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Milia Showcases Arri’s
by lain Stasukevich

D-20

Above: A New
Yark fashion
photagrapher
{Rufus Collins)
learns that a
new model,
Milia (Cecile
Rauvbenheimer),
is linked to his
past. Below:
Cinematographer
Philipp
Friesenbichler
{far leh) studies
his notes while
director Jorge
Valdes-lga
rehearses the
aclors,

14 April 2008

nematographer Philipp Friesenbich-

ler didn't need much convincing

when director and friend Jorge
Valdes-lga invited him to New York to
shoot the shart film AMia, The pair had
been close collaborators wiile studying
film at the University of Miami, “Philipp
5 very methodical and | tend to be more
spontaneous, wnich creates a good
balance,” notes Valdes-lga. In addition
to that, says Friesenbichler, “Jorge and |

share an interest in the same kinds of
siores.”

Milia tells the story of Nathanigl
(Rufus Colling), a gruff and charismatic
fashion phatographer Inang in Neser York
City who encountars a model with a link
to his past, Milia (Cecile Raubenheimer)
Limited to & tiny budget, Valdes-lga ong-
nally intended to use Panasonics
DVX100, but about a week before the
shoot was scheduled to begim, he

learned Arri CSC was willing 1o loan the

shoot the picture. ™l armved
n New York less than 30 hours before
we set up the first shot,” recalls the
cinematographear

Frigsenh
hi-dief vi
1o ENG-
the D-20 as much as he could, but "we

started the shoot in May 2008, and at

asked him to

deo up to that point was limited
3 cameras. He researched

xn fielo
gxparience with it,” he says. “In fact, |
believe AMifia was the first namative
project shot with it in the United States
Wa didn't have time to test the camera
or really get to know 1t before the shoaot,
put fortunately, it handles ke a him
that’s what | came to love

Camera
about 1t
Throughout the shoot, Andreas
Weeber, head of Arri C3C's digital-
ing department, worked as a camerg
operator and go-to guy for all things
related to the 0-20. The fact that ha and
Friesenbichler both spoke German
VWeeber is German and Friesenbichler is

Alpstrnian

stream of oo .
from a creative standpoint,” says the
cinematographer

Valdes-iga wanted to take an
improvisational approach, allowing
actors to adjust their performances from
take 1o 1ake Al

“What | iked about Adila
wWas it required me 1D constantly a

dapt.”
says Fnesenbichler, “There’s a different
energy level on set when you 1ake an
approach like that. Everyones got 1o be
really alert and ready 10 C

ure those




as it allowed him to see clearly around
the edges of the 1.78:1 frame in antici-
pation of the actors” movemsenis.

There were two phases of prnci-
pal photography, a few days in May
2006 and a few days the following Octo-
ber, Friesenbichler decided early on to
et the main character guide his lighting
and lens choices. "As a photographer,
Nathaniel is a voyeur, Sitting behind the
camera gives you a kind of distance
from what's happening.” He worked
with Cooke 54 primes “because my goal
was to achieve a rather natural look that
would serve the intimate story in a
subtle way. The characteristics of the
Sds in combénation with an occasional
[Tiffen] Classic Soft filker wera my recipe
for that.” Maost of the time, he shot wide
open. “In certain locations, | didn't have
a choice because of the sensitivity of
the camera’s chip, but in general, |
wanted to maintain a shallow depth of
field 10 isolate the characters from the
background and allow the audience to
focus on the performances.”

With most of AMiliz set indoors o
at night on practical locations, Friesen-
bichler was concemed to discover that
the 0 gain setting on the 0-20 is roughly
equivalent to IS0 50; Weeber recom-
mended a maxmum gain setting equiv-
alent 1o IS0 200. On a shoot as small as
Milia, large lamps were out of the ques-
tion, and Friesenbichlers work with HD
had taught him that with mast such
cameras, pumping up the gain would
add a level of noise to the pecture that
would ba unacceptable for a story like
Milia. [For the second phase of principal
phatography, Armi proveded him with a D-
20 Exposure Wheel that had just been
developed by German cinematographer
Tom Fahrmann,)

Friesentechler soon discovered
that when he dialed inone of the D-20s
preprogrammed user settings, the
camera’s gamma curve adjusted itself
whenever a gain adjustment was made.
Furthermore, every user setting core-
sponded to a specific exposure indes
(50, 100, 200 and 320). “Basically, every
user setting can be perceived like a
different film stock, and choosing a
setting will define how many stops

Friesenbichier takes aim on set with the Arri D-20.

above and Delow the working stop there
arg,” he says. “Cinematographers woek-
ing with the D-20 have to get to know
the characteristics of the user settings
just like they have to know the charac-
teristics of various emulsions

“When | shoot digitally, 3 wave-
torm monitor takes owver 90 percent of
the work normally dong with my hight
meter,” he adds. | definitely start to pay
more to attention to highlights and deep
shadows, and the ND grads come out of
the box more often than thay do on my
filmi shoots.”

rootage was caplured in ddd
via duak-link to & Sory SAW-1 deck on
HOCam-5H tape. Between the two
shoots, Fresenbichler and Valdes-iga
reviewed thesr footage (peojected on a
K NEC projpactor] in a screening rmom at
Cimeworks, the Miami facility that is
handiing all af the productions post.
‘The images were just stunning in
terms of color rendition, and in temms of
the dynamic range of the chip and
motion rendition,” recalls the cing-
matographer. "Everything about the
image fit the criteria of what a good
pIciure 15,

Cineworks is providing AMilia
with ZK scregning facilities, standard-
definition downcomnversions for editing
and a digital intermediate on Assimilats
Scratch, Valdes-lga intends to finish to
a digital-cinema master ) At press time,
Friesenbichler was looking forward to

the color comection. "It will be subtle,”
he says. "| want to piay with a lot of
contrast in the beginning to establish
Nathaniel in such a way that we have a
very superficial idea of him. It begins
with a very cold look, and then warmers
colors begin to take over”

One way the D-20 enzbled him to
achieve this transiteon Wwas its ability to
nandie lighting conditions with mixed
color temperatures on set “When
youre shoatng digitally and introduwce
walim cokors in skin tanes, you aften get
a lot of weird arufacts on skin — il
doesn’t lpok natural,” he notes. “Bul
once | saw the first projection at
Lineworks, | was very confident that |
could mix tungsten sources with HMI
sources, balance to HMI and let tha
tungsten go.”

After working with the D-20,
Friesenbichler has come to regard itas a
digital camera capalie of realizing looks
he previously thought only film could
achieve. “Over the past few years, thera
have been some exCiting advances in
technology for cinematographers ke
mie whi are just starting out,” he muses
“As a cinematogragher, you want to
create the right picture for the story, and
you have 1o know the palette each ool
offers you, A tool is there to work, not
stand in your way.” |



