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Editorial 

Way back in 1964 I wrote a book-l ength let­
ter to forrest J. Ackerman (editor of Famous 
Monsters magazine) and detailed my plans about a 
magazine idea I had, devoted to "tho world of 
amateur fantasy/science ficti on/horror films .•. " 
Mr. Ackerman approved . Unfortunate l y, my own 
i nexperience, lack of money, and inabili ty to 
interost other f i l mmakers in the magazine caused 
me to scrup the whole i dea. 

In 1970, I resurrected the magazine idea. 
Th1s t ime it could work, I figured, because of 
new advancement s in amateur film gauges which 
had brought about a whol e ne• era of serious 
fil11111akors who, not surpr i s ingly, demanded a lot 
110rc than jerky, homemade movies. These people 
were into things ; t hey were doing films on an 
often professional l evel, with special visual 
effects plausible enough to convince even the 
most critical fil m fan that effects con be more 
th on f un : they can be and are an entire mediur.t 
unto themselves. And so, as filmmakers built 
animation models , mi niat ure sets and spacecraft 
models, and experimented wi th matte shots, roar ­
screen projection , real istic make-up, backdrops, 
and so on, tho seeds t o my plot were being sown 
again : tho magazine woul d be more than worth­
while now ; i t'd almost be a necessity. 

Of course, that was in 1970. An i dea, a 
concept, if you will , is a good basis, but it 
would t ake a lot more than mind impulses to 
transform such an idea into printed reality. 

In fact, it t ook nearl y two years of plan­
ning: "ulling over layout concepts und tech­
niques ; deciding on a format ; contac ting scores 
upon scores of people interes t ed i n effects 
filming -- horror fans , animation enthusiasts, 
science fiction buffs -- peopl e with a desire to 
advocato and/or produce their o•~ cffccts­
orionted films. Add to t hi s the technicalities 
of magazine production t hat had t o bo worked 
out: meetings with printers and photographers; 
innumerable t rips to art and supply stor es; 
hundreds of !otters to artists, magazine edi t ors 
and othors associated ~ith the field, to say 
nothing of the endless phone calls t o vital 
people who live in distant cities .. .. 

Sy tho tia1e I had digested all of this, it 
was mid-swnmer, 1972 . The magazine , i t was 
decided, would be in print by early December. 
So after five months of consuming articles, 
features and photographs, wri ting onJ editing 
manuscripts, and definitely deciding on what 
exactly would bo presented in the first issue, 
we've finally made it. CINEMAGIC ls here; 
hopefully to stoy. 

DonDohler 

In this premiere issue we've selected a mix­
ture of features and articles which will ulti­
mately set a precedent for future issues; cer­
tain t YPes of features wi ll continue, but with 
di ffer ent s l ants and contri butors . For example, 
Bri tt McDonough's wire and latex mode l building 
technique: this time we show you how to create 
a spider - - subsequent issues will pr esent dif­
ferent models, all using t he same basic process . 
Other regul ar features wi ll include miniature 
sets, miniature props, op t ical techniques, make­
up, and of course, an i mportant ingredient: 
fillllllaker profi l es . These arc vital to CINEMAG­
IC, for they explore t he fil•S , techniques, 
knowledge and theories of people who have tnD.de 
and do make f i lms in t he fant asy genre -- films 
which require some sor t of special visual ef­
fects. 

And by "people" I mean , quite literally, 
people like you, t he amateur or semi-pro fi lm­
makers and enthusiasts of the world who make 
films that run tho gamut from straight-out hor­
ror shockers to involved sci ence-fantasy epics. 
You are the people we'd l i ke to feat ure in the 
pages of CtNllMAGlC , for participation of our 
readers is something we 're counting on. If the 
idea intrigues you, get in touch with usl There 
are no special requirements o r rules -- just 
that you do effects-oriented fi lllS. ExOllp l es of 
such filltS (and the profil es on t he filmmakers 
who made them) can be found throughout this i s­
sue and should give you on i dea of t he types of 
people we're interested in. 

Finally, I'd like t o t ell you about some of 
our aims with ClNBMAGIC. Quite obviously, wo 
want to entertal11 you, t hrough visual layouts, 
unusual photogl'ophs, and enlightening text, 
coupled with the fact that we 're presenting 
material that's never been published before. 
Accordingly, then, our main concerns aro to give 
a bi t of deserving fame to fi lmmakers and at the 
same t ime endeavor t o be of some help to those 
of you who want to learn as many tricks and 
t echniques about the e ffects realm as possible. 
True, some of you will have tried and conquered 
the techniques we'l l present - - but there are 
always those &110ng us who haven't built a minia­
t ure set, or constructed an animation model, or 
realized the myriad effects possible with film-­
and we aren't catering to any specific age or 
experience group. Wo're here because we want to 
expand the genre nnd bring together every person 
who has ever had n yon to pursue or enjoy "magic 
Ln the cinema," or as we prefer, CINEMAGJC. 

Your comments, thoughts, ideas, suggestions 
and criticisms arc welcomed. Remember, CINE­
MAGIC is by nature your magazine as well as 
ours. 
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HOMEMADE 
ANIMATION MODELS 
Creating a Giant Spider 

King Kong figh t ing prehistor ic monsters and 
st al ki ng through mi sty jungles; a giant scorpion 
wrecking an unsuspecting train; the Venusian 
"Ymi r" terrorizing Rome and making his last 
stand on top of the Coliseum (the cl i max of Col­
umbia's Twenty Million Miles to ear th) - - these 
and scores of other movie creatures were actual­
ly animated miniatures: small models averaging 
fifteen or so inches high (although the models 
for King Kong were much bigger). These models, 
elaborate stop-motion puppets, are completely 
t-endable or f lexible, a characteristi c impera­
t i ve for frame-by-frame animation (by individ­
ual posing or man ipulations of the model s) . 

As a hobby over the past few years, I have 
built dinosaurs , insects, mythological beasts, 
and other wei rd creatures, which are reasonably 
adaptable for animating. The chief material 
used in t heir construction is liquid latex rub­
ber, which can be bought at art supply stores 
(as a sculptor' s tool in casting figures: the 
latex is used to make rubber molds). The latex 
acts as a detailed and flexible "skin" for the 
animation models , wh i ch are based on a simple 
wi re skeleton . In painting these creatures, 
acryl i c or polymer paints work best; the paint 
i s mixed di rect ly with the liquid latex (and can 
be thinned with household alTlllonia if necessary) . 
The following is the step-by-step procedure I 
used to build a spider for a horror genre film. 

MATERIALS 

The more unusual ones are list ed first; t he 
ones l ikely to be found in most homes, last . 

LIQUID LATEX RUBBER - This material is abso­
l utely essential for the flexible skin of the 
model. I buy it in quart cans ($3.50) from: 

American llandicra fts, Inc . 
737 - 7th Street, N .W. 
l~ashington, o.c. 

Latex can also be purchased from: 

Sculpture /louse 
38 e ast 30th Street 
New York, New York 

by BRJTT McDONOUGH 

or from: 

General Latex & Chemical Corp . 
666 Main Street 
Cambridge, J'tassachusects 

BUICK CREPE I/AIR (Theat rical crepe) 
your phone book (yel low pages) for the 
costume rental company or theatrical 
store, or contact one of the followi ng: 

Junior Mode 
3146 Wilson Boulevard 
Ar ling ton, v irginia 2 2 20 l 

Paramount Theatrical Supplies 
J2 west 20th Street 
New York , Ne" York 

- Check 
nearest 
supply 

Crepe hair is usually sold by the yard or foot, 
at 50¢ per foot. 

NUMBER SIXTSEN GALVANIZeo WIRB - This is 
used to form the model ' s "skele ton" and i s 
avai lable at most hardware stores . 

The following items , 
bui ld the spider, are con1110n 

FACIAL TISSUE 
AWMINUM FOIL 
SCOTCJI TAPE: 
P APE:R TOWE: LING 
SCISSORS 

also necessary to 
household ones: 

And don't forget to buy some polymer or 
acrylic paint (black). Most art stores or art 
departments in department stores carry this new 
medium. I use Hyplar brand "Mars Black" paint, 
which is made by Grumbacher, Inc . 

SHAPING THE WI RE FRAME 

The 1116 galvanized wire might seem too sti f f 
to use at first; nevertheless, this is necessary 
for the skeleton as a whole to hold up agains t 
repeated bending and the pressure of the latex 
rubber on it. 
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1: Overlap the wire 
to form a 1 oop. 

2: Twist the loop tight ly 
a few times to secure 
it. The loop now func­
tions as the body or 
"abdomen" of the spider, 
and the two l ong ends of 
the wire serve as the 
front legs . 

3: Twist three 1 ong 
additi onal strands 
of wire around the 
loop/leg joint to 
complete the frame. 
(Photo l . } 

- --
I 

/ 
/ 

----
' \. 

FORMI NG THE LE GS 

1: Tape paper toweling 
to each leg, then 
wrap it around the 
leg . 

2: When paper towel ing 
is completely wrapped, 
tape it to make the 
finished leg. 

Photo 2 shows the paper towel legs complete . In 
the left-hand corner of the photo (ten o'clock) 
is a ball of newspaper which was taped to the 
body loop to form the spider's abdomen. Facial 
tissue wrapped around t he newspaper abdomen com­
pletes i ts "roundish" shape . 

FINAL MODELING 

Photo 3 shows the addition of the head and 
neck, and the addition of a s ingle liquid latex 
coat, whi ch is brushed over the model with a 
stiff -bristled brush. The head is a sma ll t i s ­
sue ball (which is taped together to hold its 
shape); the neck is also tissue, taped to the 
spider's abdomen or main body. Once the head 
and neck are taped on, the latex coat is added. 

Next i s the fine modeli ng . The spider's 
abdomen is given an additi onal coat of latex, 
and while the coat is sti 11 wet, cornmeal i s 
sprinkled over it. The cornmeal gives the model 
text ure -- a rough, realistic skin. The tips of 
the legs have been "pointed" by modeling wet la­
tex mixed with tissue and cotton over them. The 
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spider's eyes are small imitation pearls painted ~;iiiii 
with red plastic model paint (drug or hobby 
stor es). Cotton and tissue are also used to 
model the eye sockets, the eyes stuck in them 
while the latex is still wet. (By the way, this 
spider only has two eyes for siirc>11c1ty's sake. 
Feel free to add as many sets as you want; real 
spiders have eight eyes.} 

The spider's two "fangs" (the "mandibles" or 
• jaws of the creature) are shaped of aluminum 

foi 1, taped on to the spider's head, and given a 
few coats of latex. ()ice this modeling is 
completed (photo 4), the spider is ready for a 

2 

color coat. La,. 

The polymer or acrylic paint must be mixed 
with liquid latex before it is painted on. In 
photo 5 the spider is shown hanging on a wooden i::::::Ci::--=:::6;..::.;Zt """--'' .. __ _ 
shelf, two of its legs stuck under sore heavy· 
books. This is done, of course, to inake it pos-
sible to paint a large portion of the model at ...., ___ _ 
one time. 

Once the black color coat is completely 
appl ied and dry (photo 6), the spider i s ready 
for the addition of hair (which isn't absol utely 
necessary , but tends to make the spi der l ook 
"fuller" and more "grisly real"). The hair used 
for this spider is theatrical crepe hair, in 
black, which ls purchased braided and by the 

3 
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yard. Before use, the hair must be unbraided, 
soaked in hot water, and fastened to two objects 
in such a way that it's stretched while drying 
out. (I usually tie one end of the wet crepe 
hair to the shower curtain rod in my bathroom 
and weight the other lower, hanging end.) 
Stretching the crepe makes it much longer (four 
to five times) and easier to comb. Liquid latex 
again is used to glue the hair to the spider. 
It must be glued from the end of the spider's 
legs. Take a length of crepe, comb the end of 
it, and cut off about two and one-half inches of 
it. Spread it out in your hand and dip a small 
stick into plain, uncolored latex and apply a 
small band of the latex to the spider's leg. 
Now stick the crepe hair into the band of wet 
latex, pushing the ends of the hai r into it, as 
one would with a wig. 

Spider's leg with 
band of wet latex. 

Ends of crepe hair 
pushed into latex. 

Glue hair starting at the ends or tips of the 
legs, working toward the spider's body . It just 
doesn 't work the other way ! 

-

! 

Side view of hair on leg, showing individual 
lengths. When hair is dry, a comb merges the 
separate 11 rows. 11 (For this mode 1 , I g 1 ued hair 
only to the top of the spider's leg.) 
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Photo 7 shows the two legs completed and the 
hair gluing started on another. Photo 8 shows 
the completed model, ready to pose, and in photo 
9, ready to animate. 

7 
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IN THE NEXT ISSUE: A new animation model, using 
this san~ process but on a more elaborate scale. 
Slated: a medieval - type dragon. 



BILL GEORGE 

• II 

Bill Georgo 1s D B•ltlmore filmmal<er cur­
rently attending t.he UnlvoJrsity of Maryland, 
Baltimore Campus, who ru ho is seeking a film 
degree. '/Wcnty-onc-yeac-old Geo1gc has been a 
fantasy film enthus1dst since age ten, when he 
first obtainod sorne ho'"" vursion prints of var­
ious horror/fantasy movies. His interest in the 
fantasy film genre has grown considerably since 
t:hcn: he founded 11 horror-fil11t-orientcd fanzine, 
BLACK ORACLE, in 1!169 ( n<N publ1shed by a 
£riend, Ceorge Stovtjc), MJd remins as the fan­
zine's chief £1lm c r i t ic . 

Subsequ,•ntly, Bill b''<J"11 involved corres­
pondence with such film pros as Robert Bloch, 
Alan Ormsby (producer of CllILDREll SHOUI.ai'T PLAY 
WITH DEAD TllillGS) , Jack II. lfarris ( DINOSllURUS; 
BEWllR£ Of' THE BLOB), and Debbie Reynolds. lll7t011g 
a long list of others. 

Bill ' s film compAnlJ is comprised of several 
local fantasy bulls: Ed Litzinger, d masterful 
make-up artist; Phil Guntncr, a memorabilia 
collector and k~y assistant in production; and 
George Stover who, aside from cranking out BLACK 
ORACLE , is a profossional actor appearing regu­
larly in many D11ltimore stage plays . 

"The Late Show," according to Bi l l George, 
"is to be a tri l ogy ot horror epics , 1>art one of 
which is completed, part two of which found its 
way to the trash baske t , and port three o f which 
is being shot on video tape, "ith a later con­
version to 16mm fi lm intended." 

Obviously , I'll concern myse l f here with 
part one , "hich I've viewod, and enjoyed, a 
couple of times. Actual l>, if R111 and fri ends 
never complete the epilogue, part one can ea~ily 
stand alone , "i th some minor editing. It pre­
sents a complete stoi;• in itself, and could 
conceivably suffer if tied in ~ith subsequent 
footage. 

Anyway , The Late Show - Part I opens with a 
contrasty scene of a derelict hippie preparing a 
fix over his bathroom sink. He is c lumsy , 
t hough, and drops his stuff in the sink bowl . 
Much t o the hippie's chagrin, his attempts to 
scrape the dope from tho sink arc fruitless, and 
he. makes a quick tc lcpho1\0 coll to his local, 
neighborhood pusher. ln this scene Bi I 1 uses an 
odd pr op -- a simul ated dioling disc from t l1c 
phone -- through wh ich t he camera looks up at 
the hipp ie. Al frcd Iii tchcock wouldn • t approve 
of such methods, but it works in lhis particular 
instance, lendi ng an air of surrealism to the 
al l- too-dreadfu l l y-real subject of a dosporato 
drug addict pleading to his merci less supplier. 

On the phone, the pusher informs tho hippie 
that he ' ll suppl y h1m with a quick fix for five 
bucks. After hanging up, the hippie rcali zes 
that he docsn • t have a cent. At this point 
there ' s a bit of contrivance, but ofter all, 
what good horror flicl. isn't helped a l ong by 
"as fate would have it" coincidence? ln this 
case the coincidence is an overgorged vacuum 
cleaner salesman, "ho bursts into t he hippie's 
house with an undeniab le "111-1 TI!fRE ... " It 
takes little tillle for the bu"Pti ous solicitor to 
thro" the proverbial di rt on the floor, sweep 
it up in a flash •i th lus amazina "fat 11 ttlc 
monster•· vacuum cleaner , and chortle SOll\Cthing 
about how, for a fe• minutes oi his tilllC, the 
hippie can earn an easy f1 ve dollars. But be­
fore the salesman can open his bag of accessor­
ies, the hippie is suddenly gone . 

Apparently not one to give up, the sales1nan 
pursues the hippie through the hou•c, ultimate l y 
ending up in the basement. I t ' ~ he re that we 
see our first glimpses of s1)ocinl effect s . Tho 
salesman gets to the bottom of the bnscmcnt 
steps an<l s t ops to look around, when we sec a 
long-handled ax chopping down. Tho b.lndc l ands 
in the middle of the salcsma11 •s l1011d, which ls 
ho l ding the stalr rtli I, ~lake-up tlrti st Jod 
Lit zinger has done a remarkably fine j ob or 
substituting a putty hand for Lh c actor's. Tho 
ax blade nes tled firml y into the hand 1s a 
convincing (though gruesome) e ffect. The effect 
ls enhanced as the s:ilesmnn I I ft s his finger less 

(pleass ~urn page) 
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hand in dismay. 
liove that this 

Again, Litzinger makes us be­
guy' s fingers have been sever ed! 

Subsequently, a combination of intriguing 
camera angles (coupled with fine low-level 
lighting) by George and expertly applied make-up 
by Litzinger provide for a graphic murder, 
which is anything but a euthanasia for the 
vacuum c leaner salesman. ~is head ls repeatedly 
slashed and hacked, until he falls back against 
a cinder block wall and drops to the floor . As 
the hippie drags the mutilated body to a closet 
he notices that the salesman's head left a drip­
ping blood stain on the wal I . This sequence is 
perfectly executed, as the blood stain grows, 
continues to drip, giving the i l lusion of a 
"bleeding" wal l . Bill explained that it was a 
matter of continually pouring chocolate syrup on 
the wall, getting out of the way, and filming 
the dripping. 

Meanwhile, the hippie has encumbered himself 

12 

with a supply of Ajax, Comet, Spic & Span and 
simi l ar gritty cleansers in an attempt to remove 
the blood stain . The attempt is futi le, though, 
so the hippie solves the problem by placing a 
mirror over the persistent drip. Satisfied that 
all is well, he gloai:s at the five dollar bill 
he ' s swiped from the salesman's corpse, and 
gets to the phone; however, a resounding crash 
in the basement startles him. Could it be the 
bleeding wall and the mirror? Not at al 1 con­
vinced of such humbuggery, the hippie returns to 
the scene of the crime. 

Litiinger's talents shine out here, too, as 
the hippie arrives in the basement and watches 
in disbelief as the blood stain on the wall 
transforms into the face on the wall! Bill and 
Ed lend to each other admirably in animating the 
face's appearance: they literally built a face 
and took time lapse shots of their progress . 
And evon more convincing is the fact that the 
putty face is a good caricature of the human 
salesman's. 

r' . 
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The dead have been awakened in the form of this Ed Litzinger ghoul make-up. 

Following true to the murder that happened 
minutes earlier, the face is at first unscathed, 
then sequential ax marks and rips appear on it , 
until it is a gruesomely exact counterpart of 
the real salesman's mangled face. 

For a finale, Bill takes The Late Show into 
the mysticism school of thought. Once the face 
has materialized, it proceeds to tell the hippie 
about a sound that literally wakes the dead -­
the "unfinished symphony" apparently synonymous 
with the many unfinished symphonies of the great 
composers; and allegedly the very reason that 
the symphonies were never completed . 

The hippie inevitably seeks and discovers 
the "sound that wakes the dead," in the person 
of a ghoul who is conjured up and slashes the 
hippie to death with a sickle. The ghoul here 
is yet another Ed Litzinger make-up job, in the 
form of a full mask resembling the Peter Cushing 
ghoul in Tales from the Crypt . 

The last scene of the film proves once again 
that crime doesn't pay, and that the unfinished 
symphony shall remain unfinished -- or at least 
undiscovered - - as a dissolve takes us back to 
a face on the basement wall. This time it is 
not the vacuum c leaner salesman's; it is the 
hippie's.... - -Don Dohler 
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FOAM PROSTHETICS-PART 1 

by BILL SCHWARZ 

I've always been in terested in ft lms -- esp­
ecially fantasy ones . At the age of ten I 
really began to notice the technical processes 
that were involved in certain films . So when my 
father bought a movie camera, I was the f i rst to 
use it . Soon I began to a ttempt various special 

effecLs and make-up techniques, though some 
didn ' t work, so 1 set out t o improve them. Dur ­
ing the next sever al years , through trial and 
error , I obtained only a minimum of success . 
Then in 1968 I saw I'LANKT OF TH£ APES, and wrote 
to John Chambers, who did the APES make-up. 
Dur ing a series of communications with him (and 
by r eading) , I developed a foam latex process 
for make- up based on Chambers ' techniques . This 
eventually led ton ser ies of television ap pear­
ances (both acting and doing make-up) on local 
sta t i ons in Philadelphia, and a couple of trips 
to t he West Coas t to view some o f the actual 
Chambers techn iques first hand (during the film­
ing of CONQUJ::ST OF TH~ PLl\NE)' OF THE APES) . 

The following art icle (and 
is based on what I have learned 
ating medium. 

subsequent ones) 
of this fascin-

Many film bu f (s who have viewed the early 
Universal horror f ilms such as the Frankenstein 
series, Lhe Wolfmac , the Mununy , etc . will prob­
ably realize tha t the fabulous make- up creations 
in these films we r e s pear-headed by a great art­
ist named Jack Pierce. With pu t ty, pancake , and 
fuller's earth he created and brought t o life 
creatures and man-things of horror and fan tasy . 
But time was against him, and in 1939, a new 
breed of make-up materials came into play in a 
now classic f Llm. That f ilm was WIZARD OF OZ, 
and the material was a type of sponge rubber . 
The face of t he Cowardly Lion , the jaw and nose 
of the Tin Man, the neck area of the Straw Man 
and the muzzles of those sinister little fl ying 
monkies , a long with the nose of their leader, 
t he Wi cked Witch of the West , were all created 
from this material . This , of course, outmoded 
a lot of Pierce's mor e primit ive , non-flexible 
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materials . And this brings up an interesting 
point . Let's s uppose that Pierce had mastered 
t he use of sponge rubber, or as we call it to­
day , foam l a tex. Imagine the impact of the 
Frankens~ein monster, for instance , i f h e were 
able to wrinkle his br ow and convey a greater 
number of expressions . Now I ' m no t saying that 
t her e was anything wrong with Pierce ' s work , but 
this example serv es to show how such aarly c re­
ations could have been further enhanced by the 
use of foam l a t ex. 

Speaking in Lerms of films today , foam latex 
is now an established make - up material i n all 
major st.udlos. There a_re many experts in t his 
field working f or t he various sludio make-up 
departments , and some who are independen t spec­
ialists called upon to solve difficul t problems . 

But what of amateur filmmakers? Where do 
they get the materials needed to create such 
make- up for their films? How do they learn the 
techniques involved? Well , it's not as diffi­
cult as it seems . The trick is the pr oper 
choice and use of specific materials , many of 
which can be bought at hardware and drug stores . 

Before I get into that , though , let me sup­
ply a few make-up materials definitions. Dur ing 
the course of my articles there wi l l be some 
specific terms you should be fam iliar wi th: 

SPONG~ RUBBJ::R: a soft, pliable la tex material 
that is produced from a liquid l atex which has 
been chemically treated , whi pped to a cer t ain 
volwne i n a beater or electric mixer , then pro­
cessed at accelerated temperatures i n a cur ing 
oven . 

FOAM LATEX: modern name for sponge rubber, and 
the one I ' ll be using in my writing. 

PROSTHETIC : an arti ficial part or feature; can 
be (acial or •lily limb or nrea of t h" body . (In 
surgical terms, this can appl y to a fa l se re­
placement for a missing anatomical feature . ) 

IMPRESSION MATERIAL : 
used t o make a mold 
age , Alg inate , etc . ) 

any cream-l ike substance 
of the face or body (Moul-

LIFE MASK: the plaster copy of a human fuce or 
feature (or of an aniinal, f or that matter) that 
is made using the impression materials . 

CASTING STONE : any of 
like materials used 
mold-making process . 

a group of hard , pla ster­
in various steps of the 

• 
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1 PLASTILtNE CLAY: soft, 
create n feature that 
or castlng stone . 

oil- base clay used to 
will be mo lded tn plaster 

APPLIANCE: the finished foam rubber 
has been cured and is ready to apply 
ject. 

piece that 
to the sub-

That should take care of major definitions 
for now. If T use new words from time to time , 
an explanation of them will be included. But 
now, let's get to the work at hand . 

IMPRESSION MATERIALS 

First of a ll you ' ll have to get some impres­
slon materials . These are various powders that 
arc mixed with water to form a creamy molding 
material that can be used on t he face or body . 
You may have already had an experience or two 
wlth lhls substance wheLhcr you know it or not , 
because this ls essentially what your dentist 
used the last time you had dental impressions 
made . The kind he uses is called "alginate" and 
goes by many brand names (Dental Perfection , 
Jeltrate, etc. ), and is available at most dent­
al supply houses . 

Now, you must find yourself a willing sub­
ject. Let's say you're making an entire facial 
prosthetic for this person. You'll need a mold 
of his (or her) whole face . To accomplish this , 
have the person sit in the position in which he 
will finally be performing with the appliance, 
place a cap on his head (the bald caps sold in 
joke stores or five and ten- cent stores work 
well), then mix the alginate with water . Once 
you've done this you'll have to work fast , but 
thoroughly . (One thing that keeps the alginate 
from setting too fast is the addition of cold 
water . ) Now scoop some algJ.natc up in your left 
hand and begin to apply it to the face with the 
right hand (PHOTO 1) . Wor k steadily and make 
sure every crevice of the face is covered, but 
avoid blockage of the nostrils . Once you've 
accomplished this, you'll need some plaster of 
Paris to put over Lhe alginate (PHOTO 2) . Since 
the alginate is so soft and rubbery , it will 
never stand up by itself , so the plaster shell 
(or Mother Mold , as it is sometimes called) ls 
cast around it to form a protective outer coat­
ing to keep the inner alginate one from changing 
shape after removal from the face. The plaster 
should be mixed relatively thick to afford fast , 
hard setting. (This also helps in getting the 
person out from under his temporary prison much 
faster . ) 

When you've finished the Mother Hold , you 
must carefully remove the plaster and ~he algin­
ate casts together from the sub ject's face . Now 
turn the whole arrangement over and you'll have 
a negative mold of ~he person ' s face (PHOTO 3) . 
This will be the basis of the positive cast or 
mold . 
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POSITIVE MOLD 

For this step you'll need some casting 
stone. This is a very hard plaster availahle 
from various dental supply companies . Mix the 
stone and pour it into the negative mold you 
made earlier with alginate and plaster . (Make 
sure you do this step as soon as possible after 
making the alginate cost, because alginate tends 
to shrink after a time and if you wait too long, 
your impression will be false . ) Smooth the 
casting stone with your hand (PHCYfO 4), and 
gently push it against the negatlve mold with 
your fist (PHOTO 5) to insure a good impres­
sion. 

After it has set , carefully remove your cast 
from the alginate-Mother Mold combination. You 
wi l l fl.nd that the nlglnnte usually tears , but 
you can use it again , anyway . At any rate , you 
should now have a well-formed stone likeness of 
the person who posed (or the mold (PHCYfO 6) . 

Now you have a bit o! insight into the crea­
tion of your first life mask. This will eventu­
ally become the working surface for nn appliance 
and later will serve as half of the mold from 
which you•ll be able to make numerous copies of 
the .. ppliance. Prncticc is important with the 
like mask because it is probably the most diffi­
culL part of the entire process . 
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In CtNBMACIC C2 I'll show you how to take 
these life masks and use them as the base for a 
clay sculpture that will be the or iginal model 
(or a foam appliance . I'll also explaln how the 
(oam ls produced and poured into the mold. Un­
til then , keep at it, and good luck with your 
first life mask. 

--BILL SCHWARZ 



EJ,l11TE AN 
EFFEC:T. 8l1T. .. 
Notes on Sor:re £ffocts, Historical and Hysterical 

by MARN ESTREN 
We take so many technical advances in film 

for granted today that we easily forget there 
was a time, not too long ago, when the product­
ion of effects was impossible, inco11'prehensible, 
or -- worse still -- unintentional. 

Just about a hundred years ago, when the 
views of the positivist philosopher Comte on The 
Real were in vogue, it was starkly realistic 
effects for which the theatre was striving. The 
search for realism reached heights of absurdity 
in the productions of David Belasco, who brought 
an entire boardinghouse room intact to the thea­
tre for The Euiest Way and set it up on stage, 
and who created an exact replica of Child's 
restaurant for The Governor's Lddy, and who -­
shades of Smellovision! -- pumped the smell of 
coffee through the theatre's ventilation system 
to reinforce a coffee-drinking scene. 

Yet theatre ls not film -- though the pre­
history of film shows plenty of effects that 
didn't quite c~ off. For instance, film pro­
jection goes back to the c.,,,..ra obscura iOJlllOb!l­
is (literally and accurately, a dark room that 
doesn't go anywhere), which was probably known 
to Euclid and Ptolemy and was certainly known to 
Roger Bacon and Leonardo da Vinci. This thing 
involved cutting a hole in one wall of a room, 
through which light would fall on the opposite 
surface. If lhe outside scene were brightly 
enough illuminated, an image of the scene would 
appear on the far wall. Problem: the Image 
would be upside down and reversed, like a 
mirror-image you see when standing on your head. 
Quite an effect, but not exactly what anyone was 
loo~fng for at the time. 

Possibly the earliest ancestors of l!IOdem­
day effects were the Phantasmagoria shows of the 
Belgian E.G. Robertson (real narm!: Etienne Gasp­
ard Robert). Robertson used a magic lantern 
with a mobile disk in front of the lens; the 
whole thing was l!IOunted on a sort of tea cart, 
which could be rolled forward or backward to 
make the images on the screen larger or smaller. 
Contemporary drawings show men and women alike 
recoiling in fear from these effects -- though 
the reactions were probably aided by the locale 
Robertson chose for his shows: an abandoned, 
partially ruined monastery. And mind you, this 
was going on f n the late eighteenth century ! 

Many comnonly accepted film effects origin­
ated during the nineteenth century, in crude 
hooie workshops. There was the first effect of 
superiqiositlon, for instance. It came from a 
toy created by Dr. John Paris in lBZJ and called 
the Thaumatrope. Different images appeared on 
the two sides of a cardboard disk, which could 
be spun by loops of string attached to it. With 
a bird on one side and a cage on the other, the 
bird would seem to be in the cage. 

A more sophisticated version of this sort of 
thing was Emil Reynaud's Praxinoscope. This was 
a double projection system -- one for rear­
projecting the backgrounds, and one for rear­
projecti ng the images moving over the back­
grounds. 

Incidentally, don't be surprised at names 
like "Praxinoscope" if you look into the fore­
runners of modem-day cinematography. That name 
is rather siqile, actually, and was complicated 
further into Zoopraxiscope by a man with the 
suitably coqilicated name of Eadweard Muybridge. 
The Zoopraxiscope, in fact, earned Muybri dge 
credit for the first projection of photographs 
that achieved the illusion of motion. It was a 
huge success at the 1893 Chicago Worl d's Fair, 
where it was installed in its own Zoopraxograph­
ical Hall. 

A few other nineteenth-century contributions 
to the budding art of the cinema included the 
Zol!scope, the Zol!trope, the Phantascope, the 
Phantasmascope, the Phenakistiscope, the Choreu­
toscope, the Stereothau111atrope, the Eidotrope, 
and the Phosmatrope. Then again, does any of 
those names sound so much stranger than the 
Cinematographe of the brothers Lumiere -- the 
first true motion picture ca!JX!ra and projector? 

The idea behind all this hectic development 
was to create the illusion of motion -- the most 
important effect of all . The first Lumiere 
show, in 1895, had fl lms of soldiers, a wall be­
ing knocked down, a baby eating (sloppily), a 
train pulling 1nto a station, and workers leav­
ing the Lumiere factory (the earliest known 
instance of mugging for the camera). There was 
also the rolling sea, which was said to make 
ladies squeal and snatch up their skirts as they 
saw the ocean's waves lap towards them. And the 
Lumiere brothers didn't need a decaying monas­
tery to involve their audiences! 

The point of all this is that the history of 
effects and the history of cinema itself are in 
many ways the same history. As we use our mod­
em equipment and take for granted everything 
technology has given us, it is worthwhile to 
remember that our entire medium is based on the 
production of a false effect. For the motion 
we create when we make mo vies is, after all, 
only the succession of a series of still photo­
graphs, too fast for the eye to realize one is 
gone before the next appears. So no matter what 
sort of film we do, we are creating a special 
effect by the mere act of making that film. • 
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Rory Palmieri is an eighteen-year-old resi­
dent of Lanham, Maryland, who is currently at­
tending Harvard University, where he plans to 
major in English. Rory's film , Redneck: Han's 
Search for Evil, was originally made as a re­
quired high school assignment for a Christian 
Ethics class. It was mandatory that all of the 
films for the assignment use the three words, 
"Man's Search for --" in their title, so, as 
Rory says, " ... the course title was too trite, 
because Redneck turned out to be an allegory 
presenting•my view on the evil and violence in 
mankind . '' 

He adds, "I tried to maintain an atmosphere 
of horror in the film, but I found my interest 
in violence dominated the project . " 

On his interes t in fi lms and filmmaking, 
Rory offers the following: "English has been my 
chief interest ever since I began studying it in 
elementary school. t di.dn' t t hink of movies as 
a riva l interest to Engl ish until sometime dur­
ing my senior year in high school , probably not 
until Redneck was completed. Movies had been an 
important pastime to me since second grade, 
when I started going to see several films a week 
at the theatre on the Air Force base where I 
lived . In my junior year at De~latha High School 
1 was film critic for the school's first liter­
ary magazine (which I helped to found) . Working 
on Redneck in my senior year was extremely 
important to me for I l earned much about what 
goes into the making of a film. I was able to 
approach t he movies I saw with a much sharper 
critical eye; I a l so found that T enjoyed study­
ing films as much as 1 did English." 

"My favorite filmmakers arc Kubrick, Sam 
Peckinpah, Roman Polanski, and Ken Russell . I 
have become very interested in studies of vio l ­
ence in film, such as Peckinpah's The Wild Bunch 
and Straw Dogs, John Boorman's Point Blank, and, 
of course, Kubrick's A Clockwork Orange ." 

The following is a plot synopsis of Redneck: 
Man ' s Search for Evil, written by Rory Palmieri . 

Boredom. Frustration. An overpowering 
sense of fatigue. He just wanted this last half 
hour to pass quickl!J . Then h e could walk the 
short distance from this lab and be alone wi lh 
his thoughts . He hated this job at the science 
center . Meaningless , boring, menial labor was 
all it was, all he was qiven . He qawnad again. 

A tap on his shoulder brought him back to 
/iis work in the lab . "Wake upl You've still 
got a lot of woxk to do before you can leave . 
Put tilat down ! Have !JOU done. . . What is this? 
You did this all wrong. Now look, pay attent­
ion! If you dun' t ... " 

He couldn ' t help it if he was bored with the 
work he was given. After all, the work was 
dull . Neverthel.ess, he could dlways count on 
his overseer to jump on his back every damn day . 
Now as his boss 1T0ved away, the anger grew. 
Lousy sonofabi tch . He knew t/Je anger was fi1id­
ing a release tllrougb a violent: fantasv which he 
knew had just registered in his brain. He felt 



The protagonist (Rory 1'11lm!erl ), 
wilh the verbal attacks fret:1 
Twining). 

left, is 
hi• bo•• 

bored 
(Dana 

his evil spil;i.t, the Violent One, kicking in his 
brain, like a baby in a womb, struggling to be 
set freo . 

He found hi111Solf next to his boss "ith a 
knife in his h.Jnd. Crabbing the m11n' s shoulder, 
he spun him around. With a firm grip, he raised 
the finely honed kitchen knife high in the air. 
With one switt, smooth motion ho brought the 
weapon across the man's face, engraving a deep 
slash down the length of his victim's face dnd 
popping his eye in the process. i'et his pas­
sionate lust for violence against this man had 
not been satisfied. And enonrious exhJlaration 
stormed inside /us whole body as he continued to 
hack away at tho bloodied flesh. Now he found 
his ovarsaoc, his boss, his tol'lllentor on his 
.knees "begg,ng foe mercy. "Begging will do you 
no good.• A powerful lunge of the knife 
straight from the shoulder drove through the 
llliln 's cheek and sent him down on his back. He 
was helpless under the rain of blows coming from 
bis assailant's knife. The frustratod labworker 
was now ioyful as ha bont over the mutilated man 
and drew out tho lJfe of the man, his blood, 
with the brutal woapon. Tho room "began to turn 
and spin as in a dream. Slash ••. stroke •. . cut .. . 
blood .•. blood .... a ripper ..• a modern vampire ... . 
stab ... stab ••. 

It was a dream, a sh4me!ul dream1 something 
dirty. 

"Why do I think such evil thoughts?" he 
asked himself. "Why?" 

He tried to rub out Lhe foul thought from 
his mind -- all tl>e foul thoughts that had been 
coming to him for the past several yeers, but 
this was impossible. These thoughts were too 
deeply engrained in his mind; they went back too 
far to be erased now. 

The oversoor had been concerned about this 
man for quito a whl.lo now: lately, this lab 
assistant didn ' t seem to be able to concentrate 
on his work; ho a.lways seemed to be adrift in 

space. Now look at him, he tlioughL. Maybe he 
should see a psychiatrist. 

Thus ends the first scene of the fil m. If 
t his episode is understood, the rest of Redneck 
is quite easy to follow. The protagonist is 
introduced as a m3n who is bored with and frus­
trated in his job. When he is upset, he re­
leases his emotions through vicarious violence. 
The audience must understand that the violent 
sequence is only occu=ing in the 11ind of the 
protagonist; this fact is clearly realized when 
the boss's reaction is seen at the end of this 
episode. The protagonist w1ll undergo a rcbi~th 
later in the film: he i.·ill be born into a life 
of actual rather th3n vicarious violence; in 
this first scene the audience sees the begin­
nings of labor pains in t.he 111Jn ' s mind, t.hough 
they may not reali:ic this particular aspect of 
the film this "arly. If the audience under­
stands these concepts, the film is cosy to fol­
low from here. 

The next scene, in which tho protagonist is 
hassled by a street gang, does not necessarily 
occur on the same day that tho first scono docs. 
The idea is that the first two episodos, tho 
protagonist ' s reactions to tbe berating from his 
boss and the hassling by tho stroat gang, arc 
t~v events drawn at random from this man's life 
which are connected only hy the fact that they 
illustrate his inner violence. 

Following the v !carious massacre of t!Je 
street gang , the protagonist ls soen in a 
psychiatrist ' s office relating to the doctor 
this particular fantasy and than begging foe 
help to end these shallletul thoughts . The doctor 
tries to reassure him that everything will be 
all right. As the protagorust leaves t11e of­
fice, tho doctor is socn with an evil grin on 
h.is face muttering, "Soon .. . " 

The protagonist is next seen at home engros­
sed in Bram Stoker ' s Dracula. Around him are 
seen other books on the supernatural and macab­
re, as well as books about v.i.olenco and sadism. 
His wife is irritated because he's so engrossed 
in reading about vampires and docsn' t t»Y any 
attention to her. Excitedly, he tries to ex­
plain to her about vampires, showing her how one 
can defend oneself against vampires and also how 
a vampire can be destroyed. None of his enthus­
iasm rubs off on her; she only turns around and 
walks away from him, claiming that tho whole 
business is rubbish . This enrages him, for 
vampirism is very real to him. HS rushes aftor 
her, trying to make her believe in the super­
natural world, but she only turns back again. 
He has been frustrated aga.in, and by his own 
wife, no less. He cannot contain his anger and 
once again he gives vent to violence -- only 
this time it is not vicarious. By grabbing his 
wife and throwing her to the floor, ho commits 
his first act of real violence. Regretting this 
action and seeing the implications of it, ho 
rushes back to his psychiatrist. His wife secs 
how upset he is and rushes after him to console 
him. 
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Arriving at the psychiatrist's office, the 
protagonist is soon put into a trance by his 
doctor . The doctor , now seen to be a vampire 
(a messenger of the devil), bares his fangs and 
bites the man ' s neck and sucks out some of his 
blood. The protagonist has oow found a release 
from the boredom and frustration in his life by 
dying from his civilized state in which violence 
is only expressed mentally, and by being born 
into a primitive state in which violence is 
e xpressed physically. For the first time in the 
film, there is a look of joy on his face. At 
this moment the wife runs into the room and sees 
blood on the psychiatrist's mouth; she screams 
and runs back home. The protagonist is sent out 
with the blessing of the devil to find happinoss 
in violence. lie encounters the gang which had 
hassled him earlier, and this time really 
massacres them. Only the gang leader survives; 
he stares around in disbelief at his murdered 
companions and resolves to revenge the death of 
his gang . He picks up the nearest weapon, a 
long stick with jagged ends, and sets out after 
the protagonist . 

Meanwhile, the wife is attacked by the 
psychidtrist-vampire, who has followed her home. 
Terrified beyond any ability to think clearly, 
she grabs the anti-vdmpire equipment her husband 
has left on the table and in a brutal act of 
violence brought on by her unhappiness at her 
husband's condition, which is at the back of her 
mind, and the overwhelming fear of her assail­
ant , she destroys the ages-old vampire who 
disintegrates into nothingness. As she looks in 
disgust and horror at what she ' s done, her hus­
band walks in. She goes into his arms . While 
he's sucking her blood, the gang leader comes 
down the stairs behind him. The protagonist 
bares his fangs in challenge. With all his 
stre119th the gang leader shoves the wooden spear 
through the protagonist's heart and out his 
back. Standing over the dying vampire, the gang 
leader feels a sharp pain in his neck; he has 
been bitten by the wife, who had been transform­
ed into a vampire only a few minutes before by 
her husband. 

This expresses my belief that evil and vio l­
ence will continue to exist because they are 
like a contagious disease which will spread from 
one hwna.n being to another. For each evil that 
is destroyed, another is created. 

CAST 

Protagonist • •••..••.............•. . Rory Palmieri 
Lab Overseer •....................... Dana Twining 
Gang Leader •••.....••••.......... F. P. Woodbridge 
Psychiacrist .••..•••..•....•... Bruce van Stratum 
Wife ................................... Nay FinerllWln 

Written by Rory Palmieri; produced by Rory Palm­
ieri and John Oliver; £ilmed by Rocco Mennella. 
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THE EVIL SPREADS from the psychiatrist-vampire 
(top), to the protagonist, who is finally killed 
(center); but not before he Inflicts his wife 
(bottom) . 
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MINIATURE SETS: 

By DON DOHLER 

The moon: a celestial bod'J ot j•99ed moun­
tain peel<lii •nd m1le-lon9 craters, and located 
approx1,,,.tely two hundred and titty thousand 
miles from t h e .,.rth. A pretty desol•e.. propo6-
ition, at best, but inspiration enough tor man'/ 
a sclencc t i ctl n t ila. 

Obviously, you can't shoot a MOvle on the 
surface of th11 moon, unle.'Js you happen to be an 
astron•ut schtlduled tor the next Apollo blast­
off . But you can do the next best thing -­
creatf !JOUr oo.·n moon surface. 

It it sounds complicated or technicallv­
orientcd, it's not; and in tact, 1s really quite 
<tasy. Your aaoon surface will be a mere 1111.nia­
cure aodol, but 1 t can look as 9ood as tho real 
thing. 

The lllOOll-model materials a.re all simple 
lte•, euilv obtained. In S088 cases (WI• your 
1lllli9ln•tionJ, vou can substitute ""'terial. A 
list of th11 buic needs: 

A sheet o f plywood or similar mate rial 
(cnn be ha rdboard, fiberboard, etc.). 

(The slzu of t.he sheet depends on how 
lar9e ~ou want your lunar surface to 
bo. I' vo usad a t"'o-by- three-foot 
piece of pllJ"ood, t.hou9h I ' d recofnllllJnd 
•larger size (at least four-by-six).) 

Plaster of Paris (five pounds). 

So.e soda bottles (herP's a ch4lloe co 
.. ke good use of throw-aways). 

• 1 our and water. 

Old ncwspaix;rs, cut up in two-by-eight­
inch strips. 

A few assort ed sizes of rubber bal ls , 

Some c~rdboard cores from rolls of paper 
towels or ~rapping paper. 

'l'Wo mediuin-siie plas tic bowl s. 

Spra)• acrylic paint (flat white). 

After you've gathored your materials, flnd a 
good place to work. Fo~arned: this can 9et 
qul te -ssy, so if you have a basement workbench 
or tabla, u.so it . It you're for ced to use a 
kitchen oc d1n1ng rOOlll t.lbla, be sure to spre•d 
plenty of net.1spapers an and around it . Take 
special care in protecting any carpeted •ceu 1 

you'll be wockln9 with pl•stec of Paris which, 
if spilled, can .bu vecy difficult to re.move trOftl 
carpects or rugs. 

For che sake of instruction, I' ve kept th.is 
sur£aca ver!J sn~ll and simpl e , with s l l9htly 
exa99erated mountains . Once you' ve gotten i nto 
the sl111pin9 process , !JOU ' ll fi nd that you can 
develop size , shapt'J and proportions of tho cra­
ters and mountains as you sae fit . 

THE MOO); SURFACE MATERIALS 

r 

I Gllld -
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STLP I: 
After placina your pl)'l'ood (or similar material) 
on your "ork area, use a sharp l..ni fe or blnde to 
cut the rubber bal Is in half. Linc your mntcr­
iaJs up, makina sure that you have cverythina 
you'll need. 

STbP 2: 
Mo~e :i mental picture of motmtuln and crotor 
locution. ln doing this, consider thirlgs liLe 
camera ucccssib!lity, lighting, etc. Hore, I've 
placed my rnow1t::un frames (soda bot tles f, t ·•cl 
cores) to,.ard the bacl.., my ball halves {cr:itcrs) 
nearer the front. 

{!\oto that I've put: a strip of bo:trd h<'hlncl ay 
surface here. This will be draped with blacL 
fabric later, to serve as a bacl.clrop.) 

sru· 3: 
\It>. the flour ancl .. ater to what seem5 like a 
runny consistency -- this, cf course, "ill he 
used to maLc papier-mache, i.h1ch i.tll form the 
basic structure ancl shape of your mounialns and 
craters , Xow, take one of the cut-up newspaper 
strips, run it through the flour/water mix unti I 
souked, ancl apply it to a bottle or towel ~ore, 
stnrting at the bottom. Continue chis proco~s. 
working in a circular fashion, unti I you've 
worked your wny up each bottle/core . 111cre's no 
set rule for this -- just keep adding the paper 
strips until the mountains start getting solllC 
bu 11.. . 

STEP 4: 
Papier-machc mountains basi call)' complete, you 
cnn start on the craters. Place one encl of a 
paper strip i.n the center of a bal 1 half ;md 
overlap the other half out to your ply,.ood. This 
forms the slope of the crater. Do this until oil 
tho ba l l halves ore pretty wel l covered. 

STcP 5 : 
After tho craters arc done keep workln1: with the 
papier-mache strips until you've achieved a de­
sired overall look to the whole surface. Bo sure 
to moko tho mountains and craters look "so I icl." 
Cover them well 4nd avoid any ragged paper edges 
that may show by overlapping each strip. 

SfFP 6: 
With the papier-aache complctccl (starting to 
shape up already, isn't it?), your •urface is 
probably pretty soggy, so allow it to dry a bit 
before preparing the plaster of Paris. I 'vc 
mixed my plaster in a relatively small plastic 
contuinor. It's best not to mix large amounts of 
plaster ot one ti.me, since it u•ually dries 
(hardens) quickly. Mix it ton medium thick 
consistency {like n milkshake) be sure it's 
s111ooth o,nd free of air bubbles. 
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SfEP 7· 
llorl.. fasl I Pour the plaster all over the sur­
face: between the mountains, nnd in nnd around 
the sides ot the craters. Continue this unt i I 
the bulk of your surface is covered with plast­
er. Since you're working with a small contain­
er, you' 11 have to mix several batches in order 
to cover ovorything properly. 

STEP 8: 
You' 11 not lee that the surface looks too smooth 
after lhu initial plaster coat. You remedy this 
by mix ing a fairly thick batch of plaster to a 
point whore It's almost (but not quite) dr}. 
Grab a handful of plaster and flop it onto the 
surface, then pul I your fingers up qu1cl ly. 
This •nil give the rough textured look of the 
moon. Aaaln, there's no set way of doing this, 
but once you start, you'll be able to judge 
when everything look~ jageed enoueh. (By the 
way, Lion' t forget to smear some plaster up and 
down the sides of the mountains. You don't have 
to cover them completcl)•; just add enoueh plast­
er to "rough 'em up.") 

STl:I' !I; 
Blend the papicr-mache exposed areas or the sur­
faco by spraying wl th flat white paint. It' 5 

best to do this a day later, though, since 
everyth1n1 "''II be extremely ><et ond d8lllp after 
you've ~ompleted the first eiaht steps. \t this 
point you can leave rour ,;urfacc as is, or rou 
'"">" prefer to expcrlllent "1th other colors 
(li&ht arcys or blues). But rcmclllbcr· too 
many cooks spoil the broth, or in this case, too 
many color• spoil the moon. 

Now thdt your moon surface ls complete, your 
noxt ambi tlon will be to photograph l t. Whan 
making films of the moon , keep in mind that tho 
real moon gets lighting from one side only. 
Thou<Jh this is not practical tor movies, you can 
achieve tliu sa~ olfect . Pldce a koy light dt 

one side of your surface, so that it casts dark 
shadow~ frOlrl tho mountains and ja<Jgvd rock 
peaks. Then use a fill light fr0111 tM! point of 
c-ra position. This light should net over­
whcl.Jtt tho shadows cast bg the other light, but 
should s1trv<1 co d.,crease enre<te contrast. Of 
course, you ntight try several lighting aet-U.1'6 
to gut th~ h<1$t &tfect and exposure values. 

MOON SURFAC~ GALLERY: Take a photograph of your 
moon surface and send it to CINEMACtC. We'll 
publish a gallery 0£ the besL of these Jn 8 fut­
ure lssuc. Photos will become the property of 
CINEMAG!C, and cannot be returned. And be 
sure to include your name for use in the gallery 
feature. 
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A final suggestion, •s I've done here, 
a sheet of black mll t to rlk.lter ial to use 
backdrop when filming your moon surface. 
pinch, a slieet of luftovt•r p<Jneling sprayed 
black might do the trick. 
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l11m Profile 

NOTE: The Logos Machine is a fanciful scJ.ence­
fancasy yarn which won r:he first-place award 
this p!St yi>ar at the annual F.ilni C011Jpct.ition 
of the ~·as/1ington (D .C.) Society of C..inumatog­
raphers. Herew~ th the inside story on the m:Jk­
ing of the film. 

By BRITT McDONOUGH 

Ourlng the summer of 1971 I made o science 
fiction film entitled The Logos Hachino. The 
film's plot was typical of feature films of the 
Fifties in the genre, such as The Day I.he l:iarth 
Stood Still and Forbidden Planat, though not 3$ 

ambitious as either of these. The real fw1 of 
the film was in the making and planning of it; 
that is, of solving challenging problems in 
terms of spcc1al visual effects techntqucs. The 
film script, ~hich turned out to be a catalog of 
effects, tool. two months to ~ ri tc and revise in­
to a final form. During this time, miniature 
se t s and props were under construction as need­
ed. TI1e actual shooting of the fi lm took two 
and onc-haJ f weeks. Logos was shot in Slngle-8 
black nnd white, Fujipan RSO stock. 1110 Sing­
le-8 system was absolu tely necessary ror the 
film, since o third of Logos is composed of 
shots which rcqui red double and trip le expos­
ures. Controlled double exposures for moro than 
ninety frames is possible in Single-8 (not in 
conventional Super 8) . 

Before discussing the film's visual effects 
in detail, here's a brief synopsis of its plot: 

A saucership glides through space and soars 
past tho camera, followed by the film's title 
The Logos Hachlne. The camera slow ly zooms in 
on the saucer's cabin and dissolves to on lntor­
ior shol of the spaceship to reveal it under the 
control of a robot navigator. The ship's hu1oan 
occupan t is seen lying in a glass chamber; he is 
in suspended animation until the ship lands . 

Under the guidance of its robot pilot, the 
saucer approaches a desolate planet ond lands. 
Out of the ship emerges a lone scientist-astro-
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naut who begins exploring the alien world. As 
ho presses onward ho soos distant towering cit­
ies in ruins, and gracefully designed airships 
wrecked and rot ting. Moving on, he finds a 
laser pistol, and tests it by blasting a nearby 
wooded area to cinders. Satisfied that tho 
i.·eapon works, he leeps it for scientific study. 

Back at the ship that night, the scientist 
speculates that al 1 life forms on the planot 
were annihilated in a great biological war. As 
he ponders the events of the day, his thoughts 
are telepathically t'Ocorded on a data screen 
known as The Logos Machine. The planet• s exist­
ing civilization having Jong since been destroy­
ed, its self-operating, autonomous war machines 
have continued the struggle. 

The next day the space explorer is aroused 
by a warning siren. An alien airship flies over 
his saucer and (ires on it. Automatically the 
saucer• s force field protects it from the blast. 
Suddenly and without 1<arning, the alien craft 
falters in flight and crashes. Trailing the 
disabled craft, the astronaut enters the ground­
ed ship and discovers the remains of a huge 
biology laboratory. He relays this infor11ation 
to his robot comrade back at the ship, then pro­
ceeds to explore the alien lab further. His 
first discovery is a microscope, which he peers 
in to. 

Unseen by the sc ientist, who is engrossed in 
looking at a s llde, nn alien creature appears 
behind him. I t is horrifying: three-legged, 
bug- eyed, with bulbous brain, and carrying a 
disintegration rod. The creature s lowly creeps 
up on the innocuous scientist and grabs his 
shoulder! Startled, the scientist knocks over 



a vial containing some strange , organic fluid, 
which breaks open on the laboratory floor. The 
scientist flees from the spaceship, but the ali­
en follows, firing its disintegration rod at t.he 
terrified astronaut . After several near-misses, 
the scientist runs for cover, pulls out the las­
er he found earlier, and fires at the alien -­
disintegrating the creature! 

Pausing after this to catch his breath, the 
scientist signal s his ship. While signaling 
(via a wrist-worn transceiver), he notices a 
splotch of growth on his palm. His hand is be­
coming light and lifeless, his energy fading. 
Recalling the broken test tube in the alien lab, 
he realizes that he has become infected with the 
same germ that made life on the planet extinct. 
Soon he is totally paralyzed and falls to the 
grotmd. A shot of his inanimate body dissolves 
into a final scene of his robot co-pilot carry­
ing the scientist's corpse back into the saucer­
ship. 

FADE- OUT 

I'll now discuss the production 
considering it from three basic 
prop/mlniature set construction, 
fects, and animation tech•lques. 

of the fi Im, 
standpoints: 
optical ef-

PROPS/MINIATURE SETS 
One fascinating thing about the making of 

Logos was that it necessitated the creation of 
a variety of unusual props: ray guns, miniature 
spaceships, and so on. Most of these props were 
constructed out of assembled odds and ends, 
which I keep a large collection of just for this 
purpose. With every fil m 1 make, my collection 
of props grows; and I'm always on the lookout 
for interesting pieces of junk , plastic bits and 
such, that look as if they might have potential 
as props for a film . One of the best examples 
of the use of miscellaneous debris was the 
construction of the miniature set representing 
the interior of the scientist's saucership. In 
t his miniature set a sharp- eyed viewer can spot 
rug insulation material (the floor of the ship) , 
hair curlers painted silver, defunct projection 
lamps, 8mm fifty-foot reels neatly s tacked and 
generating a piece of equipment, inverted plas­
tic cups, and so on. There ' s even an old Kodak 
Brownie flash attachment, which has become the 
shining silver base of a navigation device. 

One scene in the film called for a long shot 
of a wrecked, futuristic city . Specifically: 

IDIG SHar: Camera pa.ns across a barre.n, 
late landscape . PJIN STOPS an a wrecked, 
ci ey in ruins. 

deso­
domed 

Below: Some 0£ the many props used in Logos . 

1 

-
• • 
• • 

II 

... 

25 



TIVO VIElvS: Above, the miniature 
saucercraft interior set, as seen in 
reality on my back yard patio . The 
walls axe made of heavy artboar d , 
which has been curved and taped to 
give a "modular" look . The photo at 
right shows the s ame set , different 
angle, as .it appeared in the film . 
I n this shot you can easily detect 
many of the odds and ends that make 
up the scientific- looking gadgetry : 
hair curlers (painted silver) , an 
old projection lamp, a small rubber 
ball, inverted plastic cups, and , of 
course, carpet padding for t he f l oor 
of the craft . 
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This shot was a combination of photo cutouts 
(of Jesolate terrain, 110untains, and such) com­
bineJ with a very small miniature "1<recked 
city." T11e buildings 1<ere put together out of 
balsa wood, glass headed pins, plastic fil• 
spools, ping pong balls, etc., and the whole 
shabang was painted l<ltite with acrylic paint. 
Then black paint was put on a piece of cotton 
and rubbed on the buildings Lo simulate soot. 
Next the buildings were bent up a bit, to 1nake 
tho whole thing look "devastated." 

The miniature interior set of tho alien 
spaceship laboratory was constructed much the 
same way as the saucercraft interior was, except 
that the walls of the saucercraft 1<ere white. 
The Interior of th., alien ship was 1113de hlack, 
for both aesthetic and practical reasons. A 
black baclground during the alien ship interior 
sequences 1'3S the universal equ:ilizer between 
Jive actor (against a large blacl bac1'drop) and 
animated 110del (against a small black surround) . 
Using dead blac1' for the inside of the alien 
ship eliminated the possible task of having to 
build a full-scale interior. It also mnde it 
easy to double-exposure a prcdomi nant ly white­
clad scientist into a miniature sot al>oul, at 
most, ten Inches h I gh . 

The fly1ng saucer model used for the l'i Im 
was made from a styrofo311 top of one of those 
cheap ice buckets. A rubber ball cut in half 
and centered on the lid became the ship's cabin, 
and acrylic putty and white paint blended the 
two materials pleasingly together. 

lvery scene in Logos 1<as shot using :is 1111ch 
light as possible for each set-up, be it •1ni­
ature set, live action sequences or ~hatcver. 
The ca111era 1<as al"ays adjusted to be in as wide­
nngle a lens setting as possible (using a zoom 
lens), As u result the entire film is in "doop 
focus, " which is to say that everything, bo it 9 
few inches from the camera or far off in tho 
background, appears very sharp. This was neces­
sary for many of the miniature shots, to insure 
thnt the intricate details of, say, the saucer­
sh1p's control panel, did not look fuzzy a few 
Inches J.n front of the animated robot workin& at 
thea. 

(To Be Continued) 

IN CINEMAGIC 112: The second and concluding part 
ot tha lll4kin9 of The Logos Machine, det.Ul•n9 
tha optical and anl.mation effects ttmplOIJ{}d. 

RlGHT (top co bottom): l. Tho eartliman '.s 
saucorshlp glides into a landing on t/10 
111.ien planet. 2. Inside the s11ucerJ1/Jlp 
the scientist rests in suspended anima­
tion (a toy doll in a hollow plastic 
tube) . J. The ruins of an alien domed 
city (• cracked plastic dome with bits 
of shaped styrofoam inside). 4. A vlew 
ot tho nt.lnlature alion laboratory set. 



Filmmalter Profl1e 

The only way to learn how to make a film is 
to go out and do it (much less animation) and 
although many peopl e attend film schools or arc 
aspiring to do so, I would at least like to warn 
against being unintentionally acclimat;ed to pre­
conceived notions, ideas and theories and tech­
niques wluch do not necessari ly app ly in the 
actual film business. Good school s have a mini­
mum of this problem, but l feel that no school 
can compl etely avoid it . 

For the most part, my own education has not 
been associat ed with film or film courses. J 
spent the first semester of my college freshman 
year (Sepi:ember-December, 1970) at New Mexico 
State University majoring in journalism (mainly 
because that department included a film course, 
a lthough I'm also interested in printing, news­
paper/magazine work, etc.) . Although the course 
was intended for juniors and seniors, l managed 
i:o t alk/sneak my way in and produced a s ix-min­
ute stop-motion film based on an award-winning 
Playboy short story entitled "111e Giant Chicken­
Eating Frog l~i 11 Soon Be Extinct Unless IVe Tako 
Action Now! " The film was 16nun black an<l white 
(sound) and was received very well, garnerlng an 
''A'' for the cou1·se . 

That was my one and only semester at NMSU, 
however, moving to the University of Dallas in 
01·der to take advantage of their "exchange" pro­
gram: they !lave a campus in Rome, Ttaly where 
sophomores can spend an entire semester studying 
and travelling throughout liurope, During tho 
second semester of my freshman year, at UD, my 
English class was assigned i:o do a project con­
cerning Dante ' s "Inferno." Since the professor, 
Or. Robert S. Dupree, was a film buff, be sug­
gested that we organize into groups and make 
short f ilm adaptations or interpretations of 
Dante ' s poem. My group ended up consisting of 
about four people , which was nice, and unlike 
the other groups who were doing modern, symbol­
istic interpretations of "The Inferno," we de­
cided to do it ''straight." The resulting half­
hour ' s worth of fil m, shot throughout the semes­
ter, was never afforded the addition of a sound­
track as originally planned, but the edited 
footage was enough for Or. Dupree to judge . The 
film was great fun and featured al 1 sorts of 
animation: harpies, s sort of Ymir-ish serpent/ 
dragon, the three- lteaded dog Cerberus, and, of 
course, a gigantic Satan. With the exception of 
the harpies, the models were made of clay, which 
caused a lot of trouble. The harpies were made 
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by a friend and co-worker of mine, Robert Frye, 
of latex over a wire framework and have held up 
very well. 

1 first became interested in films and fil m­
making during the eighth grade when 1 r eceived a 
Kodak M-6 Super 8 camera for Chris tmas. Being a 
simultaneous horror fi lms/James Bond fan, my 
first two celluloid ventures became The Curse 0£ 
Dracula and For Your Eyes Only, both starring my 
younger brother. But alJ during this i nit ial 
experimentation period, 1 had been ponuering 
that little chapter ln the instruction manual 
about single-frame animation . Fired with enthu­
siasm one day, I coerced my mother t o buy a 
cable release at the local camera store and set 
about fi lming my first stop-motion opus: a self­
propel led chess game . Having no lights at the 
time , T shot the twenty or so feet outdoors, 
resulting in a film more interesting as a time­
lapse study than anything else. It was pretty 
poor, in retrospect, and I remember that I was 
concentrai:ing so much on t he animation that T 
moved ''whi to'' twice in a row .... 

There was a lapse of about two years until 
January 25, 1968, when I actively started work 
on The Mesozoic NeTlllgerie. J t was my sophomore 
year in high school and the film was fulfill ing 
the requirements of a biology class Jlroject . 
The project was approved, albeit with a bit of 
skeptici$m, and 1 forged ahead. Foam or latex 

BE:I.011: Ernie Farino and John Cacciatore (behind 
camera) at work filming a television commercial . 
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models were automatically e l iminated since I had 
absolutely no conception of t he materials, pro­
cedures or amount of work t hat was necessary. 
But at that time, even working with clay proved 
to be a new experience as far as developing a 
suitable arlilaturc (soft wire), coloring the 
clay (powder paint mixed in), and other factors . 
I experimented, for example, with coating the 
clay model with latex only to find that it dried 
up the clay, causing it to crumble into numerous 
rocky pieces. (There were at least two versions 
of each monster Triceratops, Dimetrodon, 
Stegosaurus during the various experimental 
stages , with at least four Tyrannosauruses.) The 
setting evolved into a small box canyon when I 
decided that I didn't want to hassle with paint­
ed backdrops that might reveal themselves to be 
just what they were. The set was constructed of 
cardboard and a lot of plaster of Paris, colored 
with dyes and paint and appropriately decorated 
with l ichens and artificial plants. 

The original script fo1· HetUJgerie was much 
longer than tho resulting film, mainly due to 
the increasing pressure I was under t o get the 
fi lm done on time. Consequently, I didn't have 
time to develop a n i nternal armature for my long 
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Brontosaurus neck, so he was booted out, along 
with an underwater sequence featuring a Plesio­
saurus, simply because J 1<asn ' t aware of the 
principles or techniques of making and using an 
aerial brace. 

I al so became awar e of t he hazards of volt­
age fluctuation during the making of the film, 
when I saw one sequence marr ed by increases and 
decreases in exposure caused by variation in 
lighting intensity. the sequence was salvaged, 
however, with the simple addit ion of a little 
thunder on the soundtrack. People still ask me 
how it was done after viewing the film! 

The Mesozoic Menagerie ended on a humorous 
note when, at the end of the film, with the 
theme from The Great Escape playing on the 
soundtrack, a ll the animals (appropriately band­
aged and limping from the various battles}, came 
out for curtain call s and took their bows .... 

Hcnagor:ic was actually much smoother than l 
think many had expected and, I dare to say, more 
so than a lot of first efforts (the ones I' ve 
seen, at least). l don't egotistically attrib­
ute t his to any inborn t alent, natural abi lity 
or other such intangible i nfluence, but r ather 
to the arduous study of animation that had pre-
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ceded the making of the film. "11\e animation 
can't even be compared in the same sentence (or 
even book, for that matter) with that of llarry­
hausen, but study of his work and that of Dan­
forth, 0' Brien and others helped in determining 
such initially overlooked factors as the "gradu­
ation of movement" (which is, simply , the start­
ing of a movement with small lncremental changes 
going to larger moves between frames to speed 
up, and then smaller changes again to slow down. 
Everything in nature works this way: a car, for 
example, does not immediately reach 60 mph from 
a dead stop. There is a period of accelera­
tion), and even such basics as simply 1113king 
very small moves -- not rushing things - - and 
exposing only one frame of film per move (which 
admittedly was rather strenuous on the clay 
models). 

It was during t he making of this film that J 
met and became friends with John Cacciatore, an 
ex-OJ and current film buff. lie agreed to put 
the sound on my film and created a terrific 
soundtrack with assorted music cuts, animal 
roars, and isolated sound effects. My narration 
was also "echoed" a bit, giving it a hollow, 
distant sound. 

John and 1 , afLer making a few more short, 
non-animated films, decided to form a company, 
and United Cine Productions was born . Through 
various contacts, we soon landed a contract with 
the Dal las-based Frozen Food Express trucking 
company for a fifteen-minute industrial film. 
The film provided professional training ground 
not only with regard to technique, but concern­
ing the business end as well . The entire film 
cost about Sl0,000., which, at the time we sub­
mitted the bid, also included individual salar­
ies. It was only durlng the actual making of 
the fllm that we discovered all the little 
trivial costs and unanticipated expenses that 
must be accounted for in the making of a film. 
Our salaries diminished quickly. 

But we went on to other films, including 
some Pepsi-Cola television commercials with John 
Ni l and of the Dal las Cowboys for BBD&O Adver­
tising, and entertainment/promotional film for 
the Dallas Chamber of Couunerce and Thanksgiving 
Square Committee (which, in illustrating viol­
ence through history as an ultimate plea for 
peace, involved old film clips, staged live 
action, and still-photograph montages), and var-

Ernie Farino holds a removable portion of a rccentlg built miniature prehistoric cave set. 
7'he cave is made of Hydracol plaster and reinforced, industrial-strength pa.per toweling . 
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ABOVE: The Harp~ from Ernie's college 
version of Dante•s "Inferno~" 

ious other projects. I have recently dissolved 
my interest in United Cine, however, in order to 
concentrate all my time towards special effects. 
Since that time, I've been developing 110lding 
techniques, armature construction methods, as 
well as building up my repertoire of equipment 
and speci:il effects devices. Long-time friend 
Murk Wolf and 1 have actually sturted work on 
some projects for other fil111111akcrs. 

J think that 11111ny of the imperfections that 
crop up in many movies today could be eliminated 
by a more exacting approach. With regard to 
live action -- and I suppose the precise nature 
of spec in I effects has accli1113ted me this way -­
! personally prefer to have every shot, action, 
ca11era 110vcment, composition and C>eryth1 ng else 
completely planned out to the finest deta i l 
prior to the actual shooting. 1 have recently 
found out that Alfred lhtchcocl "orl.s this ;.ay 
11nd that during a rough-cut screening of Frenz~. 
he rattled off the one cut missing from the 104-
shot sequence where the killer goes after the 
missing pjn in the potato truck. The fi Im edit­
or checked and, sure enough, the shot hnd been 
erroneously deleted. This type of compl ete con­
trol and complete knowledge of every aspect of 
the production I feel is esscntia l from a 
director's standpoint . 

Applied to special effects, specifically 
stop-motion, it simply means that the special 
effects man must know every aspect of his part 
of the production and ho>< his work w1J l fi l in, 
as ;.ell as 311 of the details concerning the 
actual worl he'll be doing. elaborate dra .. ings 
and storyboards are useful to me not onl)' for 
exploring the appearance of a character or 
establishing rough compositions for the scenes, 
but also for a start in imagining the movements 
and gestures of the characters. I can start to 
visualize how such-and-such a character "ould 
reoct in such-and-such a situation. As is 
pretty stundGnl practice, l find it useful to 
re-draw the character in many different posi­
tions after the final design has boon decided 
upon, just to become more familiar with every 
musclo, scar, angle and curve of its figure. 
But rorc important, probably, this helps actual­
ly visuali:e the creature in various positions 

to sec how it looks standing, walking, falling, 
etc., so that the actual animation will incor­
porate any chungos that arc made obvious and 
necessary in these prelialinary stages. 

I a.a constantly working out the various 
110ves and actions in my head and on paper until 
I have a pretty exact idea of what everybody 
will be doing in each scene, even if there is no 
elaborate involvement between the actors and the 
animation. Then 1 return to the storyboards and 
plan my choreography more closely so that, when 
on tho set, I wJ 11 know exactly what I need from 
the actors who arc in the scene with the ani­
mated creatures. The production wil 1 then move 
much qui cl.er an<l smoother. All scenes should be 
planned in this very precise way, no matter how 
simple or elaborate (the prime examples of such 
prec1s1on choreoRraphy are, of course, llarry­
hausen 'ois skeleton battles). 

1 have just recently completely forsaken 811111 
or Super 8 in favor of 16mm, even if it means 
lialiting my ><Ork output. I 'vc ;.'Orkcd a lot 1n 
16mm, al though (for budge tar)' reasons) most of 
my animation work has been in Super 8. nie 
limitations nnd variables of Super 8 have become 
too restrictive for inc, so I •vo decided to move 
strictly und unconditionally into 16m. 

Incidentally, l'vc used equipment ranging 
from Super 8 cameras (Elmo, Kodak, Belieau, Can­
on) to 16mm (Arriflex "M," "S," and "Bl."; Kodak 
Ci ne-Spec1a I; Bel I & lloi.e 11 Filmo; Bo lex Rex). 
I've used professional Mole-Richardson studio 
lights with quartt halogen lighting, Nagra sound 
recorders and, in the inaling of industrial and 
television comercials, JUSt about every other 
piece of professional equipaent necessary to 
aake a 16m color, sound fila. ~ly "studio" at 
present consists of •Y large, two-car garage 
with an aerial brace hanging from t he ceiling. I 
31'1 developing a front-projection system and have 
a four-by-four fool Polacoat professional rear 
projection screen with u two-by-two-foot front 
surface mirror 11 r rungement. I have facil i t l es 
and equipm<.'nt Eor mu king rubber and plost i c 
molds, foam mouels, plastic eyes und set pieces, 
masks and app l iance make-ups, ball and socket 
armatures and other necessary equipment and 
materials. In addttion, r own a Cine Printer 
for making color or bloc~ and white dupes or 
"orl. prJ.nts in 8111111, !>uper s-. and 16-. 

--Ernie Fd.rino 

l:DITOR'S .~OT£: 
Ernie rarino i~ a scm1 -pro filnaaker based in 
Irving, Texa~, who hos a special enthusiasm for 
film animation, particularly the work of Ray 
llarryhausen. t;rnic, along with a good friend, 
Sam Calvin, cdi tll :Ind publishes a magazine 
called F'XRH, which is short for Spec;ial visual 
E£fccts Created By Ray Harryhausen. CINEMAGIC 
readers can obtll •n u copy of FXRH ( 14 now ava i L -
able) by sending SI. 00 to: 

Talos Publications 
3030 Cllen Street 
Irving, Texas 75062 . 
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Thia ape le NOT from the PLANET OF APES, but il's a pretty close 
facslmllc -- ll wae created by CtNEHAGIC'S make-up editor , Blll 
Schwarz who, Indeed, gathered much of his knowledge from the man 
who elorled lhe ope make-up craze: John Chambers . To find out how 
you can create similar masterµLeces, see page 14 ln thle leeue. 
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