIL = F (i.e. 

J 2L2 

the area A\ & A2 are equal). Note 
that I said forces and not weights. 

Now let 's replace those forces 

Now let's spin the rod (fig. 3). 
The rod will not spin about its axis; 
the lower end of the rod will describe 
a circle. The reason that this happens 
is that M is les s than MpR\L\2QR2L2 

because L2 is less than L\. 

The system is not in dynamic 
balance. 

Dynamic balance can be 
achieved by the condition shown in 
the following equation: 

(2.) + R\W\ =M\QzR\L\ MzQ
zR 

2Lz 
+R

2W2 

Note : the sum offo rces that 
tend to rotate the fi gure couter
clockwise equals the sum offorces 
which tend to rotate it clockwise) 

Note that I have stated that M 
is dir ectly proportional to W, but it is 
not the same number. At sea level 
usin g the foot , pound, second system 
of units, W is 32.17M 

You will note from the 
foregoing equation that R2WZ 

must be 
greater than R\W\. The system may 
be balanced statically or dynamically 
but not both . This happens because 
part of the force to achieve dynamic 
balance is supplied by whatever is 
holding the rod. In the case of 
Steadicam, which is a three mass 
system, both s tatic and dynamic 
balance are achieved. 

Now let's look at Steadicam 
(fig . 4). Assume a point on a horizon
tal plane through the CO of the 
camera and on the axis of the center
post. Call this the reaction point as 
shown in figure 4. (Arnold is 
referring to the point shown within the 
lens in fig. 4) Let us further assume 
that when dynamic balance is 
achieved, static balance is also 
achieved. This will be illustrated 
later. 
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Forces ac ting through a moments due to Q are included it is in 
distance so as to cause rotation are dynamic equilibrium . 4. W R - W R - W R =0 

mrn cc bb 

ca lled moments (not momentum).
 
Thu s the quantities in equation (2) are Note also from figure 4 . that Lc =0,
 
mom ent s. Let 's adopt the convention 3. - M Q 2R L + R W - therefore McQ2ReLc also equals zero.
 

rn m m m m 

that a moment that tend s in the McQ2RcLc - RcW + MbQ
2R 

e bLb 
counterclockwise direction is posi  - RbWb=O 
tive , one in the clockwise dire ction is These combinations that result 
negat ive . in zero ca n be dropped from the 

Now if the system is in static equation. Thus: 
When the sum of all the equilibrium the static terms must 

moments in a system is equal to zero equal zero. 
the system is in eq uilibrium. If the 5. m + M Qb 

2R L-M Q 2R L = 0 m m bb 

We said that ma ss is directly 
proportional to we ight , therefore we 
can sub stitute weight for mass since it -IN G- L c: .PL/l»c. 
affects both terms equally. Further 

___r--..- ?,ER.PE /'Il/ Ie (}LA R. 
more sin ce Q 2 appears in both terms, 

TV I1Xj S 
it can be eliminated. L., 

j 
FIe- I iN 2 

Since Lb is grea ter than Lm, 
WmRmmu st be greater than WbRb./ LLL T/// r 

~ LL- Substituting the values of 
He.. {l. Pz LR.t- WbRb,W mRm found in equation (6) 

Rz.. L, into equation (4) we ca n find the 
L;, 

required va lue of WeRe. When the 
tU z_ LJz camera is set to this va lue, both static 

R.. , and dynamic balance is achieve d. 
E\ The reaction point may be mo ved to t 1

w, anywhere on the axis o f the post "' , 
without di sturbing equilibrium. 

a b 
F/(; 3 To illu strate let ' s ass ign some 

arbitrary numbers. 

The came ra weighs 20# = We i«: 
Th e monitor weighs 5# =Wm 

The battery weighs 10# =Wb 

The desired L = 16" m 

.FIr,. 6 F J4- 7 Trim 1/ continued on page 8 



Trim /I continued from page 7 

Use equation (6) 

10 x R x 26 = 5 x 16 x 13 

R=5x 16x 13=4" 
10 x 26 

Now go to equation (4) 

5 x 13 - 20 R - 10 x 4 = 0 c 

R = 5 x 13 - 10 x 4 = 1.25" 
c 

20 
20 

By setting R
c 

to 1.25 we have 
achieved static equilibrium. therefore 
the static terms can be eliminated 
from equation (3). 

7. 

Again, since the rF and M 
terms appear in each term we can 
eliminate the Q2 and use W for M. 

8. 

Let's move the reaction point 
down six inches. Then: 

L =10 m 

L =6 c 

Substituting in equation (8) 

-5 x 13 x 10 - 20 x 1.25 x 6 + 
10 x 4 x 20 =0 

So the system is indeed in 
dynamic and static equilibrium. If we 
set the system up like this it might 
need some fine tuning because we 
haven't accounted for some minor 

weights such as the bar that carries 
the monitor or the electronics 
package which is more or less 
centered on the post. 

The non-mathematical ap
proach is based on the same prin
ciple as the theory but it is done with 
the unit in a trial and error fashion. 

First balance the system 
statically, placing the monitor where 
it is desired. Clamp the gimbal to 
some rigid object. there should be 
sufficient clearance for the unit to 
swing through 360°. 

Spin the center post. Do this 
carefully since your hand may 
introduce extraneous motions. A 
good way to do this is to start the unit 
rotating slowly and then build up the 
speed by additional twists. Observe 
the bottom of the post. 

If the system is not dynami
cally balanced the bottom of the post 
will start moving in a small circle. If 
the battery is to the outside of the 
circle as in figure 5, the battery is too 
far from the post. Move the battery 
closer to the post and rebalance by 
moving the camera away. 

This condition can also be cor
rected by moving the monitor away 
from the post and rebalancing with 
the camera or by lowering the 
monitor. 

If the monitor is to the outside 
of the circle as in figure 6, the battery 
is too close to the post. Move the 
battery away and rebalance with the 
camera. This condition can also be 
corrected by moving the monitor 
closer to the post and rebalancing 
with the camera or by raising the 
monitor. 

A third condition can occur. 
Both battery and monitor are seen as 
tangential to the circle as in figure 7. 
This happens when the three masses 
are not in the same plane with the 
axis. In order to balance a three mass 
system you must have all mas ses in a 
common plane with the axis. To 
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correct this move either the battery or 
the monitor toward the circle. 

Once you have achieved 
dynamic balance, you may move the 
gimbal anywhere along the post. Dy
namic balance will not be affected. 

This concludes Arnold 
Digiulio's treatise on the mathematics 
of trim. Even ifyou end up using only 
one of the empirical methods in real 
life, it is probably useful to study and 
understand the physics involved . 

Meanwhile : The quick and 
dirty method from the last"letter" 
suggests that you mark the cg of your 
sled, then remove the monitor and 
mark its new cg. If the monitor was 
mounted as low as the battery, the 
center post should be located at your 
first mark. If the monitor was raised 
as high as the camera, the post should 
be at your second mark. Example: 
with the monitor raised up one third 
of the way from the level of the battery 
to the level of the camera , the post 
should be one-third of the way from 
your first mark to your second. (and 
so on, in proportion). 



Abetter yoke
 
for the Model II
 
by Neal Norton 

I was trying to act nonchalant 
but there just wasn't a graceful way to 
gather up the various parts strewn 
around the stage. I was lucky it was a 
rehearsal. A few hours later and a 
couple of thousand people could have 
watched me glide up those apple 
boxes - and onto my chin. (Hey, did 
those guys on handheld cameras just 
win a lottery?) Small hose clamps 
and a little soldering resurrected my 
Model II for the show, but the monitor 
yoke was trashed. I had been wanting 
to work up a new design on the 
monitor yoke for some time. What an 
opportunity, I rationalized . 

There were three objectives. 
1) The monitor should be able to be 
tilted to any angle - especially almost 
vertical. 2) The monitor should be 
shifted to the rear of the sled. 3) With 
heavy cameras and long support 
tubes, the Model II is not very rigid. I 
was hoping to get a little stronger unit. 
I sent some drawings to John Seitz. 
John and machinist Damien Gallagher 
made some improvements on the new 
design and then put it together. The 
new parts Damien made are simple 
and very strong. I have been using 
this modification for more than six 
months with no problems. 

The yoke consists of two 
parallel tubes clamped together top 
and bottom and then held in place on 
the Model II by the existing monitor 
support tubes. The monitor itself at
taches to brackets that shift the 
monitor one and a half inches to the 
rear of the sled. The brackets slide up 
and down on the parallel tubes. Be
cause the two bracket s slide up and 
down independently, it is easy to fine 
adjust a level attached to the monitor 
by loosening one only and raising or 
lowering until the level is matched to 
a camera level. It is a very good idea 
to helicoil the threads on the monitor 

/
 
, 

Modifications for Model I yoke. 

screw holes. It takes a little more 
torque to keep the monitor from tilting 
on its own with this arrangement. 
In addition to the original objectives 
for this modification, putting the rig in 
lo-mode is now much faster. The 
monitor is unscrewed from its 
brackets, flipped over , re-attached and 
slid up the parallel tubes as far as 
possible. Because of the more 
flexible viewing arrangement with 
this modification, the large cable for 
lens controls coming from the Bendix 
connector on the bottom of the J-box 
would often get in the way. I had the 
Bendix connector moved to the front 
of the J-box in place of the channel 3 
Lemo connector. The Lemo was 
moved to the rear of the J-box. 

I am very happy with the way 
the new design is working, but I hope 
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.. J 
it is the last change I need to make - at 
least for awhile. Crawling around a 
stage looking for pieces is just too em
barra ssing. 

-'iIiit:
~ 

In the next issue... 
Jimm y Muro on the human 

Cablecam, Ted's stories from the front 
in Czechoslovakia, Trim III (only 
kidding), more mods, more reader 
mail, Buddycam drawings, McConkey 
in Thailand, results of the board of 
directors, and just more . 

DEADLINE FOR ARTICLES 
SUBMISSION - NOV 19,1988. 

-'iIiit:
~ 
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Master's continued from page one 

"hard" acc urate style. Jeff a lso had 
some great gadgets, incl uding a long 
tube of batteries used as a sup plemen
tal suppl y which he stows inside the 
center po st. 

Everybody there spoke the 
lang uage! We got some feedback on 
eve ry aspect of this unusual craft of 
ours - from advertising to anodi zing . 
So we didn't get aro und to disc ussing 
"School Figures". That idea has 
either died or gone into hidi ng until 
the next time. Nei ther did we draft 
our letter to Panavision rega rding the 
future of the "G Iide" We were too 
busy with new matters. 

Some of the best moments: 
Lectures: Ted Churchill on 

his ill-fated adve nture with the 
Russians in Czechos lovakia, Jimmy 
Muro on his " Human Skycarn " shot in 
Jamaic a (Watch for his article in the 
next issue), Storaro and Sa nder on 
tape, Allen Krantz (see his piece in 
this issue) on "Music and the Camera 
Operator", Bob Ulland on fi tness, etc. 

Meetings: Ed DiGiulio 
standing up to a roas ting of CP 's 
recent pe rformance. (Ed expects that 
impending new inves tment will 

Soundman's nightmare 

Erich and Charlotte Roland got married between sessions at the Master's 

fin a lly permit the company to move 
ahead and to agai n actively support 
the entire Steadicam program.) John 
Sei tz appe ared with some new gadgets 
and the promise of more. He has 
lapped CP with his accessories and 
modif ications, principally bec ause he 
listens and responds to ow ner-ops ' 
need s. 

Tricks and gadgets: We 
tested "Mastercam" (other wise known 
as "Slavecam" - it depends on your 
poin t of view.) and it was sensationa l. 
It 's a grea t concept to keep in your hip 
pocket for those moment s anyw here 
in the world when you need a lift. We 
built one from a sheet of 4x8 plywood 
with screwed-on 2x4 handles and a 
pipe rai l to lean aga inst. It is rela
tively easy for eig ht people to lift it 
right up over their head s and jog off 
acro ss rough gro und. It can be 
boo med up so fast that one is nearl y 
ca tapulted off of it, and it seems to be 
as stable as a church - Jerry Holway 
had a ladder chai ned down on it and 
proceeded to shoo t fro m the top as it 
was carried along. If you ever need to 
ach ieve a monument ally high lens 
height in lo-mode (16 feet !), or if you 
need to get magically up onto a 
rooftop, th is is the ticke t. It also 
makes a grea t cra ne shot if you step 
onto it and have the slaves smoothly 
lift you up. Ted Churchi ll arrived at 
Billy Williams' Cam era Class abo ard 
Mastercam (which destroyed 'em) to 

show how Stead icam might be useful 
for ge tting a shot (Ulland - one take) 
that had taken the class hou rs to ge t 
with dolly and rails. 

New dev ices: Ted and I also 
built and tested several versions of a 
brand new bac kup dev ice wh ich could 
save the shoot if yo ur arm or suit 
breaks. It ' s also a grea t trick on its 
own and has some sensa tional primary 
uses: such as for lens-on -the-deck Lo
Mode without a long post. It has 
already acquire d the unfortunate 
nicknam e of "B uddyca m" and it' s 
ultim ately simple and cheap. It 
amounts to noth ing more than a 
structure , such as an old motorcycle 
handlebar set, which is arranged so 
that its ce nter column terminates in a 
5/8 th inch stud for hardm ount ing to 
the gimbal. It' s handl es must be 
arrange d so that they exactly flank the 
center of the gimbal (see drawing) . 

, , 

, 
, 
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Now the operator holds up half of the 
Steadicam with, say, the left hand, and 
opera tes with the right. A friend 
holds up the other handl e with his or 
her left hand , and merely keeps it at 
abo ut the same height and position as 
that of the operator. The gimba l 
con tinues to work like magic, and the 
results are not detectably different 
from those produced with the suit and 
arm. It is a bit more work, and takes 
two peopl e , but it has the adva ntage of 
being able to boom fro m as low as 
possibl e to as high as possible with no 
limitat ion due to the range of the arm. 
If you can round up two suckers, they 
can do all of the lifting, and you ca n 
just cruise along and operate (and give 
orders !). 

Agai n, this can be made 
anyw here in the world if you kno w 
how to go about it - Just be sure that a 
line draw n betw een the handles passes 
exactly through the gimbal. I'll write 
up plans for it in the next issue, and 
we' ll sugges t that CP release a good 
version as an inexpensive accessory. 

The final moment was the 
Borscht -Belt vs. Princeton duel of 

wits between Barry Markowitz and 
Ted Churchill at the wrap party. 
(Who do you think won ?) 

Will we do it agai n? I 
would, in a mom ent. Pe rhaps in 
Europe next time? Why not. 

Letters continued from page one 

Ed . Note: Vic Sonder is on vacation 
this quart er, but he has lef t us this 
reply to Rick's letter. 

Dear Rick, 

I read your letter in response to my 
advertising column, and here' s what I 
think: 

I. (Be Constructive) Ok ay, maybe I 
was a little bit of a wise-as s Rick, bu t 
that doesn't mean my counsel wasn't 
wise and well-meaning. Until Ted 
goes into advertising, my advi ce may 
be the best you'll get. 

2. (Unders tand What We're Sell ing) 
You're right, Rick ... "The 
Steadicam' s only capabilities lie in the 
operator' s unique abi lities ." Precisely 
my point! If you spend as much time 
think ing about your ads as you did 
composing your letter , you might be 
able to com e up with an interesting 
headlin e which co mm unicates the 
nature of your unique abi lities . 
Despite ad and letter, I'll bet you have 
some. 

3. (Unde rstand Why We ' re Advertis
ing) Rick , we have no misunde rstand 
ing here. You are right. I might not 
have expressed myself in precisely the 
way you did on the subject, but I Mike Elwell asks if the grips' backs hurt 

wholeheartedl y agree. 

4 . (Understand the Ad verti ser's 
Purpose) Rick , come on. Loo sen up. 
Laugh a littl e. Relax. At least my 
rules are n' t redu ndant! Regarding 
your agent, my tongue was planted 
firmly in my cheek, and if you review 
you r ow n cheek area from time to 
time, you might find it that it's a 
co nge nial place for yours . 

5. (Do Wh at You Know Best) Rick , 
When you offer your services on my 
commercials "pro bono" , I will don ate 
my services to you personally for the 
same pr ice . Unt il then I can only wish 
yo u the best of luck and co ntinue on 
as your Unpaid Ad Consultant - in 
order to help all members of the 
association who are thinking about 
advertising! 

Sincerely, 

Victor Sonder 

~ 
~ 

Greatest Hits of '88 

Se nd us your best shots on video tape. 
We'd like to make a blow'emaway 
demotape to show to producers 
aro und the world. 

Send your sho ts to our new address: 
108 Church Street, Philadelphia, PA 
1910 6. 
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The Care and Feeding of Operators 2
 
by Dave Knox 

"How's your back?" Someone 
asks me this question at least once a 
day, regardless of the type of job I'm 
on. After six years of Steadicam, I 
still don 't have the perfect reply to 
this one, but I 'd like to offer a few 
survival tips and short-cuts for the 
novice. 

We all know Steadicam use 
doesn 't hurt your spine, yet certain 
muscle groups complain that they get 
more than their fair share of the work 
(mostly by building up a moderately 
painful excess of lactic acids). Re
ducing the muscle load by resting or 
readjusting body position is usually all 
that's needed to calm down twanging 
lumbars. The fact that Garrett is a 
natural athlete with a very long body 
upon which to spread the forces of 
schlepping aSteadicam around dis 
guises the fact that a certain amount of 
attention must be paid to maintaining 
your body as well as your machine. 

While Steadicam-specific exer
cises are probably uncalled for (10 
more boom-ups, ready! One! Two!), a 
moderate fitness regimen can't hurt. 
Nautilus , swimming, whatever. Face 
it, making a living by lugging around 
a 60 lb. camera is inconsistent with a 
couch potato life-style. I usually 
workout on off days , and stretch for 
twenty minutes or so at home on a 
shoot day. That way, when the AD 
calls "Steadicam is up first," I'm not 
completely shocked by the load of 
actually having to do physical work. 
I heard of one guy who practices by 
jogg ing around his neighborhood with 
his rig on. Well, forget that. Not only 
is that inviting a mugging in New 
York, but the idea of strain and stress 
on an otherwise free day is ridiculou s. 
I find that a good exercise for rest 
days is the stacking of all the camera 
cases in a comer, followed by the 
tum-and-walk-away. 

The answer to the "How's your 
back?" question lies in that a properly 
adjusted rig, coupled with an intelli

. : 

gent approach to shooting and more 
importantly resting, poses no more 
difficulty than the usual strains of 
handheld shooting, or carrying around 
mountains of Panavision gear. 

Adjusting the machine is text for 
other articles, but let's take a look at 
some of the forces on YOU. Obese 
people inevitably have leg problems. 
Carrying sixty Ibs. of camera gear 
turns you effectively from a 165 lb. 
man into a 225 lb. man. The weight , 
even if perfectly distributed by the 
Steadicam harness still gets to the 
floor by way of your legs . I always 
wear cushioned athletic shoes and 
double thick socks. Kneep ads, 
discreetly worn under pants can save 
your patella and budding career if you 
miss that last curb. Towels stolen 
from the hotel and a clean shirt can 
also reap rewards. No client or 
agency guy wants to sit next to a wet 
Steadicam operator at lunch , no 
matter how great the playback looks. 

The six hours between crew meals 
can start to seem like a long way off, 
as your blood sugar is quickly reduced 
to zero by repeated takes of an actor 
blowing his lines time and again. 
Recent scientific studies point out that 
caffeine ingested one half hour before 
exertion can actually increase muscu
lar performance, and its better from an 
athletic standpoint to eat small 
amounts continuously, rather than pig
out at midday. Tho se doughnuts and 
coffee at the craft service table are for 
you. 

A Producer will often ask, how 
long can you wear that thing? Film
style shooting entails dozens of delays 
for lighting, make-up change, etc. I 
think of them as rest opportunities 
myself. Besides , a 35mm mag will 
only last four minutes until a reload , a 
piece of cake. With the docking stand 
placed nearby , it 's a cinch to always 
be ready when " they" are. Videotape 
provides another problem. "They" 
never run out of stock . The first thing 
to run out will be your Steadicam 
batteries, if not your enthusiasm, in 40 
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Drawing by Leonardo Da Vinci 

minutes or so. A five minute rest per 
hour is not too much to ask for during 
a stage show under 120 degree lights, 
in order for the lactic acid to flow out 
of overta xed muscles. 

Other tips for making life easier: 
Use a handcart. I heard of an unfortu
nate fellow who strained himself 
lifting his steadicam CASES, and had 
to bow out of the job! Use porters. I 
like to think of it as an effective use of 
the division of labor to tip a guy to 
haul my bags to curbside from the 
baggage claim . When not in use, put 
the rig down . A good assistant will 
keep the docking bracket so close it's 
almost in the shot. Unless it 's stack 
ing up to be an easy day, rest the rig 
on it to watch playback or shoot the 
breeze with the director. While I'm 
willing to wear the thing whenever 
called upon, if it's just as easy to 
design a shot with a director's 
viewfinder , and rehearse the back
ground action without actually putting 
on the rig, why not? The trick here is 
to listen to your body, and save some 
gas for the BIG shot coming up at the 
end of the day chasing the stars up 
countless narrow stairwells. 

After several consecutive working 
days, or a long day with a heavy 
camera (PFX-X with Primo lenses! ), 
you may feel fatigue or a few knotted 
muscles . I recommend the following 



Page 13 

to you: Aspirin. It's a wonder drug, 
working as a local analgesic on tired 
muscles. A hot bath. No kidding, 
twenty minutes here can not only 
relax your mind , but unkink unruly 
lumbar knots. Beer. Hey, marathon 
runners drink it. It's packed with 
calories and can serve as a topnotch 
chemical attitude adjuster at wrap. 
While the assistants struggle with 
your mountain of cases, you, well 
relaxed and wearing a clean shirt, can 
answer the production manager's 
enquiry: "My back? Never felt better. 
Here 's your invoice ." 

Association Notes, 
continued from page one 

without losing your copy of the 
newsletter. 

In a separate mailing, you'll 
find a ballot for the board of direc
tors. Vote for six. Nominees include: 
Mark Konickx, Ted Churchill , Janice 
Arthur, Larry McConkey, Nicola 
Pecorini, Bob Ulland, Jon Cassar, 
Mark O'Kane, Randy Nolen, Liz 
Ziegler, Steven St. John, and Jimmy 
Mura. Some other folks were 
nominated but, alas, they aren't mem
bers. Garrett and Jerry and Carla 
Holway arecurrently on the board. 
Write-ins will be tallied. 

More workshops are being 
held in St. Peter's Village , outside of 
Philadelphia. Class size is limited to 
twelve. The next workshop will be 
held October 9 to 14. The current 
workshops are good for operators 
who've been out there a little while 
and need brushing up on their skills as 
well as being fantastic and essential 
for beginners. We're contemplating 
running an intermediate level work
shop. If there is enough interest, 
we'll get it organized. 

Lastly, Jerry Holway has left 
the ranks of the homeless and finally 
taken up permanent residence in the 
Phillyarea. His new address: 1606 
Ridgeway Road , Havertown, PA 
19083. Telephone: 215 789-2965, 
FAX: 215 789-3465. 

Stalingrad
 
Ted Churchill meets the Panastroika camera 

Standing in front of Soviet soldiers whonot only are acting in the film as Russians 
and Germans but as part fa the grip deartment, Ted poses for "Wish you were here" 
postcard . Good will on the set from Soviet crew was boundless. 

Russian 70mm handheld camera mounted on Steadicam . Made of magnesium and 
holding a two-hundred foot load, it weighs about the same as an Arri III, of which the 
motor alone weighs half. Brackets in front hold lightweight CP mattebox and focus 
motor, power cable (seen from here wrapped around motor) was made by Ted of 
zip cord and two European wall plugs. Mercifully , camera employed both American 
type threads and 32 pitch gears on the lenses . The only trick was getting the LDH 
26 on the viewfinder With the help of masterful Czech machinists,and a Switar 
160mm lens, we were able to see the whole 70mm frame . 

Ed. Note: Ted will have more to say on his Russian experien ce in the next issue 
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Wedgeplate helps 
in low mode 
Modification by Robin Buerki 

The prototype worked well in extreme 
low mode (the two cent erposts mode) 

After working with this protot ype that 
he made in a hurry for a job, Robin sees 
the need for a produ ction model that is 
lightweight and adju stable. Are there 
any out there? 

Classifieds
 
For Sale: NC-1 2 Quick-charger. Just 
rebu ilt. $2,500. Call Randy Nolen, 
(8 18) 705-4843. 

VEST AND ARM - Mods. and 
updates . Replace steel and aluminum 
with titanium and magnesium . Knock 
pound s off overa ll weight while 
beefin g up lower arm for impro ved 
heavy camera performance. Inquire: 
Bob DeR ose, 2 13 461-0903. 

For Sale: Arri 2C. Tricked out for 
Steadicam, PL and Pana mounts. Call 
to inquire: Dave Kno x (2 12) 288
1603 . 

FOR SALE: Rogers side to side 
plate . Mint. $350. Jerry Holway 
215789-29 65. 

WANTED: Second hand model III 
in good condition, complete with 
accessories, if possible. Contact 
Brian Drysdale, 6, Richhill Park , 
Belfast BT5 6HG, Northern Ireland. 
Telephone Belfast 653223. 

WANTED: Used Model III Stead
icam with accesso ries . Call or write 
to Geoff Owen, 36 Lutwyche, Petrie 
Terrace, Brisbane , Q 4000, Australia, 
61-07 -832-1229. 

Mitch Montrose Steadicam Repair: 
*Factory trained (Cinema Products), 
*ultra low $35.00 hourly rate, 
*Phillips video taps, WRC 3A 
remotes, follow focus motors, *modi
fications. CALL FOR DETAILS 
NOW! (213) 312-1498. 11818 
Gateway Blvd. , Los Angeles, CA 
90064. 

Fastchargers and rental houses, part one
 

The news on battery chargers and 
rental houses from the members has 
been slight, but here's what we've 
heard about so far: Fast battery 
chargers: Cinema Product's NCQC
12 is heavy but the fastest: It will 
charge 2 batterie s in 35 minutes. It is 
reputed to weigh a ton and lists for 
$4000. It has thermal sensors for 
overcharge prote ction, and a fan to 
help cool the electronics and the 
batterie s. 

An alternative is Alfred Chroi sziel ' s 
one hour charger, available in the 
USA from Band Pro FilmNideo in 
Los Angeles for about $1200. It 
weighs four pounds, has a micropro
cessor to check the battery's condi
tion, but Mike Bartlett of Munich says 
it may no longer be manufactured. 
Dave Knox has a couple and swears 
by them. 

A third possibility is PAG's one hour 
microprocessor-type fastcharger, now 

distributed by Frezzolini in the USA. 
One model cos ts $750, weighs two 
pound s, works well , and does not 
have (or seem to need) a batter y tem
perature sensor. Batteries do not get 
hot while fastcharging and actually 
cool down from warm while on the 
trickle charge . I 've only had one 
problem with mine: I tried to 
fastcharge way above 40° C/I04° F. 
Right on the charger it says don't try 
it, but who can read in that heat? 

John Seitz is reputed to have made 
some fas tchargers; perh aps there are 
othe rs out there? 

A key to making your batteries 
behave is to slow or trickle charge 
them to be sure all the individual cells 
are brought up to full capacity. Slow
charging one of my batteri es with 
badly unbalanced ce lls raised the 
useful time (monitor and Philips video 
assist only ) from three to eighty 
minutes! 

Also from Mike Bartlett of Mun ich is
 
the only word we received on rental
 
houses. He loves Alfred Chrosziel
 
Filmtechnik, and has rented Stead

icam gear and accessories from them
 
for over six years. He cla ims that
 
everythin g is alwa ys in the best
 
condition, and there are low-mod e
 
adaptors for almost all 16 and 35mm
 
cameras. A side to side plate is
 
coming along with other toys,
 
including their own wireless remote
 
control system with integrated
 
monitor for the assistant.
 

Addresses:
 
Alfred Chrosziel, Regerstrasse 27,
 
8000 Munchen 90, Germany. FAX:
 
49894470861.
 
Frezzolini Electronics, 7 Valley
 
Street, Hawthorne, NJ 07506, USA.
 
Telephone 201 427-1160.
 

For the next issue, we'd like to hear
 
more about the gear you buy and rent,
 
so drop us a line, fax or phone .
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Workshop in 
Sienna 
On April 10, 1988, Operators 
from a dozen co untries 
gathered at the Castello di 
Brolio in Siena, Italy for the 
highl y succe ssful "4th Corso 
Europeo - Steadica m" . It was 
arranged with great skill by 
BASE, Milano - Francesca 
Carapelli and Nicola Pecorini . 
Instructors Garrett Brown, 
Carl os Cabeceran , Marc 
Koninckx, Anastas Michos, 
Richard "Vaki" Malaby, Nicola 
Pecorini, and Liz Ziegler. 

Liz Zieg ler atop the 11th Ce ntury keep of Rica soli Castle in Brolio, Sienna 

The Steadicam Opera tors Association 
is a Pennsylvania not -far- profit 
corporation organ ized to promote the 
mutual intere sts of those concerned 
with film or video camera operations . 

Officers 
Garrett Brown , Chairman 
Jerr y Holway, President 
Carla Holway, Secretary 

Membership is availa ble in two 
classes, ac tive and assoc iate. Associ
ate memb ership is fo r inac tive or non

Mark Koninckx and Carlos Cabece ran afte r an hou r of lunch in the 
Chianti Distr ict. 

operators, active membe rship is for 
active opera tors. Both c lasses of 
membersh ip receive the qua rterly 
issues of the ne wslett er, d iscounts on 
Steadicam merchandi se, discounts on 
Steadicam Work shops sponsored by 
Steadicam Letter , listing in the 
Steadicam directory, discounts on 
classified ads in the newsletter , and 
gea r rental listin g in the direc tory . If 
they desire , Associate memb ers may 
be referre d as Stead icam Assistants. 
Ac tive members receive, in addition, 
database referra l list ing as an active 
operator, discounts on Steadicam 
Master ' s Workshop s, and discounts 
on rent al equipment from participat
ing members. Ga rrett lectures with translations into Italian, German, and French 
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Philadelphia, PA 19106� 


