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INTRODUCTION

Numerous filmmaking workshops have demonstrated that young

people can make fascinating films. The films of very young children have

particular charm. But books and articles about these projects seem to indi-

cate that if the participants are ghetto youngsters, they are teenagers who have

dropped out of school, or if they are young children, they are highly-moti-

vated products of upper-middle-class backgrounds.

The question this writer asked was, "Would a cross-section of

children from low-income and minority-group backgrounds, who had not been

especially-motivated or selected to make films, be capable of creative expres-

sion in this me dium? "

While trying to find answers to this question in readings and in teach-

ing basic film techniques to the first-grade students at Montopolis Commun-

ity School, the writer talked with Fran Burst, a fellow graduate student in

Radio-TV-Film, and discovered that she was interested in making a documen-

tary film about a children's film workshop. By joining our efforts, we were

able to obtain funds, equipment, and participant children to find answers to

our questions.

We conducted two workshops. The first, the Montopolis Community-

School Workshop, was funded late in its existence by a research grant from

the Graduate School of the University of Texas at Austin, The Ortega Ele-

mentary School W>rkshop and the resulting documentary, called “The Young-

est Film-makers", were funded by a filmmaking grant from the Southwest
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Creative Film Center, which is funded by the Corporation for Public Broad-

casting.

The participants for the first workshop were the first grade students

at Montopolis Community School, and for the second workshop, the summer

school students at Ortega Elementary School.

The first grade participants at Montopolis were six and seven years

old. They were predominantly Mexican-American; there were three Black

and two Anglo students. The children displayed a distribution of intelligence

that was entirely within the normal range. The classroom structure used

many Montessori ideas, and the curriculum used bilingual materials.

The summer school participants at Ortega ranged in age from seven

to thirteen. They were predominantly Black and Mexican-American and were

within the normal distribution of intelligence. The summer school was a read

ing improvement program and an art and creativity workshop.

We felt that filmmaking could be a rich learning situation for these

children, since movies have a mystique of their own and enough variation

in the activities involved to maintain the interest of most children. We hoped

that the children might find new freedom in their creative expression; we

hoped also that they might begin to look more critically at commercial films

and television. We felt that, by giving them the tools of the media, the child-

rent could judge for themselves how much power those media could have over

them.

Since television has been a constant presence in the lives of most

people under twenty-five, many students from kindergarten through college
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have a great affinity for films and television. For a large number of children,

these media have been their babysitters, the center of attention at family meals

the background noise of home life, and the escape from all of the above.

Thus one is not surprised to find teachers like John Culkin, David

Sohn, Sister Bede Sullivan, Rodger Larson, and Anthony Hodgkinson, who

are sensitive to the needs and interests of their students, teaching film study

and filmmaking to high school students, In many instances, they have found

otherwise slow students coming to grips with complexities of filmmaking and

being able to communicate visually what they previously could not write.

Filmmaking is by no means a cureall, and it does not appeal to all students.

But because of the end product, the discipline of filmmaking and incidental

learning involved are far more than just palatable--the students find them

delectable.

Films made by secondary students are not merely underground visual

poems made as panaceas to a lazy mind. Film study and production are most

often integrated into traditional subjects such as art, history, English, social

studies and journalism. When used well in these areas, they do not fail to work

their magic.

The greatest rewards for the student, however, come when he is

involved in open-ended filmmaking, in which he is free to choose his subject,

and the discipline comes from himself, his peers and his film teachers.

As Rodger Larson says in his Guide for Film Teachers to Filmaking by

Teenagers, "No young person consciously come to film making to solve

problems; he comes to make films and uses the ingredients of his life. "

(1)
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Though one might argue--and many educators do--that very young

children need screen education to help them fight off the mediocre spectres

of television, one might more truthfully say that young children deserve to

use film and television to communicate the ingredients of their lives.

Yvonne Andersen states that most young children cannot remember from one

year to the next how to splice, to run the projector or to use the light meter.

For these and other reasons she prefers to teach children over ten. (2)

But though children do not understand films in the same way that adults do,

they do relate to them in a completely new manner. For children, learning

to make films can be as natural as learning to read or write or paint. Film

and television are means of modern communication that children may encoun-

ter, in their lives outside school, more often and more thoroughly than they

do books.

Sister Bede Sullivan presents the case of high school film study in

Movies: Universal Language, but her arguments apply to elementary-level

students as well:

In the past centuries of teaching writing to students, very few ever wrote

more than home letters; the one who writes novels is one in ten thou-

sand. And so if instruction in how to make movies means only that home

movies will get to be more interesting, that really would be compensa-
tion enough! (3)

John Lidstone and Don Mclntosh, after observing a number of film

projects in elementary- and nursery-level schools, note the ease with which

children accept film as film.

When children are encouraged to work as naturally with film as they would

with any other medium, they treat it just as another element, unique in

itself and not tied by any derivative strings to any other mode of expres-
sion. In doing so, they tend to find their own creative level. This means
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that the teacher must accept a ten-year-old's film as such, with none of

the polish of an adult film, if it is to have the honesty of expression that

will mark it as significant and worthwhile. (4)

Even though such work with young children is relatively new and there

fore leaves many areas as yet untouched, there seems to be a sizeable gap

in the literature. The projects which one can read about at present are done

almost entirely with white, upper-middle-class children who learn to make

films in private workshops or in film clubs in private schools. The argument

seems to be that high motivation is needed for young children to relate suc-

cessfully to filmmaking. The motivation may come from progressive parents

who encourage their children to express themselves, or it may come from

enlightened teachers who see their students as aspiring to careers in commun-

ications. But what about black and brown children of the same age, who may

be behind their white counterparts in school, whose parents might not have

time to encourage them beyond the ordinary, who might not have ever consid-

ered making a film?

What about teachers who might want to involve their children in

filmmaking, but who are hesitant about working with thirty children at a time?

Of even more importance are the children who have real learning problems

and who would benefit greatly from communicating through film, but who are

simply too shy to join a film club or sign up for a workshop.

The projects that are discussed in this report were attempts to ad-

dress these problems. Our results are by no means the definitive work on

the subject; we have merely identified the gap and begun to fill it.

In both of our projects, and in particular the Ortega one, filmmaking
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was open to anyone with an idea and a will to work. It happened that we had

to coax the first few films out of some children, but after the initial experience,

they were all working independently.

Within the two workshops, we were able to experiment as we went

along and to try our new ideas immediately. We expect that similar film

teachers, with more enthusiasm than experience, will benefit from our mistake

by not making the, or by knowing how our alternatives failed.



MONTOPOLIS COMMUNITY SCHOOL WORKSHOP

WORKSHOP ORGANIZATION:

From February through May, 1971, the workshop met two or three

days a week, from 12:30 to 2:30 p.m. , though both days and times were

flexible ac cor ding to the regular class schedule.

Staff

On most days I was the only workshop teacher, so I tried to work

with small groups for thirty minutes to an hour, while the remaining child-

ren continued with their regular school work.

Facilities

As with many schools, no single room was available for our exclu-

sive use, so depending on the activity and the number of children partici-

pating, we wo iked in a corner of the classroom, at tables in the gymnasium,

or in the Marine Room, a small room usually reserved for class parties and

film showings.

Equipment

The equipment which was regularly available to use consisted of two

Super-8 cameras, my Kodak Ml 2 and a Bolex 7.5 Macrozoom which had

been donated by Paillard, Inc., and an antiquated 16mm projector which

had belonged to the school. Later on in the project, we purchased a

multiple-size film splicer and borrowed a 16mm viewer, a Super-8 viewer

and a Super-8 projector. The borrowed equipment was avail-

13
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able to us for only a few days at a time.

Screenings

In order to give the children a broader view of films, especially ani-

mated ones, we screened a number of films for the whole class. The screen-

ing sessions were concentrated at the beginning of the project and then were

widely scattered because of film booking schedules, the children's regular

school activities, and an absence of funds for film rental. The emphasis

was on various types of animation, in particular direct painting on film.

Films were shown at flexible times, either in the Marine Room or in the class

room itself. Once the children's own films were ready, however, screenings

took place more regularly. The films shown at Montopolis are listed in the

Appendix.

Painting on 16mm Film

Because we operated on a very limited budget, we were obliged to

use whatever materials were available free or through the school. We used

discarded 16mm film which we bleached to remove the emulsion, and the

teacher provided jumbo-sized felt-tip pens.

The process the children and I developed for mass painting-on-film

is as follows:

From six to ten children were selected to work at a time. I had a

list of the children's names and tried to involve every child at some time.

Some children were so eager to work on whatever project was current that

several of them participated almost every day.
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Several long tables with plenty of chairs were set up in the cafe-

teria, and newspapers were securely taped to the tabletops. The felt-tip

pens were spread along the middle of the table, and each child was given a

three or four-foot piece of bleached-clear film. When each child was finished,

he could work on another piece, and the preceding piece of film would be

labeled with his name on a piece of masking tape.

When a sufficient amount of film had been painted, about fifty or

seventy-five feet, the pieces were spliced together and projected for the

whole class. When a 16mm viewer was available, the children could look at

their pieces of film as they finished them.

Using small groups of children, a composite sound track was pro-

duced by projecting the film and recording thechildren's impressionistic sound

effects. The tape recorder which we used was the Nagra 111, which Fran was

also using for preliminary shooting for her documentary. Because of the

complexity of this instrument, Fran operated the tape recorder while I pro-

jected the film. Ideally, we would have used a simple tape recorder which

the children could operate themselves.

Scratching on Black Leader

The process for making these films was the same, except that the

film used was black 16mm leader. The emulsion was scratched away with

pins, sandpaper, nails, steel wool or any other suitable tool. The clear

areas could be colored then with the felt-tip pens. Strips of film were cut

to three or four feet for the initial work; they were labeled and finally spliced
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together for showing, as the clear films were.

Super-8 Live-Action Filmmakin

Each child learned the use of the two Super-8 cameras that we had

and practiced shooting without film. We encouraged the children to teach

one another the fundamentals of each camera and to cooperate in sharing

them.

If the film ideas required props and costumes, these were prepared

and the film was rehearsed with the participants. If the film planned by the

children had a story line, we attempted to help them clarify their ideas and,

if possible, draw up a story board.

The film was shot by the children, with as little interference as

possible by the instructor. When the film returned from the processor, the

children looked at it with a Super-8 viewer, the whole class saw it projected

silent, the producers made a sound track, and the class saw it again with

sound.

ANALYSIS:

Facilities and Equipment

A special room for filmmaking projects would have greatly aided

us, since we had to spend much of our time setting up to work or cleaning

up afterwards.

Having a viewer available at all project times for whatever size

film the children are using is essential. Our children worked for several

months on 16mm film; during one of those days, we had the use of a portable
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16mm viewer and the additional help of another instructor and a student

assistant. The results should not have amazed us, but they did--the children

had immediate feedback into their work, and there was no discontinuity between

doing the work and seeing it on a screen. Prior to that, our only sour ce of

feedback to the children had been the big 16mm projector, cumbersome to

use and not always available to us.

Screenings

The children enjoyed the screening sessions, but they did not reach

the immediate conclusions about filmmaking that we expected. They responded

well to "Fiddle De Dee, " however, as it is short and makes its point well;

in addition, the children had been working in that medium for some time and

recognized the screen effects. They responded very well to films shown by

the filmmakers themselves, particularly if the filmmakers were people they

knew. The children seemed to ask questions more readily in those instances.

During the first three months of the project, the screenings were

held in the Marine Room and were scheduled at the end of a morning or after-

noon. The move down to another room and the complete interruption of the

children's individual classroom work caused these screening sessions to be

too disruptive. It was not until the last month of the project that we discovered

that Super-8 screenings could be easily held in the classroom itself with

little disorder and disruption of the children's work.

Painting on 16mm Film

We tried to give the children an idea of the frame-by-frame makeup
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of a 16mm film by direct examination of a film involving photographed images

and painted ones, and the children seemed to grasp the idea. But for various

reasons, including the film size, the large points of the felt-tip pens, and the

influence of peer groups, the children did not do frame-by-frame animation.

Very frequently several children in a group would all color their

film in the same way, with alternating bands of colors in a non-repetitive

pattern, with lengthwise stripes of color, etc. A few children showed ori-

ginality in their work from the start, both in their designs and color choices

and in their methods of coloring the film. Later on in the project, several

other children began to do repetitive and sequential designs, though they still

worked without regard to the frames. In much of the projected painted film,

the children were able to recognize their own film strips, especially the ones

on which they had worked the hardest.

Processed color film, when it is being bleached to remove the emul-

sion, loses its emulsion in layers. At various stages of the bleaching, the

film is bright blue, green and finally yellow. We gave the children some of

this partially-bleached film, and they were happy to be painting over film char

acters like MickeyMouse. But their ideas seemed to be subordinated by

the image already on the film, and few original treatments were given to these

pieces of film.

Scratching on Black Leader

Scratching on black leader was, on the whole, a failure. The child-

ren had difficulty understanding the concept of emulsion and its existence on

one side of the film only, and they were slow to understand the idea of scratch
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ing away the black to let light through. They had learned so much in painting

on clear film and seemed to regress so in scratching on black film that we

abandoned that project before all thirty children had tried it. When given

a choice, the children chose to work on clear film.

Some children succeeded in scratching a design into the black film,

however. The tools that they found most effective were straight pins, hat pins,

a dental tool (of unknown species), sandpaper and steel wool. It was later

learned from reading other project accounts that wetting the leader before

scratching it makes the emulsion come off more easily.

Super-8 Live-Action Filmmaking

The children learned to use the two Super-8 came ras easily and were

quick to see the possibilities of different shooting angles. The first children

to shoot frequently used very brief shots, often only a second or two long.

We tried not to pass judgment on their style but to help them understand the

idea of shooting a continuous action. Their quick-cut style of shooting may

have been derived from television, or it may have been their way of including

as much information as possible in a single film.

The children had a decided preference for traditional fairy tales and

children's fiction, so their film ideas were traditional as well. This proved

a handicap to their filmmaking, as a traditional story would require specific

magic events and faithfulness to the story line. They were also impatient

to shoot, so as little time as possible was devoted to making props.

One of the boys had an idea for an adventure story involving a battle

between soldiers and monsters. A large number of props were needed to
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make the film as he envisioned it, so the boys set to work painting two-di-

mensional guns, radios and helmets on poster paper and cutting them out.

This was a very creative time, and.a series of monsters--the same face in

three moods--was created by boys who had finished painting the regular props.

The shooting took place on a wet day; the only dry spot on the playground

was a small mound of dirt and grass. There were seven boys besides the di-

rector and the cameraman, none of whom wanted to be the bad guys. It was

suggested that three boys could be monsters and crawl behind the monster

faces, while the others could be good guys.

The director originally wanted to shoot a thirty-minute film, and our

explanations of the advantages of shorter first films went unheeded until

Fran Burst, who was planning to shoot the children’s filmmaking, told the

director that her film was only three minutes long, the same length as a

Super-8 cartridge. Knowing this increased his sense of self-importance, so

that the shooting was highly successful. The director stayedinthe center of

the action and called out good shots to the cameraman. The cameraman ex-

hibited the freest shooting style of all the children who shot film; he seemed

to participate with the camera, as though it were truly an extension of his

eyes.

When the film returned from the processors, we screened it for the

director and the cast. The director assigned various boys to make sound

effects for monsters and machine guns, and the sound track was recorded

as the picture was projected.

Most attempts at making sound tracks were unsuccessful, with the
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exception of the "Monsters" track. Films were made about Cinderella

and the class field trip to the zoo, but the children were shy about speak-

ing lines to accompany the picture.

Perhaps with children’s films, spoken parts and sound effects should

be recorded on location, concurrently with the shooting. Of course, this

could not be done with most Super-8 setups, but a portable cassette tape recor-

der could easily record adequate sound. Even though the children seem to

know that their films are silent, at this age they are involved in a fantasy of

filmmaking, and they will yell "Quiet on the set!" even though sound is not

being recorded. They also never perform silently in their roles, so the sounds

they make and the things they say as the film is being shot are the most natural,

They ought to be recorded in some way. Portable video tape units record

location sound synchronous with the picture and for this reason might be

preferable to film.

Just as adults and children differ widely in their opinions of what

children would like to see in movies, so they differ in their choice of subjects

for children to film. We suggested films made at the zoo and of the children

marching, while the children suggested and made films about Cinderella

and the monster battle. The first films held their attention moderately well,

but the last films involved them to a great degree before, during and after

the production. Their films are also a lot more fun to watch.

Though we received a Graduate Research Grant near the end of

the project, we were still unable to involve the children soon enough in film

situations that stimulated their thinking. At the every end of school, they
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began to be interested in animation, and would probably have made wonder-

ful films in 16mm.



ORTEGA ELEMENTARY SCHOOL WORKSHOP

WORKSHOP ORGANIZATION:

The workshop met every weekday morning from June 7 to July 16,

1971. According to the summer school schedule, the children were to have

breakfast in the cafeteria from 8:00 to 8:30 a.m. At 8:30, half of them would

go to their reading classes while the others went to the arts and crafts room

or came to the filmmaking room. The choice between art and filmmaking was

up to the children. Each class was an hour and a half long, so at 10:00 the

children changed classes. The second group met until 11:30.

There were between sixty and seventy children who came regularly

to summer school, and of those at least forty were directly involved in film-

making.

Staff

Once again, I was frequently the only teacher, though when Fran

was not shooting the documentary, she helped with the teaching. We recruited

some fellow University students as volunteer helpers, and on most days we

had at least one assistant per class.

Facilities

Only a few of the classrooms at Ortega were in use during the summer

session, so we were able to have a room exclusively for filmmaking. It was

a large classroom, measuring twenty-six by thirty-two feet, and we were

able to establish areas for specific activities such as animation and editing,

while the remaining area could be changed to suit the immediate needs of
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the students. The room itself is discussed at greater length in the section on

project results.

Equipment

From the beginning of the workshop, we had at least one item of

each type of equipment we would need: the two Super-8 cameras used in the

Montopolis workshop, a small aluminum tripod, a 16mm Bolex reflex camera

with a zoom lens, a wooden animation stand, a Super-8 viewer, a 16mm MovT

scop viewer and rewinds mounted on a one-by-two foot board, two inexpensive

splicers for both Super-8 and 16mm film, a 16mm projector belonging to the

school, a Super-8 projector, a light meter, and the tape recorder and micro-

phones used also for the documentary film by Fran Burst. This equipment

w as available to us at all times during the workshop.

Screenings

As in the Montopolis workshop, a varied group of films was shown

to the children to broaden their ideas of the possibilities of film. The films

were shown to each of the two classes at the beginning of each session. The

classroom was used for showings, and a number of short films were available

to small groups to project in a smaller area of the classroom after the major

showings were finished. At least two films were shown each day during the

first week of the war kshop--usually one in 16mm and one in Super-8. In the

following week, one film from an outside source was shown each day, along

with rushes of the children's first filmmaking. During the next four weeks,

the main showings were of the children's films.
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tion-Sterling Films, as well as ones by local student filmmakers, but the

majority of the films shown were from the film library of the Region XIII

Education Service Center. The main emphasis was on visual communication,

letting the images rather than the dialogue carry the story and maintain the

viewer's interest. A list of the films shown can be found in the Appendix.

During the first week, before we moved into the filmmaking room,

several exercises were conducted with the entire summer school to determine

which students might be most interested in further filmmaking.

Exercise--Filming Each Other in Super-8

With the Bolex Macrozoom Super-8 camera mounted on a tripod,

s mall groups of children were instructed in basic operation of the camera

and encouraged to film one smother’s faces in extreme closeup, with each

shot lasting about one second. As each child finished shooting, he would instruct

the next one in line in use of the camera and then would move in front of the

camera to be filmed. When the film was returned from the processor, it was

screened for the entire class. Discussion of the content and technique was

encouraged.

Exercise--Painting and Scratching on Film

I brought a large quantity of clear 16mm film to class and bleached

more film in the classroom sink, as the children worked and sometimes

watched the process. Waterproof felt-tip pens were available in eight colors,

w ith both wide and fine points; these were placed centrally in the room. Large

pieces of white paper were taped to tabletops and spread on the floor for the
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children to work on. This paper was preferable to newspaper because the

student was able to see his work against the white background. Each child

was given a piece of film about ten feet long to begin with; about ten children

at a time worked on this exercise, but the numbers were flexible.

16mm black leader was cut into similar lengths and the children

were introduced to the idea of scratching through the emulsion with pins,

nails, sandpaper or steel wool, and then coloring the scratched areas. This

part of the exercise took place after most of the children had worked with the

clear film. Partially-bleached and unbleached film were given to the children

to use in the same ways, by scratching and coloring.

The 16mm viewer was available from the beginning of this exercise,

so that children could look at their strips of film as they progressed and could

isolate a single frame to see the area covered. Finished pieces were spliced

together by the teacher, and the larger reels of film could be projected then

or the next day.

Super-8 Live-Action Films: Individual and Group Projects

When a large group wished to film a story or idea, a meeting of all

the interested students was held in the film room. The stories to be filmed

were selected, and the parts of director, cameraman, and actors were assigne

The directors of large-scale productions were elected by popular vote of the

cast. Decisions were made concerning the costumes, props and scenery

required, and all the members of the cast helped to prepare these items.

The student elected to be the cameraman practiced using the Super-8 cameras
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without film. The film was rehearsed with costumes and props, if they were

used at all, and the film was shot when all the elements were ready. If neces-

sary, artificial lighting was used.

If a smaller group or an individual student wanted to make a film,

he came to us with his idea, explained it and learned any fine points he might

need to know about the Super-8 camera he would use. If he wished, he could

go out unsupervised into the school yard to shoot the film.

Exposed cartridges were taken to a processor with two-day service.

When the film was returned, the entire group saw the rushes, and the students

who made the film looked at it more extensively on the viewer. If any editing

wastobe done, the students used tape splices. If they wished, the students

could produce a sound track to accompany the film.

The only tape recorder available to us every day was the Nagra 111

and Sennheiser microphone that Fran was using to record the sound for her

documentary film. Because of the complexity of this instrument, once again

an adult had to be at the controls when the children made their sound tracks.

There were no limitations on the number of films a student could make

in this fashion. We asked only that he have a clear purpose before he shot

the film.

16mm Animation: Individual and Group Projects

Bristol board drawing paper, felt-tip pens, tempera paints, model-

ing clay and other art supplies were available to the children for any film-

making use. Film ideas frequently emerged as the children worke din various



28

media, and groupings to work on particular films followed lines of friendship

or mutual interest. Each child or group produced the drawings, cutout figures,

backgrounds or three-dimensional clay figures that were needed for a particu-

lar film idea. Drawings and cutouts were kept in envelopes made from heavy

drawing paper; clay figures were stored on shelves.

When the children were ready to shoot, they were instructed in the

basic use of the 16mm camera for animation, and an assistant or another stu-

dent helped them film the drawings and figures, frame by frame. The 16mm

camera was mounted on an animation stand that could be used with the camera

pointing straight down for flat drawings or cutouts, or could be laid on its

back with the camera pointing straight ahead for shooting three-dimensional

clay figures.

A number of films could be shot on one 100-foot roll of 16mm film,

so several days were required to use an entire roll. When a roll was fin-

ished, it was taken to the processor, and a color workprint was made from

the developed film. The returned workprint was screened for the entire group,

and the reel could be further examined on the viewer. If a student had shot

parts of the same film on different days, he cut his sections from the group

reel and spliced them together on a separate, smaller reel. If the students

wished, they could mate a sound track to accompany the film. Once again,

s tudert s were free to make as many films as they wished.

ANALYSIS:

Staff

One of our greatest handicaps was the lack of an adequate staff.
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Fran and I were there every day, but she was deeply involved in shooting the

documentary. I found it impossible to coordinate children engaged in a variety

of activities. For example, there were children operating the projectors and

viewers who needed help and children wanting to make films in either Super-8

or 16mm who needed inspiration. We recruited two members of the Teachers

Corps who were at the University of Texas for the summer session, but they

were only able to give us part-time help. Several other college students and

one very talented high school student gave us several days of their time, but

we needed assistants who could come to school early, stay late, and still

have time for lengthy teachers' conferences.

Facilities and Equipment

Having a separate room for filmmaking was a tremendous improve-

ment over the Montopolis workshop, since we could leave the tables covered

with paper, background paintings spread on the floor to dry, and children's

drawings hung on the walls. Originally, we had planned to have many more are

designated for specific work such as painting on film, making sound tracks,

and reading related books. On the whole, the room was broken up into speci-

fic learning areas, but a greater degree of flexibility than we had anticipated

was required of the rest of the room. Specifically, the areas which functioned

as we had planned were those for animation, preparing animation materials,

viewing and editing, projecting films and storage.

Both the viewers and the projectors were stationed near the walls

of necessity for access to electrical outlets, but in those areas they also

afforded their users a certain degree of privacy. The viewers were on a table
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in a cubbyhole adjoining the next room, and the projectors were on a rolling

table that could bring them in line with any of the walls. In addition, we hung

a large piece of blank, light-colored paper on a painting easel and used that

as a short-range screen, so that the room would not have to be darkened while

a few students were watching films.

The most successful development was the environment that developed

around the animation stand. The first children who did animation in the open

room were crowded by naturally-curious on-lookers, and their materials

c ould be easily knocked out of position, while the filmmakers themselves were

made very nervous. With the aid of three portable learning carrels, a science

table and a bookshelf, Fran and I assembled a barrier by the windows to pro-

tect the animators from interference and still permit interested children to

watch.

The area for animation was about five by eight feet, and a great deal

of filming could be done if the occupants of the area were limited to the film-

makers and their assistants. Other children begantoworkon their drawings

in the carrels, which faced into the animation area. They could work the re

without interruption and still be able to observe the filmmaking process.

If the only available space is one as large as our room was, it seems

practical to divide the room into functional modules, for uninterrupted filming,

editing, drawing, screening of films, and production of sound tracks. We

did not have the staff or equipment to maintain on a full scale such a modular

facility, but if possible, it might answer the need for privacy and still afford

viewing access to interested students.
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Our experience indicates that high-quality equipment is well worth

the cost; cheaply-made equipment does not survive the strain of so much

usage. The Kodak Ml 2 Super-8 camera, which was several years old to begin

with and one of the least expensive cameras Kodak makes, expired near the

end of the workshop. The Bolex Macrozoom Super-8, which was less than a

year old, survived quite well and will probably serve its purpose for many

more years. The Bolex' construction is very sturdy, it has a neckstrap which

all the children were required to use, and until the last weeks of the project

it was always used with some kind of adult supervision. The Kodak had no

neck strap, so it suffered several drops to the floor; it was the camera that the

children could take into the school yard without teachers going along.

Perhaps because of the crowded conditions--from five to twenty

children and usually two supervising adults--or perhaps because of a block

against learning, some of the children seemed determined not to think about

what they were doing in using the equipment. They would run a projector or

a viewer with or without instruction; when things went wrong, they would con-

tinue to run it until the film broke or was completely snarled. We made post-

ers illustrating basic threading of both types of viewers and projectors, but

these seemed to be ignored, even when they were taped to the wall directly

behind the viewers. However, on the occasions when we could work with

a small group, there was a greater incidence of understanding the reasons

behind the threading diagrams.

So reenings

If there had been money available to us for film rentals, we might
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have shown more animated films, with an emphasis on the unusual, such as

the puppet films of Czechoslovakia. But we showed what was available on

short notice and for free; as it happened, the children were eventually too

interested in making their own films to give much attention to someone else's.

The children were intrigued by the painted animation that we showed

them before they began to work on their own, and they were stimulated by a

pixillated (stop-motion animation) film in Super-8 of a classroom "traffic

jam" that we made with the art teacher and her aides to illustrate that type

of animation.

The films that best held the interest of the children were those with

active protagonists of a corresponding age: the two television spots about

Charlie Brown, "The Red Balloon" and "Time of the Horn. " The latter film,

in particular, seemed to reach the children in a way that previous films had

not. Our students had black and brown faces, and the little boy in "Timeof the

Horn" is clearly an inner-city Black child. Most of the other films from out-

side sources had white protagonists and token Blacks. As teachers with

white faces, we were clearly aware of that void.

"The Growing of a Young Filmaker " had a greater effect on the

adolescent students than the younger ones, since the hero is a teenager from

New York. But again the emphasis is on a dark youth who is also Puerto Rican

and a school dropout, and who uses a 16mm Bolex camera with ease and as-

surance .

We made the class exercise films and a number of commercial tele-

vision spots (short films) available to the children for viewing and projecting,
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and the children were enthusiastic about using the machinery. Several older

boys had been taught to run a 16mm projector by their regular teachers, so

they projected the Charlie Brown spots several times a day. After a few

days of this activity alone, it seemed that most of the children might spend

the entire six weeks simply projecting movies and never do any original work

of their own. We were eager to involve the children in filmmaking and finally

were obliged to restrict use of the viewers and projectors to films screened

for the whole class and to students with films in progress.

Exercise in Super-8

The children were able to teach one another the basic operation of

the Bolex Super-8 camera, but they were rather inhibited by the tripod. We

had expected a lot of extreme closeups of the children's faces or at least

faces that filled the frame, but the comfortable distance between camera

and subject was greater than that needed for extreme closeups. The child-

ren used the zoom mechanism very infrequently, and few seemed to under-

stand or care about focus. Using the camera without the tripod would have

made this exercise more truly exploratory, and perhaps then the children

would have tried closeup shots. The children, however, were very pleased

at the results of their first film work, and they viewed and projected the film

incessantly.

Exercise in Painting on Film

The children enjoyed painting on the clear film, though few were

interested in the partially-bleached film or the black leader.
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Having a 16mm viewer available from the first was just as valuable

as we had expected it would be at Montopolis. The children could color a

piece of film and see it in motion immediately, much sooner than it could

be projected if a whole reel were to be assembled.

For children who show a preference for painting on film, to the tem-

porary exclusion of other projects, we suggest letting them work on their

own individual films and keep all their work on separate reels. We did not do

this, and some children with aptitude for this work never developed it within

the workshop. At the time, it seemed that the children were content with

easy filmmaking techniques; we were anxious to challenge their creativity.

Super-8 Live-Action: Individual and Group Projects

The story ideas the children presented at first were not traditional

fairy tales, as the Montopolis students’ had been. The Ortega students wanted

to film their versions of Hollywood and television serials, such as "Beneath

the Planet of the Apes, " "Bewitched" and "He's Your Dog, Charlie Brown. "

The children held a general meeting and discussed these film ideas,

electing directors and cameramen and making lists of needed actors and props.

We explained to the children that they had the option of using people and shooting

a live-action film, or creating the story with drawings and cutouts and making

an animated film.

"The Planet of the Apes" was the only one of these films to reach

completion, and that happened in spite of an indifferent director. The pre-

parations were exciting, involving costumes made from paper bags and shredded

paper, guns and clubs made from rolled-up and painted bristol board, and a
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fantastic backdrop painted on long strips of paper. But all these preparations

and rehearsals required several days to complete, and those were interrupted

by a number of summer-school field trips which took half the morning. By

shooting time, the director had disappeared to another part of the school,

and most of the other children were tired and frustrated. It was the only film

made with such great preparations and with so many people involved. After

it was shot, for the remainder of the workshop all the children made individual

animated films or live-action films requiring no props or costumes.

There were a number of very bright boys who, in their early adoles-

cent conflicts, needed individual attention that we were not in a position to

give. We were chronically short of staff, and we lacked both training in adoles-

cent psychology and more than basic communication with the Black community.

These boys generally sat in the room projecting the same commercials, har-

rassing the younger children, or attempting to play football in the midst of

very expensive and delicate movie equipment. So we were frequently obliged

to ask them to leave, if they were not interested in filmmaking. We finally

offered them unsupervised use of the Kodak Super-8 (this was the first occasion

of unsupervised shooting) and a roll of film. We encouraged them to convey

an idea or tell a story, and though we did not fully understand their ideas,

they were very proud of their work for several days. The same organiza-

tional problems recurred, and were never solved, due in the end to our lack

of adequate staff. A project that includes children of such diverse emotional

ages should have a staff member who can deal exclusively with adolescents.

Ours did not, and though we do not know if the presence of such a person would
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have solved the problem, we do know that we lost the opportunity to engage

most of those boys in any creative work during the workshop.

Other children, generally a few years younger, responded very well

to the challenge of making a film on their own. We tried to encourage them

to tell people things in new ways, and some of their work is very ingenious.

One film in particular demonstrated the same ease with the medium

as the monster film made by the Montopolis students. Called "The Bug, "

it showed a small boy following and imitating several much bigger boys.

They failed to escape from him, so after he beat them in arm wrestling, they

beat him up in the sand box. The film was remarkable because the boys

who made it effectively communicated some of the elements of their real

lives, and not just their lives in front of television sets.

Making films without involved costumes and props is much simpler

for children for many other reasons. There are fewer elements to control,

so more energy can be expended on creative camera work and acting rather

than on organization. Some of their most creative work was done outdoors,

but any large-scale production was sure to attract neighborhood children and

other summer-school students. But an unobstrusive cameraman could direct

the action and shoot the film for a "true to life" story without interference

from spectators.

Another limiting factor was the film stock that the children used for

Super-8 filming. Because of its low cost and frequent availability at sales,

we purchased Kodachrome II for the live-action shooting. The film is designed

for outdoor use or for indoor use with photofloods. Artificial light was used
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to shoot the "Planet of the Apes, " but such structured shooting seemed to

have an inhibiting effect on the cameraman's inventiveness.

16mm Animation: Individual and Group Projects

We tried, at the beginning of the workshop, to suggest some of the

techniques that Yvonne Andersen describes in Teaching Film Animation to

Children, but the children effectively ignored all of our specific suggestions

and found their own levels of creativity. For example, she suggests having

each child paint a large face with one feature left unpainted--mouth, eyes,

eyebrows, hair, etc. That feature is painted in several stages of motion on

a separate piece of paper, cut out, and animated on the face as the frames of

film are shot. (5)

We made numerous examples to show the children and had both of

Miss Andersen's well-illustrated books on hand. All these efforts went un-

heeded, though many of the children seemed to understand. Those who did

understand the technique did not use it at all, and those who misunderstood

it misused it. One of the girls painted a lady's face but made mouths for her

just like the ones we had as examples--various side views of a goose's bill.

We realized much later that such animation, with moveable parts

and hinged arms and legs, is quite sophisticated for children who have not

thought about making films before. Douglas Lowndes, in Filmmaking in

Schools
, begins his discussion of animation with simple two-dimensional

paintings. The second level of animation is then the use of simple, static

cut-out figures that can be moved about on a separate background; the hinged
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figures that children use at the Yellow Ball Workshop are the third level of

sophistication.

Our students responded to the suggestion that the cutouts were like

paper dolls; most children have played with some toy of that sort, so that

the connection is not hard to make.

Early in the workshop, one of the girls asked us if we had any clay;

she apparently was not inspired by paper and paint. We had no clay, but

bought some in time for the next day's work. We purchased a modest amount,

about four pounds; it was entirely used in about thirty minutes. Children who

had had no ideas for films were suddently collaborating on ideas for clay space

men and clay racing cars. By the end of the workshop, almost every body

there had been involved in one version or another of "The Great Race"--

The Last Race, The Race of the Week, or The Chase. Two of the girls filmed

blobs of clay turning into strange animals and objects and named their film

"The Clay People. "

The children were ready to shoot their clay figures on the same day

that we brought the clay to school. So as an emergency solution, we turned

the animation stand on its back, rested the top on a couple of chairs, stacked

paper under the clay figures until they were at the level of the camera, and

the children proceeded to shoot innumerable feet of pixillated clay.

This method of shooting three-dimensional objects is quite primitive;

ordinarily the camera would be clamped to a table and the animation done on

the table top. But our system, however primitive, meant that the camera

would not have to be moved from place to place; this greatly lessened its chances

of being dropped.



39

Using the clay in such a free fashion seemed to broaden the children's

views of the possibilities of animation, much more so, it would seem, than

all of our talking and screenings. The work with clay definitely broke the ice.

With another group of children, the situation could be entirely different. The

important point for a teacher to remember is to provide a wide range of art

supplies, for both two- and three-dimensional work.

The other work in animation involved two-dimentsional cutout figures

moved about on a painted background. The children liked using the felt-tip

pens better than tempera paints, at least for small drawings. A student could

develop a film idea and shoot it in the same hour-and-a-half period with the

quick-drying markers. It also meant that no time was spent washing up

brushes and palettes; the children could spend that valuable time drawing

or filming.

Many of the characters of these animated films are the regular in-

habitants of children's art--smiling ladies, birds, flowers, trees, racing

cars, cops and robbers, Superman and all his flying friends. But these, too,

are the elements of children's lives. A film called "The Paper Doll" is about

two girls who had a fight; one girl got two black eyes and cried, so when her

father came home he took her for a ride in the car. A boy who hardly every

spoke drew incredible pictures of Superman, birdmen, monsters; they all

have perfect proportions and bodies that are the essence of motion. Three

girls who were caught up in the gentle narcissism of seven- and eight-year-

olds made a pixillated film of their faces, hands and feet. Once the children

understood the basic mechanics of animation, all they needed was someone
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to help with the complexitites of filming. The ideas were completely their

own.

Some mechanical problems arose in 16mm filmmaking. The children

had to be careful not to cast shadows on the animation stand, not to knock their

figures and backgrounds out of line while they were filming, not to have their

hands or feet under the lens as the shutter was released. The teachers and

assistants had to make sure that no one changed the frames-per-second speed

on the camera, the lens aperture, the focus of the lens, or the ASA of the

light meter.

The filmmaking room at Ortega School was as open to any of the child-

ren in the summer session as a library would be, and they used it and us in

a similar fashion. The room was open to anyone who wanted to work on films

or just watch--so long as the serious filmmakers could work undisturbed.

We had to ask the boys not to play football in the room, as there was expen-

sive equipment around (I refer mainly to the camera and sound gear used in

the documentary filming; the workshop equipment was fairly durable), and to-

wards the last weeks of the session, we locked the door and admitted the students

individually. There seemed to be a loss in population after we did this, but

the work progressed at an even greater rate. The truly interested children

must not have been deterred.

We were surprised by the eagerness of the children to work. Theo

retically, they had free time for breakfast and play from 8:00 to 8:30 every

morning; we always had plenty of helpers carrying equipment into the build-

ing, and several children who had reading first period came and worked on

drawings and clay figures during that free half hour. Children would stay
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after school if they were engrossed in their work and were not expected home

promptly after school.

An important hindrance to communication during a large part of the

workshop was the vocabulary of filmmaking. Words like emulsion, sprocket

holes, focus, zoom, viewer, splicer are foreign to most children; we found

that these concepts cannot be explained except through direct contact with the

film or the equipment itself. And even then one cannot be sure that the point

has been understood.

From the patterns of behavior of the Ortega students, and from the

regular attendance we had in the filmmaking room, we feel that a similar

facility could be set up in an existing school to function as a media-oriented

learning center.

Older persons, either teachers or students, could be available to

help with technical problems and to supply information. There are so many

children who respond eagerly to this medium that it should not be restricted

to members of a club or to those fortunate students whose regular teacher in-

tegrates film study and filmmaking with the subject matter. The privilege of

working in such a room, which could have a variety of media available--film,

slides, videotape, sound--could be given to children who finish their work and

have free time. But children with learning, communication and emotional

problems should not be excluded.

From our experience, we would suggest the following areas as essen-

tial: a large, well-lighted area, flexible in arrangement, with tables, chairs,

chair-desks, portable learning carrels (for privacy), a sink, blackboards,

storage space; within the large area, modular areas for animation, reading
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and editing. If possible, there should be smaller separate rooms for sound

recording, projection and editing.

A single room that is large enough to accommodate all these activi-

ties could be more exciting for the children than a group of smaller rooms.

Children often are completely engrossed in their work; just as often they are

working but completely aware of everything else going on in a room. From

such exposure, they learn.



CONCLUSIONS

In both workshops, minority-group students from low-income back-

grounds were able to respond to and use the medium in an original and creative

fashion. Most of the children had not thought of actually making films prior

to the workshop, but they seemed to find more than enough motivation within

themselves once the work had begun.

Using a cross-section of children in an existing school program had

several implications for the workshop and for the children's own work. Child-

ren came to school and worked with their peers; they were therefore quite

comfortable and responded quickly to the newness of our ideas. A balance

existed between the children who might be directors and those who might be

directed as actors and crew members, but no one was confined to a single

role. The availability of several approaches to filmmaking meant that direc-

tor-types could organize large-scale productions, while quieter students

could work on individual films, either animated or live-action.

As we expected, the children had little difficulty handling the equip-

ment, provided they took the time to understand its uses and functions. The

most interesting learning, however, came in a conceptual area. Fran included

several of the children's films in "The Youngest Film-makers, " but sound

tracks for some of them had not been made, while others were cluttered with

classroom and projector noises, nearby airplanes, and other extraneous

sounds that detracted from the children's work.

We had little hope that the children could remember their films

43
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and less that they could re-record their sound tracks four months after the

workshop had ended, but we were too pessimistic. We had only to recall

a few images to their minds, and the children had total recall of the stories

and the images involved in their films. As a result, the sound tracks they

recorded the second andthird times, three or four months after making the

film, were far richer in detail than any that had been produced during the

summer .

We do not know the implications of this sort of learning, except that

it illustrates the extent to which a child can remember an experience that was

both pleasurable and a challenge to his mind.
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APPENDIX

FILMS SHOWN:

At Montopolis Community School

Two promotional spots (about one minute each) for the "Peanuts"

television specials on the Great Pumpkin and Snoopy. 16mm, color, animated.

"The First Interplanetary Subway System,
"

an animated film by a

nine-year old boy. Super-8, color. Presented by Melinda Penn.

Five films involving painting on film in various degrees of complex-

ity; untitled. 16mm, color. Made by Fran Burst and this author.

A multi-media show using direct painting on film and slides. Super-
-8 color and 2 x 2-inch slides. By Ken Burke.

"Fiddle De Dee, "
one of the first directly-painted films. 16mm,

color. Made by Norman McLaren of the National Film Board of Canada.

Available at that time through the Consulate General of Canada.

At Ortega Elementary School

"Worth How Many Words, " effects that can be achieved with a camera.

16mm, color. Available from Eastman Kodak.

"Monsters, " the film made by the Montopolis first-graders. Super-
8, color.

"The Blob, " painting on film over photographed images. 16mm,
black-and-white and color. By this author.

Untitled pixillated film using drawings and objects. Super-8, color.

By the author.

"#2, " painted animation. 16mm, color. By Fran Burst.

"Rainshower, " non-verbal film showing events during a rainshower.

16mm, color. From Education Service Center, Region XIII. (abbreviated

ESC)

"Secrets of the Underwater World, " shown in connection with the

art class's paintings of fish and sea creatures. 16mm, color. By Walt Disney.
F rom ESC.
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"Time of the Horn, " non-verbal treatment of a small Black child's

fantasies when he finds a discarded trumpet. 16mm, black and white. From

ESC.

"The Cow, " non-verbal, with emphasis on texture and sound. 16mm,

color. From ESC.

"Moebius Flip," fictional vehicle for special-effects color printing.

16mm, color. From Association-Sterling Films .

"Curl Up Small, " animated film of various animal young and their

mothers. 16mm, color. From ESC.

"Kids and Cookies, " children's narration of "visit" to a Nabisco cookie

factory. 16mm, color. From Association-Sterling.

"Someday, " what children will do when they grow up. 16mm, color.

From ESC.

"The Growing of a Young Filmaker, " films by and interview with

Puerto Rican teenager. 16mm, black and white. From Youth Film Distribu-

tion Center, New York. Pres ented tous by Laurence Becker.

"The Red Balloon, " small French boy's adventures with a magic
balloon. 16mm, color. From ESC.
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APPENDIX II

WORKSHOP SUPPLIES AND EQUIPMENT:

Art Supplies

Paper - 2-ply Bristol Board scrap, 11 x 14

Multi-colored construction paper, 11 x 14

Shredded paper scraps from paper companies

Tempera paints - Tempratone or powdered paints

Clay - Permaplast or other non-hardening clay

Crayons, Cray-pas (oil pastels)

Waterproof felt-tip pens with both wide and fine points
Soft pencils
Brushes in several widths

Strong scissors

Masking tape - 1/2" and 3/4" wide

White glue
16mm clear leader

16mm black leader

Pins, sandpaper, steel wool, nails, etching tools

Sponges, rags, paper towels

Wholesale paper companies throw away large amounts of paper scrap

and trimmings; television stations and film labs throw away out-of-date com-

mercials and editing out-takes. These items can all be re-cycled in a children

film workshop.

Film Stocks

All film stocks used in the workshops were daylight-balanced.

Montopolis - Dynachrome Super-8 cartridges, 50 feet

Kodachrome II Super-8

Ortega - for live-action - Ektachrome Super-8
Kodachrome II Super-8

for animation - Ektachrome EF 7241 16mm

Although we bought the Dynachrome Super-8 film for $2.99 including
processing, the money saved did not justify the inconvenience--we sometimes

had to wait two weeks for the film to be returned. In a short-term situation
with young children, fast processing is necessary. Such processing is avail-

able for Kodachrome II and Ektachrome. The relative costs of the film stocks

are listed in Appendix 111.

The 16mm stock, Ektachrome EF 7241, because of its ASA of 160,
could be used for animation by the windows, with little supplementary lighting.
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Tape Stock

Scotch 131 1/4" magnetic tape

Miscellaneous Film and Tape Supplies
Super-8 film reels and cans, 50-foot and 200-foot

16mm film reels and cans, 100-foot and 400-foot

Tape reels for 1/4" tape, 5-inch and 7-inch

Tape splices for Super-8 and 16mm film

Projector bulbs

Viewer bulbs

Super-8 white leader

Daylight spools and multi-colored plastic film reels can be obtained

from film labs and television stations, as these items are frequently thrown

away.

Equipment

Super-8 cameras - Kodak Ml 2
Bolex 7. 5 Macrozoom

16mm camera - Bolex H-16 with 17-85mm zoom Pan-Cinor lens with

close up attachment

25mm Schneider lens

Light meter - Gossen Super Pilot

Viewers - Vernon Super-8 viewer with rewinds

Movis cop 16mm viewer with rewinds

Splicers - for 16mm, Super-8 and Regular 8 -

Craig Master-Six, for tape and cement

LPL Cement Splicer, for cement only

Projectors - Bell and Howell Autoload Super-8
16mm projectors owned by the schools

Tape recorder - Nagra 111

Microphone - Sennheiser 805

Tripod - lightweight aluminum

Animation stand - homemade, wooden

Lighting - portable reflectors with clamps, blue photoflood bulbs,
extension cords



APPENDIX 111

WORKSHOP EXPENSES:

Art Supplies - Montopolis
16mm black leader: 100 feet ($. 025 per ft.) $ 2.50

Sandpaper: 2 packages of 6 sheets each ($. 19 per

package) •
38

Steel wool: 2 packages of 4 pads each ($.49 per

package) 1
98

$ 3.86

Felt-tip pens, tempera paints and poster board were available from

the first-grade teacher, so we did not have to buy those items.

Art Supplies - Ortega
Felt-tip pens: 30 in assorted colors ($.47 each) $l4. 10

Clay: 16 poinds in assorted colors ($. 70 per lb.) 11.20

Construction paper: 11 x 14 in assorted colors

($1.20 per 50 sheets) 1.20

Powder tempera paints: 2 cans ($.79 each) 1. 58

Paintbrushes: 10 assorted sizes, 1-inch to 3-inch

($.40 each, average) 4.00

White glue: 1 quart ($1.98) 1.98

Masking tape: 8 rolls, 1/2 and 3/4-inch ($.40 each) 3.20

Black poster board: 5 sheets ($. 15 each) .75

$37.91

Scrap bristol board paper was donated in large quantities by a paper

company, tempera paints were available through the school, and other supplies
were left from the Montopolis workshop.

Miscellaneous Supplies - Montopolis

Splice tapes for 16mm and Super-8 film: 4 pkg. ($. 50

per pkg.) $ 2.00

Recording tape: 2 1200-foot reels Scotch 131 1/4"

tape ($4.40 per reel) 8.80

SIO.BO

Miscellaneous Supplies - Ortega

Splice tapes for 16mm and Super-8 film: 16 pkg.
($.50 per pkg.) SB. 00

Recording tape: 8 1200-foot reels Scotch 131 1/4"

tape ($4.40 per reel) 35.20

Super-8 projector bulb: 1 bulb ($4.76 each) 4.76
Reflector with clamp: 1 ($2.88 each) 2.88
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Miscellaneous Supplies - Ortega (Continued)

Blue photoflood bulb: 1 (sl. 10 each) $ 1. 10

Extension cord: 1 (sl. 20) 1« 20

$53. 14

Film Stock and Processing - Montopolis

Dynachrome Super-8: 4 50-foot cartridges ($2.99

per cartridge) $11.96

Kodachrome II Super-8: 2 50-foot ctg. ($2. 17 per

ctg.) 4.34

Processing for Kodachrome II: 2 ctg. (sl. 66 per ctg.

at Fotomat) 3.32

$19.62

Film Stock and Processing - Ortega
(Supe r-8)

Kodachrome II: 13 cartridges ($2.85 each) $37.05

Processing for Kodachrome II: 13 ctg. ($1.66 each

at Fotomat) 21.58

Ektachrome: 5 cartridges ($3. 15 each) 15.75

Processing for Ektachrome: 5 ctg. ($3. 15 each at

Photo Processors) 15.75

S9O. 13

(16mm)
Ektachrome EF 7241: 4 100-foot rolls ($7.50 per

100-foot roll) $30.00

Processing: ($6.00 per 100-foot roll) 24.00

Ektachrome workprinting: ($. 10 per foot)
(Film workprinted in 100-ft. phases, plus 15

feet thread-up leader per 100 ft.) 46. 00

SIOO. OO

Totals - Montopolis
Art Supplies $ 3.86

Miscellaneous Supplies 10.80

Film Stock and Processing 19. 62

$34. 28

Totals - Ortega
Art Supplies $37.91
Miscellaneous Supplies 53. 14

Super-8 Film Stock and Processing 90, 13

16mm Film Stock and Processing 100.00

$2B 1. 18
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APPENDIX IV

CONSIDERATIONS IN USING SUPER-8 AND 16mm:

Super-8

Equipment is inexpensive and

lightweight, easy for children to

hold.

Camera operation can be extremely

simple, with many automatic options
available.

Limited number of film stocks avail-

able at this time.

Film stock and processing are rela-

tively inexpensive; a 50-foot film can

cost as little as three dollars.

Duplicating Super-8 films is very

expensive, so editing is usually done

on original film, with resulting damage
and scratches.

Frame size is small, editing equip-
ment is primitive, so editing with

precision is difficult.

Sound tracks possible are primitive,
usually on 1/4" recording tape that

must always be played on the same

machine. No optical tracks available

at this time.

16mm

Equipment is expensive and heavy
for young children.

Camera operation is complex and

requires attention to mechanical

details.

Wide range of black-and-white and

color films, with great variation

in ASA.

Film stock and processing can cost

two to three times as much as com-

parable amounts and types of Super-8

Editing can be done on a workprint
s o that original can bepreserved
for final printing.

Frame size is twice as large, and

editing equipment is sophisticated,
with resulting precision in editing.

Synchronous sound is possible,
with 16mm double-system magnetic
film, magnetic stripe, or optical

stripe.

For the live-action films, Super-8 was considered the best for young

children, since the lightweight equipment gives them freedom of movement.

For animation, 16mm was chosen. A great deal of work goes into

an animated film, both in preparing the materials and shooting the footage.
The camera was stationary on the animation stand, the controls were simpli-
fied, so we decided that the children should have the advantages of 16mm in

animation. We hoped that their films might be shown on television, and of
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the two film sizes, only 16mm is suitable for television.

Further discussions of Super-8 and 16mm can be found in Pincus'

Guide to Filmmaking and Rodger Larson's Guide for Film Teachers. (See
the Bibliography.)
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