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Committee of 37� 
Defines Model IV� 

Thirty seven operators from 
around the world responded to our 
survey on the "Model IV." Many of 
the items, currently available as 
accessories from Cinema Products 
and others, were deemed essential to 
the next incarnation of the Steadicam. 
Other suggestions met with little 
enthusiasm, and one or two generated 
widely differing opinions. 

Here's how we tabulated the 
results . We assigned numbers to your 
responses: from 5 points for "want it" 
to 1 point for "forget it." Then we 
divided the total score by the number 
of responses. The number in paren
thesis (following the average score) is 
the number of responses. 

Steadicam IV: The Return? 

Many of you included comments 
with your surveys; we 've included 
them here in our report. Some 
interesting things are not reflected in 

Model IV continued on page 2 

Seitz Technical Fire. Details, 
page 8. 

The Iron Age 

Steadicam's feature debut.. Old and new tech meet on Bound for Glory. 

In the last issue, Garrett Brown 
described the two year struggle to 
invent the Steadicam. As the story 
resumes , he waits at the laborat ory to 
see footage shot with the final 
prototype. His lab account is paid up, 
his clothes are in adequate repair by 
the standards of1974, and he has 
certainly eaten within a week. Ed. 

Thank you, Ed, for setting the 
record straight. I mean that sincerely. 

Time itself seems to have slowed 
down... "Walk this way...," I'm 
following the guy with my dailies, 
inching past the reception desk, 
goodbye sunshine, hello high-speed 
screening room #1, Deluxe General, 

Los Angeles. Strange underwater 
projectionist slowly takes 400 feet of 
workprint out of the silvery can. It's 
my demo for the "Brown Stabilizer." 
It takes several hours to thread it up, 
during which I review my entire life 
to date and wonder if an objective 
observer, such as this extremely 
objective-looking Hollywood projec
tionist, will even notice that every 
shot on the reel is impossible and 
revolutionary. Nearly twenty differ
ent, never-before-seen camera stunts 
on one reel and not one could have 
been made with any known combina
tion of dolly and crane. Hey, I 

History continued on page 4 
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Model IV continued from page 1 Survey ResuItsTabulated 
the averaging numbers. The "EFP 
Steadicam" seemed the most contro
versial item in the survey. Many of 
the newer operators and a few old 
timers were very positive about the 
device . Even more operators, (18 of 
the 37) said forget it. (The "x 's" and 
check s were generally larger and 
carved deeply into the paper). The 
question also generated many com
ments, such as, "How will a producer 
or production assistant know the 
difference between a "real" Steadicam 
and and EFP?" "Will ruin market. " 
"Will hurt finer art of Steadicam
ming. " 

Several questions elicited special 
stars or multiple X's around the 
boxes, suggesting that certain ideas 
really hit home with an operator. 
(Incidently, neither Garrett nor Jerry 
voted on the survey; we figured we 'd 
had too much input already by 
choosing the most of the questions) . 
There were also several ideas and 
concerns raised that were not covered 
in the survey. 

Most of the respondents highly 
favored the larger monitor screen, but 
three gave it a "one" and three gave it 
a "two." Several comments sug
gested that the size of the monitor 
screen was the single biggest draw
back to good operating ("you simply 
can't see what other operators can see 
through the optical finder"), or that , 
according to Chris Haarhoff, a larger 
screen "would alter our entire 
perception of the frame, possibly 
even life as we know it." 

But Bob Ul1and pointed out that 
a bigger monitor meant a bigger wind 
shadow, and wind is also a serious 
problem for operators. Bob Crone 
suggested a flicker-free monitor for 
film work. Two respondents sug
gested that all Steadicams should 
have solid state screens. 

Janice Arthur suggested many 
options including electronic cross 
hairs as well as frame lines, an add
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Average No. of 
Item score responses 

A. Sled, physical: 
1. Integral side-to-side plate for camera trim 4.89 (37) 

2. Integral fore/aft plate for electronics and 
battery balance 4.48 (35) 

3. Telescoping center post 4.32 (37) 

4. Built in adjustable sunshade for monitor 3.86 (37) 

5. Adjustable bubble just below monitor screen 4.54 (35) 

6. Monitor pivot at monitor e.g. 4.14 (34) 

7. Mutli-postion monitor (Churchill 's "drop arm") 4.13 (36) 

8. Vernier adju stment on electronic bubble 
level adjustor 4.13 (31) 

9. Better rain and moisture protection 4.62 (37) 

B. Electrical/Electronic: 

1. Better RFI shielding 4.59 (37) 

2. More accessible fuses 4.54 (37) 

3. More commonly available fuses 4.59 (37) 

4. Wiring to junction box inside post 4.25 (36) 

5. Larger junction box with space for: 
a. Slots for motor amp on a circuit board 3.76 (34) 
b. Seitz-type amp to motor connectors 4.00 (35) 
c. An extra 4 pin XLR connector 4.00 (35) 

6. Larger mon itor screen 3.94 (36) 

7. Color monitor screen 2.43 (37) 

8. Video "bars" generator 2.27 (37) 

9. Standard and overscan switch 3.81 (37) 

10. Extra horizontal and vertical frame lines 3.37 (35) 

11. Tran sparent masking for " tag shots" 3.46 (32) 

12. Light pen or other drawing capability 2.42 (35) 

13. Redesign of electronics to save weight, 
power, space 4.40 (35) 



Item 

14. Bu ilt in slot or space for wireless receiver 

15. Built in slot or space for video transmitter 

16. Built-in slot or space for small format VCR 

17. Isolated video inputs and outputs 
a.� 1 output to include frame lines but 

not bubble level 

18. Built-in interfacing with major camera indicators 
(warning lights above monitor) 

19. Elimin ate electronic "targe t" and let electronic 
"bubble" float across by itself 

C.� Arm: 

1.� Lighter arm (titanium/magnesium) 

2.� Provisi on for add-on bungee cords to strengthen 
or weaken arm for heavy and light cameras 

D.� Vest: 
1.� Redesign of pins and cones for quick release 

2.� Return to velcro for quick release 

E.� "EFP" Steadicam: 

I .� Should CP make an inexpensive Steadica m 
for EFP/light film cameras, with a solid-state 
scree n and surgical rubber arm springs? 

2.� Would it be a good value at $15,000 US, if it 
included one channel of by-wire lens servo 
control and remote video zoom control? 

F. Other: 

1.� Would you rent a lightw eight Panaflex that 
ran on 12 volts? 

'.. 
2.� Lightweight fast charger, with battery 

rejuvenator circuits 

3.� A lightweight dockin g stand 
(Holway's "no drop " design) 

4.� Would you prefer a standard 2" center post? 

Average 
score 

4.40 
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on throat for Arri HclIH magazines, a 
diagnostics board as a plug-in option, 
and longer sections in the arm for 
greate r boom range. 

Dave Knox suggested dovetail 
comp atibility with major camera 
systems and a sexy new shape 
(perh aps designed in a wind runnel). 
Dave also believes it should be fun as 
well as functiona l for 40 grand, and 
CP ought to make the Steadicam run 
on twelve or twenty four volts (using 
a slot for another battery). He also 
sugges ts it sport a giganti c, 7" 
diagonal meas ure monitor scree n. 

Others begged for better attach 
ment between the centerpost and 
camera mounting platform (see article 
in this issue for some ideas on this 
subject). Perhaps we should have the 
opt ion of variab le intensity frame s 
lines, and/or frame lines as dots, a 
line, or as a "box" with darken ed 
edges. 

T. J. Williams suggested using 
the two inner pins on the Canon 
jacks for video , and adding a second 
Canon plug in the base for video 
output with the same pin arrange
ment. 

All in all, I think our efforts will 
help Cinema Prod ucts and other after
market suppliers sense the demand 
for various option s. When CP 
decides to make a Model IV or the 
EFP, we will ask the Association 
members to review the final 
specifi cations. 

MITCH MONTROSE 
-STEADICAM REPAIR

(213) 312-1498 
SUPERB WORKMANSHIP AT THE 
LOWEST RATES; $42.00 HOURLY 

*Modifications/Adaptations 
*Machining 
*Factory Trained 
*AII Work Guaranteed 

CALL OR WRITE 
11818 Gateway Boulevard 

Los Angeles, California 90064 
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History continued from page 1 

jumped off a three-foot ledge and you 
can't see a bump in the shot! I ran 
down the Art Museum steps and back 
up again! And he's still threading, 
I 'm shaking. This guy wouldn 't 
notice the Second Coming! I have an 
appointment with DiGiulio in one 
hour. The lights dim. 

It's fabulous. Even at high speed . 
The projectionist says, " holy shit , 
what was that?" and runs it again. He 
invites his boss to come down. They 
run it four more times at normal speed 
in the "Big Room. " Lab execs and 
old guys with silver nitrate eyes invite 
each other in to see it, and they all tell 
me what to do with it, but don 't call it 
the brown stabilizer kid, ok? It's 
8:00a.m. 

I feel the great Chiropractor 
making an Adjustment in my life. 

By 6:00 that night, the demo had 
been screened three times at Cinema 
Products Corp. , and twice at Universal 
Studios (where Darin McGavin 
jokingly tried to buy it away from Ed 
DiGiulio) and several more times 
back at CP where we finally made a 
handshake deal. Ed was great. He 
said he wanted it, and he agreed to 
pay my royalty and advance an 
amount equal to all I had spent. I 
boarded the redeye for Philadelphia 
and wept over the unstable state of the 
Brown life as contrasted with the 
singular happiness of the Day. 

To my great surpri se, no cameras 
were stabilized for nearly a year 
thereafter. My lawyer and Ed's closet 
Visigoth battled through eleven drafts 
of the contract, and at last I flew west 
to sign the deal and to turn over my 
prototype and my little trove of 
knowledge about camera stabilization 
to CPo I earnestly briefed the engi
neers as to how I thought it worked, 
spoke of areas I felt needed more 
attention (many), explained how I felt 
about fiber-optic viewfinders 
(queasy) , and asked if there were any 
questions. There were none. 

Seven months later, I asked for an 
update, and returned to LA to see the 
results of700K of R&D. Incredibly, I 
found that hardly anyone had actually 
worn the thing. I discovered the 
reason . It was excruciatingly painful. 
The arm, sheathed in bellows
material, stuck out like a mastodon 
trunk. The video camera, designed by 

The Extinct "Mastodon Trunk" Arm 

someone who hadn't seen the gimbal, 
hung down blocking any possibility of 
panning left. The video monitor clung 
to the head . The battery rode on a 
backpack. And it didn't work! 
Merde! The dream was dented. The 
only consolation was the advance! 
(Don't leave home without it!) 

"To my great surprise, no 
cameras were stabilized 
for nearly a year thereafter. 
My lawyer and Ed's closet 
Visigoth battled through 
eleven drafts of the 
contract... " 

What happened may have been 
that Cinema Products was very busy 
and very, very hot with the CP 16, and 
here was this long-haired non
engineer from Philadelphia with 
what they saw as a very crude 
machine. It wasn't even anodized! 
They wanted to make it better, but 
went after so many changes at once, 

that the sense of it got lost. To CP's 
credit they stuck with it and quickly 
turned it around . John Jurgens was 
put on the case, and he was able to 
make better use of the raw data, 
including the stray revelations from 
me. Soon things began to come out 
right. We tested a variety of arm
contraptions, even doing a little 
shooting for a "Rockford Files," 
during which DP Lamarr Boren had 
the distinction to be the first to ask, 
"Would that thing be any good under
water?" 

There was a real job approach
ing. Haskell Wexler wanted to use 
the machine to shoot a Keds commer
cial, and we needed a working arm. I 
urged that we go ahead and copy the 
one from my prototype, but add 
stronger springs and also a vertical 
hinge to bend it in the middle, which 
would greatly increase its range of 
motion. At the same time, Arnold 
DiGiulio began the computer design 
for the final arm, incorporating our 
notion to divide the springs into three 
wired-together segments in order to 
soften the ride. 



The Prototype Referee's Eye-View for Rocky 

We mounted the tiny video 
monitor (with magnifying glass) back 
on the camera and attached a pair of 
CP16 batteries to the can down below 
with the camera motor and the video 
boards. The commercial was a hit. 
The camera "ran" smoothly after 
dozens of '70's nymphets wearing 
Keds. Although uncertain as to the 
contents of the frame at any given 
moment, I had a great time and was 
learning at a frantic pace. 

Early in 1975, we were engaged 
to shoot on Bound for Glory. Haskell 
was DP and had persuaded the late 
Hal Ashby to try an extravagant, 
time-consuming, expensive mega
shot with complete reliance on our 
contraption. We had only one 
throated magazine. I had never been ... 
on a feature set until I arrived in 
Stockton, CA and entered Ashby's 
enormous migrant worker camp with 
900 extras. Neither had I seen a 
Chapman Titan Crane in person, prior 
to being put up on the platform 30 
feet in the air, hands shaking vio
lently, with Don Thorin, the regular 
operator, who said, "Look, that's 
funny, the camera isn't shaking!" 

I got two rehearsals, and we 

broke for lunch, during which I had a 
beer and Don calmed me down a bit. 
Then we made just three four-minute 
takes. (We had to run back to the 
darkroom for ten minutes in between 
each to reload the magazine). As the 
crane boomed down beside David 
Carradine, I got off and "walked" with 
him across the huge camp and most of 
the way back , dodging kids and 
crowds and tent-ropes and vehicles. 
In the end, I was numb with fatigue 
and nerves, and the whole crew 
flowed away to resume the regular 
work without a backward glance. 

It was two nights later (just after 
asking the producer if he was the 
projectionist!), that I finally saw our 
amazing shot and received a standing 
ovation (with real clapping and real 
standing!) from the large crowd in the 
screening room . Amazing! I stayed 
on the set for several more weeks and 
made a few nice shots, but the unit 
had progressed into night shooting, 
and without a follow-focus system, it 
was clear that we weren't going to be 
of much use. 

By an incredible coincidence, I 
was on Stage 14 at the Burbank 
Studios demonstrating the prototype, 
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when I was paged to the phone. Ellen 
Shire (our lady of the Art Museum 
Steps) had somebody named John 
Avildson on the other line. He had 
seen the demo and recognized Ralph 
Hotchkiss, my AC, and so had gotten 
my phone number. He was about to 
start Rocky in Philadelphia, wanted to 
use the invention, and loved that Art 
Museum shot! 

I said, "Where is he?" She said, 
"You won't believe this... He's also 
at Burbank, on Stage 15!" I said, 
"Don't tell him I'm here, just have 
him to go out the door and stand 
there." 

I put on the gear and ran up 
behind John while calling his name. 

"We made the well known 
Art-Museum-Steps shots 
with Ralt running along 
beside me carrying two 
automobile batteries to 
jump-start the Arri!" 

After a brief interlude of CPR, he 
was eager to discuss the possibilities 
for Steadicam on his film . 

Avildson put me in lauch with his 
production manager, Ted Swanson, 
who offered me "points" in the picture 
if I would work without salary. I, of 
course, didn't fall for that one, and 
insisted on being paid. At last count, 
that brilliant move has cost me 
$180,000. 

Shooting Rocky in Philadelphia 
was a great experience. The non
union crew worked out of one beat-up 
motor home. Sly Stallone was a 
sweet, unpretentious guy, and the 
"traps" and "delts" of his ego had yet 
to be pumped up, so the work was a 
pleasure. Ralf Bode was DP, and 
John himself operated most of the 
conventional camera setups . My only 
problem was keeping the camera 
running in the cold. The two CP 
batteries weren't strong enough, 
particularly after a dent in the center
post started rubbing against the 
internal motor shaft. We made the 
well known Art-Museum-Steps shots 
with Ralf running along beside me 
carrying two automobile batteries to 
jump-start the Arri! 

Shortly thereafter, I began work 

History continued on page 6 
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History continued from page 5 

with Conrad Hall on Marath on Man, 
on the streets of New York. We had a 
large crew and an enormous budget, 
and every tool known to man on the 
grip truck, so when I was used, it was 
because there wasn 't any other known 
way of getting the shot. I made about 
ten shots per day, and the union guys 
from New York and LA were quite 
intrigued with the equipment. In fact, 
a number of the teamsters inquired if 
it would be effective underwater! 

"Jan Harlan was un
impressed ...despite my 
explanation that the green 
glow was only a projector 
sending the image directly 
into my brain. " 

The new by-wire servo focus 
control arrived from CP, so my 
assistant had to stay with me as I 
jogged miles around the track in 
Central Park, keeping up with Dustin , 
outdistancing the AD's, until we 
stopped , exhausted , to wait for the 
unit to catch up. We made shots from 
the backs of flatbed trucks of Dustin 
and Billy Devane, and I pursued each 
of them on foot through the Fulton 
Fish Market at absolute top speed. I 
was 32 years old and in reasonably 
good shape, and that first rig from CP 
with its primitive ann was considera
bly lighter than the present Steadicam. 

In case you're interested, my last 
Philadelphia prototype (with fiber
optic finder) weighed a total of 23 
pounds! The CP version on Marathon 
Man weighed 31 pounds , and the final 
"CP-35" with its integral Arriflex on 
top weighed a total of 46 pounds. To 
put this in perspective, remember that 
several recent Arri BL IV Steadicams 
have been weighed in at almost twice 
that, or four times the weight of my 
original version! 

Some of the best shooting on 
Marathon Man took place in the 
diamond district on 47th street, with 
the Steadicam preceding Sir Larry as 
he walked along surrounded by 150 
fake "Hassidic" extras among 
hundreds of genuine Hassids. None 
of us could tell the difference, and we 
were constantly ordering around the 
real ones, or mistakenly deferring to 

our own extras! In order not to draw 
attention to the camera, we tried a 
stunt that has passed on into legend, 
at least as told around the Steadi
Campfires of Rockport. We con
cealed the camera and sled in a 
garment bag with a large hole up top 
for the lens, and covered the rest with 
a three-armed sweater knitted by the 
wardrobe department to cover both 
my arm and the Steadicam arm alike. 
It looked quite startling and was 
much more noticeable than the 
unconcealed version. Picture a large 
three-armed man with a floating, 
whirring garment bag! Fortunately 
we were in New York and no one 
paid the slightest attention to it, 
except (here ends the truth...) one old 
woman, who put her ear next to the 
whirring garment bag, and shouted , 
"So, why should I be quiet? It's an 
Arri. It's M.O.S.!" 

Rocky was shut down in order to 
reorganize back in LA as a big-budget 
union picture. Shooting began again 
with Sly bashing sides of beef in a 
cold locker, and moved on to the LA 
Coliseum for the fight sequences. 
We pioneered a new look for fight 
footage, and incidentally devised a 
method of recording the video on a 
portable Akai 1/4" recorder. 

Marathon Man also moved back 

The Prototype CP-35 Sled, Arm, &� 
Haircut. Photo session, c.1975� 

to the west coast for the studio stuff 
and for a night of pickups in that area 
of downtown Los Angeles that so 
frequently doubles New York. 
Arnold's final Steadicam arm and the 
prototype of the "CP-35" sled were 
delivered in time to finish shooting 
both films, and they worked well, 
with only a few minor glitches. 
Initially , the brilliant "green screen" 
showed no image whatsoever during 
low-light shoots because a partly
silvered mirror had been inadver
tantly installed in the camera's finder . 
This meant that I had nothing much to 
look at during the nights on Marathon 
Man . I remember that Jan Harlan, 
Stanley Kubrick's production 
manager, visited the set, and was im
pressed with the mechanical function
ing of the machine, but was unim
pressed by the screen image, despite 
my explanation that the green glow 
was only a projector sending the 
image directly into my brain. 

You may be interested to know 
that even after all the publicity 
surrounding the shooting of those 
first three "Steadicam® films", the 
phone did not exactly jangle off the 
hook. I had enjoyed a sensational 
debut into the feature world, but I was 
frequently without work in .those 
early days despite being the only 
game on earth, steadiness-wise. It's 
a very conservative business . The few 
that hang out over the edge and swing 
with a new-technology tend to be 
either the greats or the crazies. The 
raggedy-assed masses seem to wait 
until there is a detectable current in 
one direction or another. If you have 
ever thought that new Steadicam 
operators might threaten your 
livelihood , let me say that my 
experience has shown otherwise. The 
Steadicam "current" really began 
flowing and grew exponentially when 
we started teaching lots of operators 
in 1980, and it is now growing faster 
than ever. I am convinced that each 
new member of our profession brings 
fresh energy to bear on its growth. 

Those of you familiar with the 
Cinema Products Corporation of 
recent years may find the CP of yore, 
as described above, hard to credit. 
Well, it was indeed great. During its 
best years, the company was lean and 
fast and instantaneously responsive to 
their customers. So what happened? 
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I personally believe that most of 
their problems stemmed from a 
disastrous video camera deal in which 
NEC dumped some soon-to-be
obsolete cameras and took out CP's 
capital base at a stroke. This may be 
an oversimplification, but the malaise 
and fear and hard times began at that 
time. It appears that the Steadicam 
trade suffered, in addition because of 
some internal corruption and misman
agement, and the results are all too 
well-known. Now, however, CP is on 
the way back. If you have not kept up 
with recent developments, the 
company has been acquired by Jac 
Holzman et al, and with a new 
infusion of capital, he and Ed 
DiGiulio appear to be turning the 
situation around with great speed. 
We sincerely wish them well. 

Meanwhile, good luck, and 
always remember to ask for full-card 
above-title credit as follows: "A 
Steadicam" Film by (insert your 
name)!" 

Garrett Brown 

Tune in again for the next installment 
of the Saga, "Steadicam Rip-offs." .'...".,. , 

.,,,~ ,,,,,,, 

Workshops 
Ken Robings will be teaching 

UCLA Extension class #476.33, "Be
coming a Steadicam Assistant ; A 
(hands on) Workshop for Camera As
sistants," May 20 and 21. Call 
UCLA for details at (213) 825-9971. 

Ken will be assisted by Paul 
Taylor, with guest appearances by 
Steve St. John, Toby Phillips, Jeff 
Mart, and Mark O'Kane. 

The Steadicam Operators 
Association will hold its next Stead
icam workshop the week of May 7 to 
12 in St. Peter' s, Pennsylvania. Space 
is limited to 12. Other session s will 
be held in the summer, dates TBA. 
Call (215) CALL CAM for detail s. 

European workshops will be 
offered this fall by Nicola Pecorini, 
including the first European Masters 
Workshop in October. See page 10 
for dates. Call (02) 569 1223 (Italy). 

Hat size patch scanned actual size. Steadicam is in green, over black, 
silver, and grey. It's hot! "Hat" and large sizes available. Order today. 

Classifieds 
For Sale: Canon 20-35mm f/3.5 

PL Mount. This lens is very sharp, 
compact - 3 1/2", lightweight-
I lb. 11 oz. $2950. Contact: Century 
Precision Optics , 10713 Burbank 
Blvd., North Hollywood, CA 91601, 
ATTN : Jeff Giordano , (818) 766
3715, FAX: (818) 505-9865. 

For sale: Steadicam Model II 
with 39 lb arm, vest, two batteries, 
chargers, cases, good condition, 
$18,500. Steadicam Model II with 51 
Ib adjustable arm, DeRose battery 
mod, frame line generato r, vest, two 
batteries, chargers, cases , arm just 
rebuilt. $22,500. CP quickcharger for 
Steadicam batteries, $2000. Call with 
your Stead icam needs, give us a 
chance to quote you on new systems. 
Weare dealers for Cinema Products , 
Seitz, Russell, P.A.G., Coherent, etc. 
Call Derrick at Whitehouse A.V. 
(213) 479-8313, FAX (21 3) 477
7701. 

For Sale: Cinem a Products 
Servo control package. Excellent 
condition, reasonably accurate, 
Xmitter, receiver, 3 servo control 
motors, cables, batteries, and charger. 
Best offer. Contact John Corso, 
(212) 472-0309. 

For sale: Steadicam Model I w] 
DeRose mods, 55 Ib adj. arm, breaka
way vest, 4 batts, Seitz focus unit, 1 
Heden motor, other ace's. Call Colleen 
Graham (416) 521-2920. 

Centerpost Rehab 
You know it, you use it everyday 

but deep down lurks a major problem, 
the "Steadicam Centerpost." You'll 
notice that welded to the top of the 
cerntrepost is a small plug. The 
camera mounting platform is attached 
to this post via the plug and weld. 

The weld tends to have a lot of 
weight placed on it in both the high 
and low modes. In my case, the weld 
broke resulting in the camera being 
placed at my feet. Damage to the 
camera was, to say the least, non
existent. 

Solution: Place three small 0/4" ) 
metal screws equally spaced around 
the centerpost to help hold the plug in 
place. 

Michael Flylshtan 

Ed note: There also have 
been complaints about the helicoilloosen
ing in the top of the centerpost plug, so 
watch this area closely. If your rig begins 
to chatter, check the screw, helicoil, and 
the weld. 
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Seitz Technical OK New Zoom Video Tap and Centerpost� 
After Fire 
Service work uninterrupted 

In the early morning of February 
18th, fire broke out at Seitz Technical 
Products, Inc. of Avondale, Pa. It 
was confined within the painting area 
of the factory, but caused extensive 
smoke damage. Owner John Seitz 
arrived at 8:00 a.m. to find severa! fire 
companies on the verge of breaking 
down the door. They had been 
summoned by a passer-by's report of 
smoke pouring from the painting vent. 
The fire apparently smothered itself, 
and firemen found no flames upon 
entering. 

One Steadicam damaged. 

A subsequent routine investiga
tion by the fire marshal concluded that 
a defective thermostat in an anodizing 
tank turned on the heater and boiled 
away the chemical, at which point the 
plastic tank ignited. The fire may 
have taken as long as several hours to 
spread to the rest of the ten foot area. 
There was considerable heat within 
the building , but no damage to the 
structure. 

Seitz reports that smoke infil
trated and ruined most porous 
materials including the ceiling, and 
everything else has had to be cleaned. 
No major equipment was lost, 
although some instruments will need 
recalibrating. There was one Stead
icam in the factory at the time and it 
sustained smoke damage . 

Since the fire, a major cleanup 
has taken place, and reconstruction 
has cost approximately $90,000. The 
interior walls, ceiling, and the roof 
have been gutted and replaced, along 
with the heating and air-conditioning 
systems. 

Seitz reports a four-to-six-week 
slowdown on deliveries of new 
equipment, but states that service 
work is proceeding uninterrupted. He 
is confident that Seitz Technical will 
quickly return to full-scale produc
tion. 

A new video optics is now avail
able. Gerd Kurz of Precision Camera 
(Toronto, Canada) and I have 
completed work on the video optics 
system that works on all 16mm and 
35mm Arriflex cameras . 

The image size , focus , and iris 
are completely adjustable within the 
optics itself, without using diopters. 
It is slightly smaller and lighter than 
the other optics currently available, 
and because we used superior lenses 
within the unit, the image quality is 
far better. I have field tested the 
optics on both 16mm and 35mm 
cameras, and there is enough flexibil
ity in the image sizeadjustment to 
handle (l) ground glass sizes of 
1.33:1 to 1.85:1; (2) the slight 
difference in picture size from eye
piece to eyepiece on the same model 
cameras, and (3) boosting the picture 
size on the monitor for the 16SR to 
even larger than full aperture. The 
video mount is a standard c-rnount. 

Gerd and I have also developed a 
complete centerpost mod for the 
Model III that incorporates the Seitz 
side-to-side plate. This mod consists 
of a fore-aft sliding plate for the 
electronics housing, a telescoping 
tube, and a new, wide handgrip with 
docking bracket. The one piece mod 
slips right into your existing post 
opening in the Model III electronics 
housing . 

Docking mount opened to show 
new handgrip. 

Zoom tap on 16 SR 

For more information on the 
optics or the centerpost mod, call 
Gerd Kurz at Precision Camera, 
(416) 461-3411, or me at (416) 656
8807. 

Julian Chojnacki 

Docklnq stand, grip and new fore
aft plate . 

Copy deadline for next 
issue: May 22 
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Teflon Grease The J Bracket� 
Rescue� 

We recently heard from Ricki 
Burks , who's discovered a great way 
to solve a recurrent problem. 

If your arm is sticky, makes 
squeaks, or is grinding, it's easy and 
fun (well...) to re-lubricate the 
bearings. The best stuff to use is 
Teflon grease, available from 
Tuf-oil, 103 Pleasant Avenue, Upper 
Saddle River, NJ 07458, telephone 
(201) 825-8110. 

They make six grades of this 
Teflon grease; Ricki has tried them 
all, and the heaviest is the best. Tell 
them Ricki sent you. 

Remove trunions one at a time, 
or at most in pairs (more and the arm 
will flex its muscles and demand a 
factory visit). Clean and degrease the 
trunion, bearings, and washers with 
denatured alcohol or a commercial 
degreaser. The needle bearings that 
don't come out of the arm can be 
cleaned with a pipe cleaner soaked in 
the degreaser. 

Then pack the bearings with new 
grease, forcing it into the bearings, 
then re-assemble the trunions. You 
may find that some of the stainless 
steel washers are rusting and need to 
be replaced. 

Don't forget to clean and 
lubricate the spring steel wires that 
prevent the arm from locking up; they 
tend to be a major source of noise and 
vibration. You'll be amazed how 
slick and silky your arm will feel 
after this maintenance. 

Radio Shack also sells a Teflon 
grease called Lube Gel which 'works 
pretty well. A really nice feature of 
the Teflon grease is that it doesn't 
gum up, harden , or attract dirt . 

PAUL TAYLOR� 
first assistant camera 

STEADicAM� 
213~9~11 213-34~1666 

Last Year, Next Year 

A year ago, the Steadicam 
Operators Association popped into 
existence. We've managed to get 
operators jobs, disseminate lots of 
information, and raise our knowledge 
of the noble gadget and its operation. 
We've held a Master's workshop, 
moved, improved the database 
reporting, advertised, created a logo, 
hired a secretary, and answered 
countless questions from operators, 
would-be operators, and producers. 

Next year looks even brighter. 
We're working on setting up a 
European base and number, and 
advertising in several publications on 
that side of the Atlantic. We're also 
planning to put together a "Greatest 
Hits" video tape of all the best 
Steadicam shots and sequences from 
the last year, guaranteed to impress 
your friends and business associates. 
Maybe it will get on cable TV. 

And A Most Unscientific Survey 

I often get questions from new 
operators wondering how much they 
should charge for their services. I 
don't have a good answer. I cer
tainly don't pretend to understand the 
economics and politics of the film or 
tape business. My own rate varies 
with the job, with what I perceive the 
market to be, and how comfortable I 
feel with the rate I charge. 

Nonetheless, I thought I'd offer a 
quasi-statistical report from the 
database. I say quasi-statistical for 
two reasons. First, because I didn't 
compute the averages. I just guessti
mated. Secondly, (which explains the 
first), because not all members 
include their rates in the database. 
Some may give a rate for 10 hours, 
but not for "with gear," or vice versa. 
Some don't give any rate at all. 
Different sections of the world and 
different types of work may affect the 
rates charged. So I offer these figures 
with trepidation and very little faith in 
any specific value. Make of them 
what you will. 

Organized by experience, for" 10 

hours with gear," 10's charge 
between $2,100 and $1,200 . 9's 
charge from $1,600 to $1,200. 8's: 
$1600 to $550. 7's: $1,100 to $350. 
6's: $1050 to $600. Average rates: 
10's: $1,500; 9's: $1,200; 8's: 
$1,000 ; 7's: $800; 6's: $700. There 
seems to be some correlation between 
rates and experience. 

Things are a little messier if we 
look at the range of rates organized 
by equipment. Those with everything, 
10's, charge from $2,100 to $750; 9's 
from $1,200 to $550; 8's from $1,600 
to $616; 7's from $1,350 to $350; 6's 
from $1000 to $600; 5's from $1,500 
to $500, 4's from $700 to $350, the 
lone 3 reporting charges $400, and the 
O's reporting charge from $1,400 to 
$200. 

There are other ways of looking 
at the data, I suppose , but the sample 
is so small , the markets are so diverse, 
and the data is so fragmented as to be 
nearly meaningless. I am curious to 
see what changes this brings to the 
database. Are all the operators at the 
bottom of a scale suddenly going to 
charge more? Those at the top less? 
(Nah...) Will this discourage opera
tors from publishing their rates in the 
database? I hope not. 

And believing that more is better 
in the database, we're adding 
another column to the database 
form 

I feel that the more information 
we give to producers, the better our 
service to them. A blank space in the 
report is a blank in the mind of the 
producer, a question, and something 
to be dealt with later. 

The Association is adding 
another column , "alternate telephone 
number," to our database reports. 
This alternate number should be used 
for beepers, services, or numbers in 
another city. Several operators have 
been hounding us to provide this 
information (and much more) in the 
database report. Alas, there is a limit 
to what we can legibly print on a 11 
by 14 inch sheet of paper. 

Jerry Holway 
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That year I worked all summer on TVSteadinick tales from Milano 
The other day I was laying on my 

bed, doing my best to be lazy and 
recover from a four week shoot in 
Hungary. You know those kind of 
days, a lot of newspaper -keep up 
with the Western news- a glass of 
red wine, a couple of jo ints and the 
magic of TV remote control. 

Jumping from one channel to 
another - in Italy we have about 15 
national TV networks, variety shows, 
TV movies, live shows, song contests , 
concerts, features, any sort of thing, 
mainly lousy programs , but good or 
bad you can hardly watch anything 
continuously for more than 10 
minutes without seeing a Steadicam 
shot. 

Nicola masters the double knot at 
the '81 Monterey workshop 

All of a sudden I realized what a 
long way Steadicam has gone. 

I attended the Monterey Stead
icam Workshop in April 1981; it was 
love at first sight! I was comin g from 
a three years experience for Swiss 
Television, mainly hand held, 
documentary , news, reportages, and 
the possibilities offered by the 

Steadicam were so exciting that I had 
no doubts: I had to own one! 

I came back to Europe and 
immediately realized that to work 
with the rig I had to get into the 
movie business. I didn't know 
anybody, so I started asking around. 
"What do you think if I get a Stead 
icam, would I get any chance? 
Would it pay back ?" 

The answer was unfailin gly, 
"You are crazy. You waste money 
and time, forget it." 

I had no doubts . I sold my 
mother, took the plane, attend ed 
another workshop in Maine and by 
the end of September I was back in 
Italy with a brand new Model II, 
plain, no focus cont rol, no video 
transmitter, no low mode facilities. 

By that time in Italy there were 
only three Steadicams, Modell's . 
Two were still wrapped in CP plastic 
and one was in Cinecitta, ruining its 
own reputation with the famous 
pushtechnique. The first few month s 
were a disaster. Nobody would ask 
for a Steadicam, nobody would even 
cons ider the idea of spending some 
money to rent one. 

I was practicin g every day, 
building accessorie s and gadgets in 
the machin e shop, becomin g an 
expert in tapefocu spulling, bought an 
Aaton 7LTR , because at that time it 
was almost impossible to rent a 
camera with video assist, but little by 
little I started think ing that I should 
have listened to the disheartening 
opinions and started feeling sorry for 
my mother. 

Then one day somebody called, 
they really wanted to use the Stead 
icam, 5 days, out in the sea for a 
commercial of hydrofoils. 

I couldn 't believe it. I drove 
down to Sicily, 1000 miles, shot the 
job, even with a 300mm lens, and 
when I went to get the money I got 
fucked, they didn 't pay. The job was 
fine, they used every foot but they 
just didn't want to pay! It was a great 
first appearance! 

Since then I got more cunning 
and for a little while I refused to hand 
over the exposed can if I didn 't see 
the cash! This was in early 1982. 

movies, building up a reputation not 
only for me as an operator but mainly 
for the possibilities offered by the 
Steadicam itself. 

The big breakthrou gh came in 
December '82 when I was called by 
Channel 5, the biggest commercial 
network , to work onthe New Year 's 
Eve show . The director wanted two 
Steadicams to cover the entire show. 
The other operator was Massimo 
Vitali, he is a producer now, and the 
show was such a success that starting 
January 1st everybody wanted a 
Steadicam. 

I finally had the money to 
ransom my mother, to buy focus 
control (wasting a lot of money on 
the CP radio), and started choosing 
the jobs. 

In September 1983 we held the 
first European Steadicam Worksh op 
in L' Aquila; weeks later I went to 
Barcelon a for another workshop and 
finally I wasn 't alone. Great opera
tors came out of the workshop such 
as Marc Koninckx and Carlos 
Cabeceran. We could finally supply 
a reliable Steadicam service through
out Europe. Other workshops took 
place in Spring 1986 in Siena, Fall 
1987 in Munich, Spring 1988 in 
Siena again, plus many for TV 
stations. 

By now in Italy alone there are 
about 40 Steadicam units and they all 
work year round . 

Therefore I'm considering to 
retire. But we are organizing another 
Steadi cam workshop that will take 
place in Siena (Tuscany) from 
September 24 to the 30th , and a 
Masters Workshop from October 1st 
to the 7th . 

Nicola Pecorini 

~. ''' '.....' 
~ 

Correction: 
In Garrett's History article in� 

the last issue, Don Widdoe s name� 
was omitted on page 9. Don� 
worked on the first 35mm proto�
type with Dick DeFren es.� 
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Sometimes the motor will yaw or 
twist as well as simply pull away from 

Motor Mounting Madness 
the lens. Try using two motor 
mounting brackets on the motor. This 
tends to keep the motor parallel to the 
lens. Also try using parallel rod 
clamps (CP part number IS353) to 
add a second 1/2" rod as a brace to 
keep the mounting rod from moving 
out of parallel or as a "back-up" to 
prevent the mounting bracket from 
slipping around the main support rod 
(figure two). 

The parallel rod adaptors can 
also keep matte-box rods from 
twisting, when you're using these as 
support rods for your motors. I 
recently encountered an Aaton with a 
Kingsway matte box with 1/2" rods. 
I discovered the only way I could 
prevent the rods from turning was by 
building a "bridge" with two parallel 
rod clamps and an extra half inch rod. 
This also works well with the 
"standard clamp plate" when working 
with video cameras that require a 
long reach to the lens. See figure 
three below. 

Jerry Holway 

u 

Rigging a motor to a a variety of 
lenses can be exasperating. Some
times it's a snap, and I've seen 
several custom systems that work 
wonderously for a particular camera 
system. But what about all those 
lenses without 32 pitch gears, or long 
reaches from the mounting point? 
How many times have you watched 
your motor gear climb the teeth in the 
lens gear and chatter rather than tum 
the focusing ring? 

Jimmy Muro found a delrin 
plastic 32 pitch gear track which can 
be bent around a lens lacking a lens 
gear. A piece of double sided tape 
(or single sided, folded in half) helps 
to keep it from slipping, and v-shaped 
notches in the inside of the rack make 
it conform better to the lens barrel. 
The slight distortion in the pitch of 
the gear doesn't seem to affect 
performance, and it's an inexpensive 
alternative to buying gear rings for 
every stray lens you encounter. 
(Trying to center a gear ring that's 
too large for a lens is also an unmiti
gated nightmare). The plast ic gear 
strip is tightened to the lens by 
twisting a wire passed through holes 
drilled into the each end of the strip. 
See figure one below. 

.~ 
Detail of hole drilled for wire and 
notches to help with bend 

[� 
Figure one:� 
Plastic gear and "twist tie"� 
around focus barrel� 

John Seitz makes a large number 
of adaptor gears that attach to the 
idler gear of his motor mounting 
system. These are useful for lenses 
employing "non 32 pitch" gears. If 
you work with a particular video 
camera, these adapter gears will work 
wonders. Seitz was also working on a 
removable, flexible 32 pitch gear 
system similar to the delrin one 
described above, but it isn't in pro
duction yet. 

Figure two: bracing with parallel 
adaptor 

Getting the right pitch gear on the 
lens or idler gear is only part of the 
battle. Mounting the motor in a stable 
position that doesn't interfere with 
matteboxes, bulges on the camera or 
other functions often requires the 
ingenuity of a (Brown? Einstein?). 
First, motor in hand, discover all the 
places the motor can fit and tum the 
lens gear . Do this with the mattebox 
on the camera and all the cables to the 
motor attached. With a BL III or IV 
and a hand-held mattebox, the choices 
are few. Secondly, discover where 
you can attach your 1/2" rods to the 
camera body or mounting plates. The 
mounting system should work in high 
or low mode without making 
changes. If you have several motor 
brackets to choose from, use the 
shortest one that works. 

When the reach is long, slight 
distortions or weaknesses from the 
system mounting point to the lens 
often allow the motor to pull away 
from the lens and jump gears. Figure three: building a bridge 
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Do You Know How the Database Works? Small Tip 

The Steadicam Operators Asso
ciation has received calls from opera
tors who have not gotten a job from 
the database, and they are wondering 
if they are being referred . They want 
to know how the database runs and 
who benefits from it. 

First, it isn't a gold mine. Large 
numbers of producers who have 
never used Steadicam before are not 
suddenly calling the Association. 

Often the database has helped to 
find an alternate operator when a pro
duction company's primary operator 
has a conflict in his schedule. The 
database won't replace good advertis
ing, nor will it undermine relation
ships with previous clients. The 
database serves as an informational 
tool to make it easier for producers to 
find good operators and to be 
assurred of backups. 

"We provide ..recent credits" 

Slowly, the database and the 
Association will raise the confidence 
of many producers to use Steadicam. 

When a call comes in, Diane 
Bowersock querries the producer 
about the job requirements. Does the 
operator have to be IA ? Local? 
Once the nature of the job is articu
lated , a report is generated with the 
largest number of operators who fit 
the requirements (and often many 
more) and it is promptly mailed or 
faxed to the producer. 

The report always includes at 
least three operators, often twenty or 
more. We provide names, addresses, 
telephone numbers, recent credits, 
rates, skill level, equipment, and 
union affiliation. We also include the 
following statement with the data: 

Thank you for using our 
database referral system. The 
Steadicam Operators Association is a 
non-profit organization dedicated to 
the promotion of advanced camera 
techniques and operation. Our 
members come from all over the 
world, with a wide range of skill and 
experience. Our database is 
constantly updated, and new 
members are joining as the word of 

our existence gets around. In 
addition to the database referral 
service, we publish a quarterly 
newsletter, teach Steadicam work
shops for all skill levels, and work 
with production companies on 
complex shot considerations or 
feasibility. 

Please note that the database 
number for Steadicam experience 
("exp") is self-rated, but our 
personal knowledge of most of the 
operators suggests that it is a fairly 
accurate indication of experience. 
A rating of 5 means that an 
operator can handle most shots, 
but lacks a lot of credits. A 6 
indicates solid professional credits 
and skills. An 8 or above 
indicates very high skill levels. A 
9 or a 10 indicates many feature 
and/or top commercial credits. 
We recommend looking at an 
operator's reel if you have enough 
lead time. 

The prices for operators 
("rate 10 hrs, with gear") are 
intended as a guides only. Union 
operators can often work non
union jobs. Many jobs do not 
require the highest skill levels. 

The Steadicam Operators 
Association does not act as an 
agent for our members, and there 
is no fee for our service to you. 
Please contact the operators 
directly, and mention that you got 
their name and information from 
us. 

Thank you. 

We don't, and won't, recommend 
a specific operator for ajob. We only 
give out database information. The 
rest is up to the producer. Currently 
we aren't doing a follow-up to find 
out who got the job, except in a few 
cases when an operator was needed 
the next day. 

Get the T-Shirt. 100% cotton black 
or teal blue. Specify large or X-large . 
Send $10,00 (includes shipping) to: 
WHITEHOUSE AUDIO VISUAL 
11511 West Pica Boulevard 
Los Angeles. CA 90064 (213) 479-8313 

Saves Space� 

When working with lightweight 
film or video cameras, the gimbal 
gets positioned very low on the post. 
Sometimes the gimbal 'is so low that 
the arm has very little clearance over 
the battery, especially when tilting. 
Two solutions exist. You can add 
weight topsides, which will help with 
stability if the weights can be secured 
well. 

Another solution is to use your J 
bracket in the "high low-mode," as 
shown in the drawing. This effec
tively raises the arm relative to the 
battery about six inches, giving you 
lots of clearance. 
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