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1.49 1In Otto Preminger’s Advise and Consent, a single shot in the original . . .

1.50 ... becomes a pair of shots in the 1.51 ... thus losing the sense of actors
television version . . . simultaneously reacting to each other.

1.53 In the video version, nearly all
sense of the horizontal composition has
disappeared.

1.52 As Rose, the heroine of Titanic, feels the exhilaration of “flying” on the ship’s prow, the
strongly horizontal composition emphasizes her outstretched arms as wings against a wide horizon.

(1.52, 1.53). Relying on the safe area often encouraged filmmakers to employ more
singles, shots showing only one player. In a wide-screen frame, a single can com-
pensate for the cropping that TV would demand (1.54).

“What about a mobile version of Today most cable and DVD versions of films are letterboxed. Dark bands at
every film? Maybe in the future there the top and bottom of the screen approximate the film’s theatrical proportions. The
will be four versions—flm, TV, DVD, great majority of filmmakers approve of this, but Stanley Kubrick preferred that
and mobile. No one knows yet.” video versions of some of his films be shown “full frame.” This is why we’ve re-
— Arvind Ethan David, managing director of produced the shots from The Shining (2.7, 2.8) full-frame, even though nobody who

multimedia company Slingshot watched the movie in a theater saw so much headroom. Almost no commercial the-

aters can show films full-frame today, but Jean-Luc Godard usually composes his
shots for that format; you couldn’t letterbox 1.55 without undermining the composi-



Bringing the Film to the Audience: Distribution and Exhibition 47

1.55 A very dense shot from the climax

1.54 Catch Me If You Can: As with many modern wide-screen of Godard’s Detective. Although Godard’s
films, the essential information on screen left would fit within a films are sometimes cropped for theater
traditional television frame. Still, cropping this image would lose a screenings and DVD versions, the compo-
secondary piece of information—the pile of take-out food cartons sitions show to best advantage in the older,
that implies that Agent Hanratty has been at his desk for days. squarer format.

television monitor.

tion. In these instances, distribution and theatrical exhibition initially constrained
the filmmakers’ choices, but video versions expanded them.

The introduction of widescreen TV sets has created a new problem for film im-
ages. The screens of traditional sets had a 4:3 ratio, partly because a lot of program-
ming either consisted of old films or was shot on film. Widescreen TVs may be
fine for recent films, but older material can suffer—including TV shows originally
made to fit standard sets. A widescreen TV image has an aspect ratio of 16:9. If we
multiply a 4:3 ratio by three, we get 12:9. So the widescreen image is a third wider
than the standard one. Some sets have controls to adjust the ratio and allow black
bands on the sides to provide “windowboxing,” the vertical equivalent of letterbox-
ing. But if there’s no windowboxing, the picture is stretched horizontally, so that
people and objects look squashed (1.56). Many viewers do not know how to change
the ratio, and some video monitors make it difficult to correct the problem.

Even product placement offers some artistic opportunities. We're usually dis-
tracted when a Toyota truck or a box of Frosted Flakes pops up on the screen, but
Back to the Future cleverly integrates brands into its story. Marty McFly is cata-
pulted from 1985 to 1955. Trapped in a period when diet soda didn’t exist, he asks
for a Pepsi Free at a soda fountain, but the counterman says that it’s not free—he’ll
have to pay for it. Later, buying a bottle of Pepsi from a vending machine, Marty
tries frantically to twist off the cap, but his father-to-be George McFly casually
pops it off at the machine’s built-in opener. Pepsi soft drinks weave through the
movie, reasserting Marty’s comic inability to adjust to his parents’ era—and per-
haps stirring some nostalgia in viewers who remember how bits of everyday life
have changed since their youth.

1.56  Angel Face as rendered on an incorrectly set widescreen

CONNECT TO THE BLOG
Jean-Luc Godard’s films present
special challenges to the projectionist
and DVD producer, as we show in
“Godard comes in many shapes and
sizes.”
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SUMMARY

The art of film depends on technology, from the earliest ex-
periments in apparent motion to the most recent computer
programs. It also depends on people who use that technol-
ogy, who come together to make films, distribute them, and
show them. As long as a film is aimed at a public, how-
ever small, it enters into the social dynamic of production,
distribution, and exhibition. Out of technology and work

WHERE TO GO FROM HERE

processes, filmmakers create an experience for audiences.
Along the way, they inevitably make choices about form
and style. What options are available to them? How might
filmmakers organize the film as a whole? How might they
draw on the techniques of the medium? The next two parts
of this book survey the possibilities.

The Making of Collateral

Our case study of Collateral’s production derives in part
from the making-of supplement, “City of Night: The Mak-
ing of Collateral.” This 39-minute documentary covers the
decisions about filming on HD-video, about lighting the in-
terior of the taxi, and about the three-movement musical
track that accompanies the climax. This and some short
films on the actors rehearsing and on the special effects of
the final sequence appear in the two-disc DVD set (Dream-
Works Home Entertainment #91734; this DVD was issued
only in a letterboxed version).

Jay Holben’s American Cinematographer article “Hell
on Wheels” (pp. 40-51 in the August 2004 issue) deals in
greater detail with the cameras used in the production and
with the lighting. David Goldsmith describes the original
version of the script, set in New York City, in “Collat-
eral: Stuart Beattie’s Character-Driven Thriller,” Creative
Screenwriting, 11, 4 (2004): 50-53. Two online articles that
deal with the film’s filmmaking choices and style are Bryant
Frazer’s “How DP Dion Beebe Adapted to HD for Michael
Mann’s Collateral,” on the website of the International
Cinematographers Guild (n.d.), www.cameraguild.com/
interviews/chat_beebe/beebe_collateral.html, and Daniel
Restuccio’s “Seeing in the Dark for Collateral: Director
Michael Mann Re-invents Digital Filmmaking” (August
2004), findarticles.com/p/articles/mi_mOHNN/is_8_19/ai_
n6171215/pg_1.

The Illusion of Cinematic Motion

For about 80 years, writers on film have maintained that the
reason we see movement in movies is due to “persistence of
vision.” Today, no researcher into perception is likely to ac-
cept this explanation. Several optical processes are involved,
but as we indicate on p. 000, the two most prominent are
flicker fusion and apparent motion. More specifically, the
stimuli in a film instantiate “short-range” apparent motion,
in which small-scale changes in the display trigger activity
in different parts of the visual cortex. Filmic motion takes
place in our brain, not on our retina. For an explanation of

these ideas, and a thorough critique of the traditional ex-
planation, see Joseph and Barbara Anderson, “The Myth of
Persistence of Vision Revisited,” Journal of Film and Video,
45, 1 (Spring 1993): 3—12. It is available online at www.uca
.edu/org/ccsmi/ccsmi/classicwork/myth%20revisited.htm.

Film’s Roots in Technology

André Bazin suggests that humankind dreamed of cinema
long before it actually appeared: “The concept men had of it
existed so to speak fully armed in their minds, as if in some
platonic heaven” (What Is Cinema? vol. 1 [Berkeley: Uni-
versity of California Press, 1967], p. 17). Still, whatever its
antecedents in ancient Greece and the Renaissance, the cin-
ema became technically feasible only in the 19th century.

Motion pictures depended on many discoveries in vari-
ous scientific and industrial fields: optics and lens making,
the control of light (especially by means of arc lamps),
chemistry (involving particularly the production of cellu-
lose), steel production, precision machining, and other areas.
The cinema machine is closely related to other machines of
the period. For example, engineers in the 19th century de-
signed machines that could intermittently unwind, advance,
perforate, advance again, and wind up a strip of material at
a constant rate. The drive apparatus on cameras and projec-
tors is a late development of a technology that had already
made feasible the sewing machine, the telegraph tape, and
the machine gun. The 19-century origins of film, based on
mechanical and chemical processes, are particularly evi-
dent today, since we’ve become accustomed to electronic
and digital media.

On the history of film technology, see Barry Salt’s Film
Style and Technology: History and Analysis (London: Star-
word, 1983); and Leo Enticknap, Moving Image Technol-
ogy: From Zoetrope to Digital (London: Wallflower, 2005).
Douglas Gomery has pioneered the economic history of
film technology: For a survey, see Robert C. Allen and
Douglas Gomery, Film History: Theory and Practice (New
York: Knopf, 1985). The most comprehensive reference
book on the subject is Ira Konigsberg, The Complete Film
Dictionary (New York: Penguin, 1997). An entertaining



appreciation of film technology is Nicholson Baker’s “The
Projector,” in his The Size of Thoughts (New York: Vintage,
1994), pp. 36-50. Brian McKernan provides an overview of
the introduction and development of digital technology in
Digital Cinema: The Revolution in Cinematography, Post-
production, and Distribution (New York: McGraw-Hill,
2005).

Film Distribution and Exhibition

For comprehensive surveys of the major “content providers”
today, see Benjamin M. Compaine and Douglas Gomery,
Who Owns the Media? Competition and Concentration in
the Mass Media Industry (Mahwah, NJ: Erlbaum, 2000);
Barry R. Litman, The Motion Picture Mega-Industry (Bos-
ton: Allyn & Bacon, 1998); and Edward S. Herman and
Robert W. McChesney, The Global Media: The New Mis-
sionaries of Global Capitalism (London: Cassell, 1997).

Edward J. Epstein offers an excellent overview of the
major distributors’ activities in The Big Picture: The New
Logic of Money and Power in Hollywood (New York:
Random House, 2005). Douglas Gomery’s The Hollywood
Studio System: A History (London: British Film Institute,
2005) traces the history of the distributors, showing their
roots in vertically integrated studios, which controlled pro-
duction and exhibition as well.

On moviegoing, see Bruce A. Austin, Immediate Seat-
ing: A Look at Movie Audiences (Belmont, CA: Wadsworth,
1988); Gregory A. Waller, ed., Moviegoing in America:
A Sourcebook in the History of Film Exhibition (Oxford:
Blackwell, 2002); and Richard Maltby, Melvyn Stokes, and
Robert C. Allen, eds., Going to the Movies: Hollywood and
the Social Experience of Cinema (Exeter: University of Ex-
eter Press, 2007). Douglas Gomery’s Shared Pleasures: A
History of Moviegoing in America (Madison: University of
Wisconsin Press, 1992) offers a history of U.S. exhibition.

Stages of Film Production

A very good survey of production is Stephen Asch and
Edward Pincus’s The Filmmaker’s Handbook (New York:
Plume, 1999). For the producer, see Paul N. Lazarus III, The
Film Producer (New York: St. Martin’s Press, 1991) and
Lynda Obst’s acerbic memoir, Hello, He Lied (New York:
Broadway, 1996). Art Linson, producer of The Untouch-
ables and Fight Club, has written two entertaining books
about his role: A Pound of Flesh: Perilous Tales of How
to Produce Movies in Hollywood (New York: Grove Press,
1993) and What Just Happened? Bitter Hollywood Tales
from the Front Line (New York: Bloomsbury, 2002). The
details of organizing preparation and shooting are explained
in Alain Silver and Elizabeth Ward’s The Film Director’s
Team: A Practical Guide for Production Managers, Assis-
tant Directors, and All Filmmakers (Los Angeles: Silman-
James, 1992). For a survey of directing, see Tom Kingdon,
Total Directing: Integrating Camera and Performance in
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Film and Television (Beverly Hills, CA: Silman-James,
2004). Many “making-of” books include examples of sto-
ryboards; see also Steven D. Katz, Film Directing Shot by
Shot (Studio City, CA: Wiese, 1991). On setting and produc-
tion design, see Ward Preston, What an Art Director Does
(Los Angeles: Silman-James, 1994). Norman Hollyn’s The
Film Editing Room Handbook (Los Angeles: Lone Eagle,
1999) offers a detailed account of image and sound editing
procedures. Computer-based methods are discussed in Gael
Chandler, Cut by Cut: Editing Your Film or Video (Studio
City, CA: Michael Wiese, 2004). A wide range of job titles,
from Assistant Director to Mouth/Beak Replacement Coor-
dinator, is explained by the workers themselves in Barbara
Baker, Let the Credits Roll: Interviews with Film Crew (Jef-
ferson, NC: McFarland, 2003).

Several books explain how independent films are fi-
nanced, produced, and sold. The most wide-ranging are Da-
vid Rosen and Peter Hamilton, Off-Hollywood: The Making
and Marketing of Independent Films (New York: Grove
Weidenfeld, 1990), and Gregory Goodell, Independent
Feature Film Production: A Complete Guide from Con-
cept Through Distribution, 2d ed. (New York: St. Martin’s
Press, 1998). Billy Frolick’s What I Really Want to Do Is
Direct (New York: Plume, 1997) follows seven film-school
graduates trying to make low-budget features. Christine
Vachon, producer of Boys Don’t Cry and Far from Heaven,
shares her insights in Shooting to Kill (New York: Avon,
1998). See also Mark Polish, Michael Polish, and Jonathan
Sheldon, The Declaration of Independent Filmmaking: An
Insider’s Guide to Making Movies Outside of Hollywood
(Orlando, FL: Harcourt, 2005).

In How I Made a Hundred Movies in Hollywood and
Never Lost a Dime (New York: Random House, 1990),
Roger Corman reviews his career in exploitation cinema.
A sample passage: “In the first half of 1957 I capitalized on
the sensational headlines following the Russians’ launch of
their Sputnik satellite. . . . I shot War of the Satellites in a
little under ten days. No one even knew what the satellite
was supposed to look like. It was whatever I said it should
look like” (pp. 44—45). Corman also supplies the introduc-
tion to Lloyd Kaufman’s All I Needed to Know about Film-
making I Learned from the Toxic Avenger: The Shocking
True Story of Troma Studios (New York: Berkeley, 1998),
which details the making of such Troma classics as The
Class of Nuke ’Em High and Chopper Chicks in Zombie-
town. See as well the interviews collected in Philip Gaines
and David J. Rhodes, Micro-Budget Hollywood: Budgeting
(and Making) Feature Films for $50,000 to $500,000 (Los
Angeles: Silman-James, 1995).

John Pierson, a producer, distributor, and festival scout,
traces how Clerks; She’s Gotta Have It; sex, lies, and vid-
eotape; and other low-budget films found success in Spike,
Mike, Slackers, and Dykes (New York: Hyperion Press,
1995). Emanuel Levy’s Cinema of Outsiders: The Rise of
American Independent Film (New York: New York Uni-
versity Press, 1999) provides a historical survey. The early
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history of an important distributor of independent films,
Miramax, is examined in Alissa Perren, “sex, lies and mar-
keting: Miramax and the Development of the Quality Indie
Blockbuster,” Film Quarterly 55, 2 (Winter 2001-2002):
30-30.

We can learn a great deal about production from care-
ful case studies. See Rudy Behlmer, America’s Favor-
ite Movies: Behind the Scenes (New York: Ungar, 1982);
Aljean Harmetz, The Making of “The Wizard of Oz” (New
York: Limelight, 1984); John Sayles, Thinking in Pictures:
The Making of the Movie “Matewan” (Boston: Houghton
Mifflin, 1987); Ronald Haver, “A Star Is Born”: The Mak-
ing of the 1954 Movie and Its 1985 Restoration (New York:
Knopf, 1988); Stephen Rebello, Alfred Hitchcock and the
Making of “Psycho” (New York: Dembuer, 1990); Paul M.
Sammon, Future Noir: The Making of “Blade Runner”
(New York: HarperPrism, 1996); and Dan Auiler, “Ver-
tigo”: The Making of a Hitchcock Classic (New York: St.
Martin’s, 1998). John Gregory Dunne’s Monster: Living off
the Big Screen (New York: Vintage, 1997) is a memoir of
eight years spent rewriting the script that became Up Close
and Personal. Many of Spike Lee’s productions have been
documented with published journals and production notes;
see, for example, “Do The Right Thing”: A Spike Lee Joint
(New York: Simon & Schuster, 1989). For the independent
scene, Vachon’s Shooting to Kill, mentioned above, docu-
ments the making of Todd Haynes’s Velvet Goldmine.

Moviemakers Speak

Collections of interviews with filmmakers have become
common in recent decades. We will mention interviews
with designers, cinematographers, editors, sound techni-
cians, and others in the chapters on individual film tech-
niques. The director, however, supervises the entire process
of filmmaking, so we list here some of the best interview
books: Peter Bogdanovich, Who the Devil Made It (New
York: Knopf, 1997); Mike Goodrich, Directing (Crans-
Prés-Céligny, 2002); Jeremy Kagan, Directors Close Up
(Boston: Focal Press, 2000); Andrew Sarris, ed., Interviews
with Film Directors (Indianapolis: Bobbs-Merrill, 1967);
and Gerald Duchovnay, Film Voices: Interviews from Post
Script (Albany: SUNY Press, 2004). Paul Cronin has col-
lected the writings of Alexander Mackendrick in On Film-
making (London: Faber & Faber, 2004). Mackendrick was
a fine director and a superb teacher, and the book offers in-
cisive advice on all phases of production, from screenwrit-
ing (“Use coincidence to get characters into trouble, not out
of trouble”) to editing (“The geography of the scene must
be immediately apparent to the audience”). See also Lau-
rent Tirard, Moviemakers’ Master Class: Private Lessons
from the World’s Foremost Directors (New York: Faber &
Faber, 2002). Some important directors have written books
on their craft, including Edward Dmytryk, On Screen Di-
recting (Boston: Focal Press, 1984); David Mamet, On Di-
recting Film (New York: Penguin, 1992); Sidney Lumet,

Making Movies (New York, Knopf, 1995); and Mike Figgis,
Digital Filmmaking (New York: Faber & Faber, 2007).

Rick Lyman had the intriguing idea of asking a director
or performer to choose a film and comment on it as it was
screening. The results are in Watching Movies: The Biggest
Names in Cinema Talk About the Films That Matter Most
(New York: Henry Holt, 2003). See also Mark Cousins’s
Scene by Scene: Film Actors and Directors Discuss Their
Work (London: Laurence King, 2002).

Screenwriting and Rules

In mass-production filmmaking, the screenwriter is ex-
pected to follow traditional storytelling patterns. For sev-
eral decades, Hollywood has called for scripts about strong
central characters who struggle to achieve well-defined
goals. According to most experts, a script ought to have a
three-act structure, with the first-act climax coming about
a quarter of the way into the film, the second-act climax
appearing about three-quarters of the way through, and the
climax of the final act resolving the protagonist’s problem.
Writers will also be expected to include plot points, twists
that turn the action in new directions.

These formulas are discussed in Syd Field, Screen-
play: The Foundations of Screenwriting (New York: Delta,
1979); Linda Seger, Making a Good Script Great (New
York: Dodd, Mead, 1987); and Michael Hauge, Writing
Screenplays That Sell (New York: HarperCollins, 1988).
Kristin Thompson has argued that many finished films have
not three but four major parts, depending on how the pro-
tagonist defines and changes important goals. See her Sto-
rytelling in the New Hollywood: Understanding Classical
Narrative Technique (Cambridge, MA: Harvard University
Press, 1999). See also David Bordwell, The Way Hollywood
Tells It: Story and Style in Modern Movies (Berkeley: Uni-
versity of California Press, 2006). Older but still useful
books on screenwriting are Eugene Vale, The Technique of
Screenplay Writing (New York: Grosset & Dunlap, 1972),
and Lewis Herman, A Practical Manual of Screen Play-
writing for Theater and Television Films (New York: New
American Library, 1974).

Filmmaker J. J. Murphy identifies and examines the
distinctive conventions of independent screenplay writing
in Me and You and Memento and Fargo: How Independent
Screenplays Work (New York: Continuum, 2007).

Roger Ebert provides an entertaining collection of
overworked storytelling conventions in Ebert’s Little Movie
Glossary (Kansas City: Andrews & McMeel, 1994). Learn
about “The Fallacy of the Talking Killer “and “The Moe
Rule of Bomb Disposal.”

Small-Scale Production

There are few studies of artisanal and collective film pro-
duction, but here are some informative works. On Jean
Rouch, see Mick Eaton, ed., Anthropology—Reality—



Cinema: The Films of Jean Rouch (London: British Film
Institute, 1979). The makers of Harlan County, U.S.A. and
other independent documentaries discuss their produc-
tion methods in Alan Rosenthal, The Documentary Con-
science: A Casebook in Film Making (Berkeley: University
of California Press, 1980). Maya Deren’s work is analyzed
in P. Adams Sitney, Visionary Film: The American Avant-
Garde, 19432000, 3rd ed. (New York: Oxford University
Press, 2002). Stan Brakhage ruminates on his approach to
filmmaking in Brakhage Scrapbook: Collected Writings
(New Paltz, NY: Documentext, 1982). For information on
other experimentalists, see Scott MacDonald, A Critical
Cinema: Interviews with Independent Filmmakers (Berke-
ley: University of California Press, 1988), and David E.
James, Allegories of Cinema: American Film in the Sixties
(Princeton, NJ: Princeton University Press, 1989).

Collective film production is the subject of Bill Nich-
ols, Newsreel: Documentary Filmmaking on the American
Left (New York: Arno, 1980), and Michael Renov, “News-
reel: Old and New—Towards an Historical Profile,” Film
Quarterly 41, 1 (Fall 1987): 20-33. Collective production in
film and other media is discussed in John Downing, Radi-
cal Media: The Political Experience of Alternative Com-
munication (Boston: South End Press, 1984).

The DIY movement has largely been fostered on the
Internet. For the DIY Film Festival, see its homepage, www
.diyconvention.com/. The 48 Hour Film Project is here:
www.48hourfilm.com/. Many of the films can be found on
the website or on YouTube, where a search on either “DIY
film” or “48 Hour Film Project” yields thousands of results.
For a list of the cities that hold screenings of locally made
48 Hour films, see en.wikipedia.org/wiki/48_Hour_Film_
Project. New Zealand has created its own version, 48Hours;
see www.48hours.co.nz. Films from this festival can be
found at YouTube by searching “48 Hour New Zealand.”

Production Stills Versus Frame
Enlargements

A film may live in our memory as much through photo-
graphs as through our experiences of the movie. The pho-
tograph may be a copy of a single frame taken from the
finished film; this is usually called a frame enlargement.
Most movie photographs we see in books and magazines,
however, are production stills, images shot by a still pho-
tographer on the set.

Production stills are usually photographically clearer
than frame enlargements, and they can be useful for study-
ing details of setting or costume. But they differ from the
image on the filmstrip. Usually, the still photographer rear-
ranges and relights the actors and takes the shot from an
angle and distance not comparable to that shown in the
finished film. Frame enlargements therefore offer a much
more faithful record of the finished film.

For example, both 1.57 and 1.58 have been used to il-
lustrate discussion of Jean Renoir’s Rules of the Game. In
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1.57, a production still, the actors have been posed for the
most balanced composition and the clearest view of all
three. It is not, however, faithful to the finished film. The
actual shot from the film is shown in 1.58. The frame en-
largement shows that the composition is looser than that of
the production still. The frame enlargement also reveals
that Renoir uses the central doorway to suggest action tak-
ing place in depth. Here, as often happens, a production still
does not capture important features of the director’s visual
style.

Virtually all of the photographs in this book are frame
enlargements.

1.57 A production still from Renoir’s
The Rules of the Game.

1.58 A frame from The Rules of the
Game.
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Websites

General Reference

www.imdb.com/ A basic reference for films, people, and
companies worldwide. The Power Search is particularly help-
ful. Not infallible, so double-check on other sites.

www.afi.chadwyck.com/ The American Film Institute cata-
logue of U.S. motion pictures. Offers detailed film-by-film
information, including extensive plot synopses. Proprietary
site accessed through libraries.

www.fii.chadwyck.com/ A Film Index International site
containing bibliographical information about films and peo-
ple. Accessed through libraries.

For a description of two useful podcasts on filmmaking
and the movie industry, see “Movies on the radio,” at www
.davidbordwell.net/blog/?p=902.

On the Film Industry

www.cjr.org/tools/owners/ The Columbia Journalism
Review site on media conglomerates, with up-to-date lists of
holdings.

www.boxofficemojo.com/ Lists U.S. and international
gross receipts for current films, as well as records of films
released in previous decades.

www.indiewire.com/ Provides current information on U.S.
independent cinema.

www.wis-kino.com/kino.htm/ Offers links to the world-
wide Kino movement.

www.aintitcoolnews.com/ A popular film fansite hosted
by Harry Knowles.

www.mpaa.org/ The official site of the major distribution
companies, with heavy emphasis on antipiracy activities.

www.natoonline.org/ The official site of the National As-
sociation of Theatre Owners, with some statistics.

For a description of two useful podcasts on filmmaking
and the movie industry, see “Movies on the radio,” at www
.davidbordwell.net/blog/?p=902.

Recommended DVDs

Sunday Morning Shootout: Best of Season 1. Peter Bart,
editor of Variety, and Peter Guber of Mandalay Pictures
discuss current industry trends. Our marginal quotation
from Stacy Sher comes from the third disc in this set.

Recommended DVD Supplements

Before laser discs and DVDs, making-of documentaries
weren’t common, but some documentaries on older films
have been put together using modern cast and crew inter-
views, finished footage, still photography, and other mate-
rial. Excellent examples of these include “The Making of
American Graffiti,” “The Making of Jaws,” “The Making
of Amadeus,” “Guns for Hire: The Making of The Mag-
nificent Seven,” and “Destination Hitchcock: The Making

of North by Northwest.”” The supplements for Alien are
grouped in “preproduction,” “production,” and “postpro-
duction” sections, and a particularly good example of a
screen test (Sigourney Weaver) is included. “The Making
of 20,000 Leagues Under the Sea” is one of several supple-
ments on the DVD for that film, making it an unusually
thorough treatment of an older film (1954).

Once the laser disc and especially the DVD age began,
supplements came to be a part of the filmmaking process,
with on-set footage and interviews planned in advance. A
good early example is “The Making of Jurassic Park,” with
its accompanying supplements. As the popularity of DVD
supplements became apparent, longer and more systematic
supplements were concocted. An outstanding example is
“The Hundred Days” documentary for Master and Com-
mander. The extended-edition DVDs for The Lord of the
Rings raised the bar for in-depth coverage, with two supple-
mental discs for each entry in the trilogy.

Supplements often include storyboard images as gal-
leries. Director Ridley Scott trained in painting and design,
and some of the impressive storyboard images that he cre-
ated for Alien are covered in its supplements. The “Story”
section of Toy Story’s documentaries shows scenes of a sto-
ryboard artist explaining the action to the main filmmakers,
with the sketches shown side-by-side with his presentation.
Later the storyboard images are compared with the final
images.

Many making-ofs stick to the most prominent parts
of filmmaking: design, musical composition, casting. Oc-
casionally, however, unusual aspects of the process receive
coverage. Take animal wrangling. Horses are the obvi-
ous topic, and the “Home of the Horse Lords” track of the
Lord of the Rings: The Return of the King deals with them.
“Inside the Labyrinth,” a making-of for The Silence of the
Lambs, includes a moth wrangler. One of the funniest of
such segments must be “Attack of the Squirrels” on the
Charlie and the Chocolate Factory DVD.

Some unusual supplements include an unconventional
production diary for the independent film Magnolia and
an evocative 8-minute compilation, “T2: On the Set,” of
footage from the shooting of Terminator 2: Judgment Day.
“The Making of My Own Private Idaho” demonstrates well
how cost-cutting can be done on a low-budget indie.

As previsualization becomes more common, DVD sup-
plements are beginning to include selections: “Previsualiza-
tion” on the War of the Worlds disc (where the animatics
run in split screen, beside finished footage), animatics for
each part of The Lord of the Rings, and the “Day 27: Previ-
sualization” entry in King Kong: Peter Jackson’s Produc-
tion Diaries, as well as a featurette on previz, “The Making
of a Shot: The T-Rex Fight” (including the scene in 1.26).

The marketing of a film seldom gets described on DVD,
apart from the fact that trailers and posters come with most
discs. There are rare cases of coverage of the still photog-
rapher making publicity shots on-set: “Taking Testimonial
Pictures” (A Hard Day’s Night) and “Day 127: Unit Photog-



raphy” (King Kong: Peter Jackson’s Production Diaries).
The same two DVDs include “Dealing with ‘The Men from
the Press,”” an interview with the Beatles’ publicist, and
“Day 53: International Press Junket,” where King Kong’s
unit publicist squires a group of reporters around a work-
ing set.

In general, the King Kong: Peter Jackson’s Produc-
tion Diaries discs deal with many specifics of filmmaking
and distribution that we mention in this chapter: “Day 25:
Clapperboards,” “Day 62: Cameras” (where camera opera-
tors working on-set open their machines to show how they
work), “Day 113: Second Unit,” and “Day 110: Global Part-
ner Summit,” on a distributors’ junket.

Agnes Varda includes a superb film-essay on the mak-
ing of Vagabond in the French DVD, which bears the
original title Sans toit ni loi. (Both the film and the supple-
ments have English subtitles.) Director Varda’s charmingly
personal making-of covers the production, marketing, and
showcasing of Vagabond at international film festivals.
Varda also prepared an affectionate making-of featurette
about her husband Jacques Demy’s 1967 Young Girls of
Rochefort, which is available on the British Film Institute’s
DVD release.
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Hellboy II: The Golden Army has a lengthy making-of
documentary, “Hellboy: In Service of the Demon,” that
touches on most phases of production. Pirates of the Ca-
ribbean: Dead Man’s Chest has two detailed, surprisingly
candid supplements: “Charting the Return,” on preproduc-
tion, and “According to Plan,” on principal photography.
The Golden Compass has a series of short documentaries
that are more interesting than their bland titles suggest.
“Finding Lyra Belaqua” traces the casting process rather
than simply showing audition tapes; “The Launch” deals
briefly with press junkets and even interviews a junket pro-
ducer. Other useful making-ofs are “Deciphering Zodiac”
(Zodiac) and “I Am Iron Man” (Iron Man).

For more details on some of the supplements we have
recommended in Film Art, see “Beyond praise: DVD sup-
plements that really tell you something,” at www.davidbor-
dwell.net/blog/?p=1339, and “Beyond praise 2: More DVD
supplements that really tell you something,” at www.david-
bordwell.net/blog/?p=4004. On the DVD of The Da Vinci
Code, discussed in that entry, see “Another little Da Vinci
Code mystery,” at www.davidbordwell.net/blog/?p=224.
Further entries in this series will be added occasionally.





