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akot darbu pie filmas «PSRS - 1966. gads», katra filmétaju
vieniba sanéma cietos vacinos iesietu masinraksta gramatinu.
Gramatina ietilpa filmas projekts, detalizéts katra posma ap-
raksts, sizeta liniju bloks, cela noderigu padomu saraksts ar
telefona numuriem, kas nepiecieSami sakariem, ka ari frag-
menti no Dzigas Vertova dienasgramatam. Paas beigas —
PSRS karte. Bija atstatas ari tuksas lappuses, kur rakstit darba dienas-

gramatu.

S1 cela gramatina sakas ar Kaujas reglamentu: «Varbut dazi ta pun-
kti lasitajam $kitis ne parak nopietni, jo, sacerédami $o reglamentu,
més domajam ne tikai par lietderibu, bet ar par to, ka ieviest masu
darba spéles elementu un nepieciesamo humora devu.» (H.E)

FILMAS «PSRS - 1966. GADS »
KAUJAS REGLAMENTS

1. Uznemsanas grupa uzskata sevi
par brivpratigu dokumentalistu-
domubiedru apvienibu, kas izvei-
dota uz gadu, lai raditu pilnmet-
razas platekrana filmu
«PSRS - 1966. gads» padomju
poétiska dokumentala kino tradi-
cijas.

2. Uzpemsanas grupa sastav no
¢etram rezisoru-operatoru vieni-
bam, turpmak sauktam Kamze-
ra-1, Kamera-2, Kamera-3, Ka-
mera-4.

Katra Kamera ekspedicija darbo-
jas patstavigi, kopigi pienemta un

apstiprinata scenarija un rezijas
plana ietvaros, saskana ar filmas

kopgjo ideju.

3. Filmas sz4bs atrodas Riga.
Koordinacijai tick noteikta $ada
sakaru sistéma:

a) ierodoties filmésanas vieta, ne-
kavéjoties japazino stabam sava
adrese tuvakajam 3 - 4 die-
nam;

b) sestdiena paredzéta telefoniski
telegrafiskiem sakariem Kamze-
ra—stabs, tiek zinots par filmé-
sanas gaitu;

¢) no pirmdienas lidz otrdienai



(no 12:00 lidz 12:00 péc Mas-
kavas laika) — telefona sakari
stabs—Kamera;

4. Uzpemta materiala attistiSanai
janotiek sistematiski, saskana ar
uzkrata materiala daudzumu.
Vispargjs likums — Kamera noga-
da materialu uz $%ibu péc katram
10 (desmit) darba dienam, ja uz-
nemts vairak par 300 metriem.
Nogadasanas panémiens — ar
kurjeru (operatora asistents, ad-
ministrators) vai pa pastu, pievie-
nojot precizu attisti$anas rezimu,
uz vietas attistitos filmlentes ga-
lus un atzimi — Kameras numu-
ru.

Piezime: no ipasi talam ekspedi-
cijam materialu izsutit iespé&ju ro-
bezas, maksimali ievérojot vispa-
r§jo likumu.

Lai atsatita materiala apstrade
butu iespéjami drosa, nozimét la-
boratorija pastavigu uzraudzibas
posteni (UP) operatora asistenta
ranga.

5. Atbilstosi projektam filma tiks
uznemta, vadoties péc divam pa-
mata linijam, — CPDz un VN.
Lai filmétu VN linijas notiku-
mus, tiks organizétas specialas
vienreizigas ekspedicijas. Cilveka
dzives linija CPDz jaizdzivo kat-
rai Kamerai.

6. Atceréties: CPDz ir filmas mu-
gurkauls, VN - iespraudumi.
Tapéc filméjot jacensas panake
maksimalu kontrastu starp

abam linijam.

CPDz jameklé personiskais, in-
timais, trauslais, individualais,
jutu izpausmes. VN — notiku-
mu vériens, masveidigums, ko-
lektivais, sensacionalais, milzu
mérogi. Attiecigi japiemeklé ari
visizteiksmigakie lidzekli §1 ma-
teriala paradiSanai un atklasa-
nai.

7. Filmé&jot CPDz kadrus notiku-

mu sféra, neaizrauties ar stastu
par notikumu, t.i., informaciju -
ta ir hronikas un televizijas me-
tode. Meklét $ajas steras masu li-
niju — cilveka dzivi.

8. Apbrunoties ar bezgaligu pacie-

tibu, meklgjot CPDz kadrus, bet
but ari pietickami viriskigam, lai
atteiktos no filmésanas, ja pats
neesi notickosa savilnots. Mekleét
pasus skaistakos, svetakos, savil-
nojosakos un saspringtakos cilve-
ka dvéseles stavoklus.

Atceréties, ka filma tiks ieklauti
tikai verdosi kadri. Tapéc labak
netérét filmlenti, ja kadra tempe-
ratara ir «zemaka par 80 gra-
diem>.

9. Filmét gleznaini, péc iespéjas —

stingri frontala kompozicija. Ra-
kursus lietot tikai tad, kad tie ir
dramaturgiski pamatoti un ne-
pieciesami.

10. Filmé&jot CPDz, domat par vé-

lako montazu:

a)  lietot panoramu, ievedot
skatitaju vidé (téma) un izve-
dot no tas. Atceréties, ka laba
panorama ar novelistisku noslé-
gumu ir veselas epizodes vérta;

b)  vienu un to pasu dvéseles
stavokli (satiksanas, skipsts,
gaidiSana) filmét no dazadiem
kameras punktiem un dazados
planos (no maksimala tuvpla-
na lidz kopplanam ar visam vi-
des detalam). Tas atvieglos
montazu un padaris to dina-
miskaku;

c)  ja notikums risinas léni, bet
ir interesants tiesi ar savu
ilgstamibu (bérnu maca staigat
vai peldét, iemiléjusies séz uz
solina utt.), filmét vairakas fa-
z&s, ar stopkameru, no stativa;

d) neizvairities no filmésanas
horizontala vai vertikala kusti-
ba (izmantot kranus, iekarina-
mas platformas, automobilus);
kadra ieklaut dabiskas kulises,
neprecizitates, zinkarigus ga-
ramgajéjus — visu to, kas pie-
skir kadram dokumentalitati.
Par visa augstakminéta ievéro-
$anu rezisors montazas laika at-
cerésies Kameru ar labu vardu.

11. No Dzigas Vertova Kinoku

kaujas reglamenta, 1924. gads.

Visparéjs noradijums visiem gadi-

jumiem:

Ar kameru piekerot kadu negai-
dita bridi, jaievéro sens kara li-
kums — acumeérs, atrums, uzbri-
koss spiediens.

Filmgjot no atklata novéro$anas
punkta — izturiba, miers, bet iz-
deviga bridi — acumirkligs uz-
brukums.

Filmégjot no slépta novérosanas
punkta — pacietiba un absolata
uzmaniba.

Filmés$ana, kad filméjamo objek-
tu uzmaniba ir dabiski novérsta
no kameras.

Filmésana, kad filméjamo objek-
tu uzmaniba ir maksligi novérsta
no kameras.

Filmésana no attaluma.

12. Kameram jabut pastaviga kau-

jas gataviba.

Operatora asistentam — uzturét

perfekea stavokli materialo dalu,
filmlentes kasetém vienmeér ja-
but pieladétam.

Operatoram — nekur neiet bez
kinoaparita. Atceréties — visur
un vienmér var sastapt neatkar-
tojamu kadru linijai CPDz.
Visiem — neslinkot! Atceréties,
ko teicis Vertovs: «Atmest smé-
kesanu, maz ést. Agrak celties.
Darit nevis to, ko gribas, bet to,
ko vajag. Ir jagrib to, kas vaja-
dzigs. Plans katrai dienai...»

13. Punkts pédgjais (vélamais, bet

ne obligatais) — no katras ekspe-
dicijas Kamera atved majas vie-
nu pudeli vietéja razojuma vina.
Visas pudeles jaglaba lidz filme-
$anas beigam un kolektivi jaiz-
dzer péc gatavas filmas nodosa-
nas...



Hercs Franks, operators Rihards Piks, operatora asistents Modris Resnais

Tepry Ppank, oneparop Puxapa I'uk, acc. oneparopa Moapuc Pecrauc
Herz Frank, cinematographer Rihards Piks, assistant cameraman Modris Resnais

Operators Valdis Krogis
Omneparop Baaauc Kporuc
Cinematographer Valdis Krogis

aunnas pabory Hap duasmom «CCCP — roa 1966,
Ka)KABIM ChEMOYHBIM OTPSIA IMOAYYHA OTIEYATAHHYIO
Ha MaIlMHKE U MEPENAECTEHHYIO B TBEPABIE KOPOYKHU
KHIDKKY. B Heé OBIAU BKAIOUCHBI: npoeKT GUAbMA,
IOAPOOHOE OIHCAHHE KAKAOTO dTala, 6AOKa
CIO)KETHBIX AMHHI, TAMATKA B IIyTH C HOMEPaMU
TeACOHOB AAS CBSI3H, OTPBIBKH U3 AHEBHUKOB Beprosa. B camom
xoHue — kapra CCCP. Aast BeaeHus pabodero AHeBHUKA ObIAK
OCTaBAEHBI ITyCThIE CTPAHMUIIBL.
A HauMHAAACh MOXOAHAS KHIDKKA «DBoeBbIM ycTaBoM>».
«DBbITh MOXKET, HEKOTOPBIE €TO MYHKTHI MMOKAKYTCS YUTATEAIO
HECepPbESHBIMH, HO, COYHHSA €r0, Mbl AYMAAU HE TOABKO O ITOAB3E ACAQ,
HO U O TOM, 4TOOBI BHECTH B HAILY PabOTY 9ACMEHT UIPHI U
HeobxoauMyI0 A03y toMopa» ([.O.)

«BOEBOU YCTAB»
®UABMA «CCCP - TOA 1966>

1. Cpémoynas rpymmna GuabMa C4U- IIAQHOB U 00w HAeH GUABMA.
TaeT cebs1 AOOPOBOABHBIM COIO-
30M AOKYMEHTAAUCTOB-CAUHO- 3. [Ita6 ¢puabma Haxoautcs B Pure.
MBIIIACHHHKOB, OPTaHU30BaHHBIM AAsl KOOpAMHAIIMH yCTaHABAUBA-
Ha TOA AASL CO3AAHUS ITIOAHOMET- CTCSI CACAYIOIIIAsT CUCTEMA CBSI3H:
PaXKHOTO HIHPOKOIKPAHHOTO a) I10 TIPUE3AC Ha MECTO HEMEA-
$uapma «CCCP - roa 1966 B ACHHO €OObIUTD appec Ha 6Au-
TPAAUIIHSX COBETCKOTO MO3TUYEC- Kaime 3 — 4 AHs;
KOT'O AOKYMEHTAABHOTO KHHO. 6) cy660THHIT AcHD — TeacPOH-
HO-TeAerpadHas CBA3b: <KaMe-
2. CpéMOYHAs IPYIIA COCTOUT U3 pa» - mrab. Cooburaercst o xo-
YETHIPEX PEKUCCEPCKO-OIMEPATOP- A€ ChEMKH;
CKHX OTPSIAOB, BIIPEAb Ha3bIBaC- B) IIOHEACABHUK-BTOPHHK — OT
MBIX: «KaMepa-1», «kamepa-2>, 12.00 a0 12.00 — teaeponnas
«Kamepa-3», «kamepa-4>. CBsA3b: ITab - «Kamepa» (Bpe-
Kaskaast «xamepa» AeHCTByeT B MSI MOCKOBCKOE).
3KCIIEAMLIMHA CAMOCTOSTEABHO B
HpeACAAX IPHHATBIX U YTBEPIK- 4. I'lposiBACHHE OTCHSITOTO Marepu-
AEHHBIX CLIEHAPHO-PEKHCCEPCKUX aAa AOAXKHO BECTUCh CUCTEMATH-



YECKH, [10 MEPE €r0 HAKOIACHHSL.
OOuyee npaBuAO: «Kamepa» AO-
CTaBASICT MaTepHaA B ITab mocae
kaxabix 10 (aecsat) Aneit pabo-
ThI, ecAH cHTO 6oace 300 met-
poB. Crioco6 A0CTaBKU — HAPOY-
HBIM (accuCTeHT omeparopa,
AAMHMHHCTPATOP) MAH IIO TIOYTE, C
IPUAO>KEHHEM TOYHOTO PEKUMA
IPOSIBACHUSL, IPOSIBACHHBIX Ha
MeCTe KOHIIOB ITAGHKH U IIOMET-
KOU — HOMEP «KaMephbI>».
Tlpumevanue: Ipu AAABHHUX SKC-
IICAHNLINAX BBICBIAATD MaTCPI/IaA I10
Mepe BO3MOXKHOCTH, MAKCHMAAD-
HO [IPHACPXKUBASICh OOLIErO Ipa-
BHAAQ.

Aast HapKHOCTH 00paboTkn
IIOCTYIIAIOIETO MATEPHUAAA YCTa-
HOBUTb B AADOPATOPHUHU IIOCTOSIH-
b1t oct caexenus (I1C) B pan-
I'e ACCHCTEHTA ONePaTopa.

5. B cooTBeTcTBHU € MpOEKTOM
¢uabM OYACT CHUMATBCS ITO ABYM
ocHoBHBIM AuHUAM — ADKY u C.
AAsl ChEMOK COOBITHI 1O AUHUU
C OyAyT CHapsDKaThCSL CIICLIHAAD-
HbIE EAUHOBPEMEHHBIEC SKCIIEAH-
LIUU.

AuHuIo XU3HM YeaoBeKa —
AOKY — pomKHA TPOXKUTD Kax-
AAsT <KaMepar.

6. ITomuuts: AOKY - ciurnoi
xpeber puabma, C — BCTaBKH.
I[Tostomy npu cbrémxe A0bUBaTDb-
Cs1 MAKCHMaABHOTO KOHTPAcTa
MeXAy obenmu AuHUSAMU. B
AJKY uckarb: AMuHOE, UHTUM-

HOE, TPEIETHOE, IPOSIBACHHE
4yBCTB, UHAUBHAyaAbHOE. B C —
COOBITUHHOCTD, MACCOBOCTb, KOA-
AEKTHBHOE, CEHCAIIHOHHOCTb,
Macirrab.

Co0OTBETCTBEHHO HAXOAUTH Ha-
nboAee BBIPaSUTCABHbIC CPEACTBA
MOAQYU MATEPHAAA.

7. Cunmast kaapst AOKY B cobbrruii-

HBIX cepax, He YBACKATBCS PaccKa-
30M O COOBITHH, TO €CTh uHpopMa-
LIUEH,— 3TO METOA XPOHHMKH U
teaeBuAcHUA. Mckarp B aTHX cde-
Pax Hallly AMHHIO )KM3HH YEAOBEKaA.

8. Nmetp 6eckoHeuHOE TepIEHHE B

noucke kaapos AJKY, Ho umeTs
U MY>KECTBO OTKAa3aThCsl OT ChEM-
KH, €CAU CaM HE B3BOAHOBAaH IIPO-
HCXOASLLIUM.

Mckarp camoe kpacuBoe, camoe
CBSITOE, CAMO€E B3BOAHOBAHHOE,
CaMO€ HANPsDKEHHOE COCTOSIHUE
AIOACH.

I TomMHMTB, 4TO B $UABM BOHAYT
TOABKO «KHIIAIHUe>» KaApsl. Io-
3TOMY AyYILIE HE TPATUTh ITACHKY,
€CAM «TeMIIepaTypa>» KaApa HHU-
xe «80 rpaaycos>.

9. CHUMATPD U3SIIHO, IO BO3MOXK-

HOCTHU CTPOTHUMH (POHTAABHBIMH
kommosutsiMu. K paxypcam
npn6eraTb B CAYYasiX ApaMaTyp-
TMYECKH ONPABAAHHBIX U Heobxo-
AUMBIX.

10. Cuumas AJKY, aymars o Oyay-

IIEM MOHTAaKC.

a)  IIPUMCHSTH HAHOPAMbI AAS
BBCACHHS B cpeay (Temy) U BbI-
BEACHUSL U3 CPEABI (TeMbl).
[TomHuTB, YTO XOpOILAs IIAHO-
paMa ¢ HOBEAAUCTHYECKUM KOH-
LIOM CTOUT IICAOTO JITHU30A;

6) OAHO U TO K€ COCTOSHHE AIO-
AcH (BCTpC‘Ia, MIOLIEAYH, OXKHAQ-
HHUE) CHUMATh C Pa3HbIX TOYCK U
B PasHOU KPYMHOCTH (OT MaK-
CHUMaABHO OOILETo IAaHA CO
BCEMHU ACTAASMH CPEABL). ITO
OOAETYUT MOHTAX U CACAAET €r0O
6oAace AMHAMUYHBIM;

B) €CAH COOBITHE Pa3BUBACTCS
MEAACHHO, HO HHTEPECHO MMEH-
HO CBOCH IIPOAOAXKUTEABHOC-
10 (peOEHKA y9aT XOAUTD, TAa-
BaTb, BAIOOACHHBIE Ha CKaMeEHKe
M T.A.), CHUMATh (pasamu,
«CTON-KaMePOM >, CO IITaTUBA;

r) He U36eraTh ChEMKHU C ABHIKE-
HUSL [10 BEPTUKAAU M TOPU3OH-
TaAH (MCIOAB3OBATh KPaHbI,
AIOABKH, aBTOMOOHAH ), ECTECT-
BEHHBIX LITOPOK, CMA30K, AIO-
OOIBITHBIX IPOXOXKUX — BCEIO
TOTO, YTO IPUAAET KAAPY AOKY-
MEHTAABHOCTb.

3a Bc€ a10 pU MOHTaXKE PHABMA
PEXUCCEP BCTIOMSHET «KaMepy >
AOOPBIM CAOBOM.

11. M3 BeproBckoro «boeporo yc-
TaBa KHHOKOB>, 1924 roa:
«O0uiee ykazaHue AASL BCEX CAY-
JaeB:

CpéMKa BpPacIIAOX — CTapoe BOCH-
HOE IIPABHAO: TAA30Mep, ObICTPO-
Ta, HATUCK;

CréMKa ¢ OTKpBITOro HabAOAR-
TEABHOTO ITyHKTa — BBIACPIKKA,
CIIOKOMCTBUE, B on6Hb1p°1 MOMCHT
— MTHOBEHHOE HAaITaACHUE;
CpéMKa €O CKPBITOTO Ha0OAIOAQ-
TEABHOTO ITyHKTA — TEPIIEHUE U
a0COAIOTHOE BHUMAHHUE;
CpéMKa IIpH €CTECTBEHHOM OT-
BA€YEHUU CHUMAEMBbIX;

CrpéMKa npu UCKYCTBEHHOM OT-
BA€YEHUU CHUMAEMBIX;

CpEMKH Ha PACCTOSAHHUU. >»

12. «Kamepam>» ObITb B IOCTOSIHHOM

60€BOI1 TOTOBHOCTH.

ACCHCTEHTY oIepaTopa: COACpIKaTh
B OTAUYHOM COCTOSHUM MaTepPUaAb-
HYIO 4aCTh, UMETh BCEIAQ 3APSDKCH-
HBIE KACCETBL

Oneparopy HUKyAQ HE OTAYYATHCS
6e3 xunoarmapara. [ TomuuTs: Bes-
A€ U BCIOAY MO>KHO BCTPETUTb He-
noBTOpUMBIH Kaap At AOKY.
Bcem — He aenurtnsca! I'Tomuuts
BeproBa, on roBopua: «bpocurs
KYPHTb, MaAO ecTb. PaHblne BcTa-
Bartb. AeAaTh He TO, YTO XOYEllb, a
TO, YTO HYXXHO Aeaats. Hapo xo-
TETb TO, 4TO HY>XHO. I [aan Ha kax-
ABIH ACHb...>

13. ITynkr nocacanmii (>keaatean-

HBIH, HO He 00A3aTeAbHBIH): U3
KQKAOH IKCIICAMLINH «KaMepas
IIPUBOSHUT AOMOM OYTBIAKY BHHA
MECTHOIO [IPOM3BOACTBA, KOTO-
past AOAXKHA COXPAHSATBCS AO KOH-
11a CHEMKHU U OBITh KOAAEKTHBHO
BBIITUTOMH ITOCAE CAQYH TOTOBOTO
¢uapMa...



Operators Valdis Krogis
Oneparop Basanc Kporuc
Cinematographer Valdis Krogis

Operators Rihards Piks
Onmneparop Puxapa Tux
Cinematographer Rihards Piks

pon commencing work on the film USSR - 1966,

each film crew received a hardcover-bound, typewrit-

ten book of notes. It contained an outline of the pro-

duction, a detailed description of each of the film

parts, a compendium of narrative strands, a list of us-

eful guidelines for travel, phone numbers for neces-
sary contacts, as well as excerpts from Dziga Vertov’s diaries. At the
very end — a map of the USSR. There were also blank pages for a
diary of work in progress. This road book began with a Field Manual.
“It’s possible some of the points may seem not overly serious to the re-
ader, as, in creating this manual, we though not only of practicalities
but also of infusing our work with an element of play and a necessary
dose of humour! (H.E.)

FILM’S USSR - 1966
FIELD MANUAL

1. The production crew considers it-  keeping with the overall idea of
self a voluntary union of like- the film.
minded documentalists, teamed

up for a year to create the wide- 3. The film’s HQ is located in Riga.

screen feature: USSR — 1966, in Co-ordination involves the follow-
the tradition of Soviet poetic doc- ing set manner of communication:
umentary film. a) upon arriving at the shooting
location, the production office is
2. The production crew consists of to be immediately informed of
four director/cinematographer their address for the next 3 - 4
units, further known as Kamera-1, days;

Kamera-2, Kamera-3, Kamera-4.
Each Kamera operates independ-
ently on expeditions, within the
jointly accepted and approved
screenplay and production plan, in

b) on Saturday, the shoot’s prog-
ress is reported via telephone /
telegraph between Kamera —
HO.

c) from Monday to Tuesday (from



12:00 to 12:00 Moscow time) —
telephone communication be-
tween HQ — Kamera;

4. There is to be systematic develop-
ment of the filmed material, de-
pending on the amount of materi-

Overall rule: the Kamera sends
material to the HQ after every 10
days of shooting, if the volume ex-
ceeds 300 metres. Transportation
method — via courier (assistant
cinematographer or administra-
tor), or by mail, with an attach-
ment listing the precise system of
development, the ends of the de-
veloped length of film, and Kam-
era number.

Note: from remotely located expe-
ditions material is to be sent with-
in limits, adhering to the overall
rule.

For the secure processing of the re-
ceived developed material, the lab-
oratory is to be assigned a perma-
nent overseer, at the level of
assistant cinematographer.

5. In accordance with project guide-
lines, shooting will involve two
baselines — HL (human lifeline)
and SOE (scope of events). Spe-
cial, one-time expeditions will be
arranged to shoot events for the
SOE line. Each Kamera has to fol-
low the HL line.

6. Remember: the HL is the back-
bone of the film; the SOE - in-

serts. Aim for maximum contrast
between both baselines.

In the HL, look for the personal,
intimate, fragile, individual and
emotional. In the SOE — the scale,
the mass factor, the collective, sen-
sational and enormity. According-
ly, seek out the most meaningful
way to portray the material.

7. While shooting scenes for the HL

within a sphere of events, do no
get carried away with the events,
that is, information, which is the
newsreel and television method.
Look for our line — the human
life — within the sphere.

8. Use endless patience in seeking

out HL shots, but also be man-
enough to refrain from filming if
you are not moved by the situa-
tion. Seek out the most beautiful,
venerable, heart-warming and in-
tense states of the human soul.
Remember that only scorching
scenes will be included in the film.
Do not waste film if the tempera-
ture is “less than 80 degrees».

9. Shoot figuratively using strictly

frontal composition as much as
possible. Use angles only when it is
dramaturgically valid and neces-
sary.

10. In shooting the HL, consider

the future editing by:
a) using panorama, draw the
viewer into the setting (theme),

and then back out. Remember
that a good panorama with a
story-worthy closing is worth an
entire episode;

b) shoot the same state of soul
(meeting, kissing, waiting) from
various camera points and
lengths (maximum close-ups to
wide-shot with all the details).
That will make editing easier
and allow for more dynamism;

¢) if the event is unfolding slowly
but is interesting for that very re-
ason (a child learning to walk or
swim, lovers sitting on a bench
etc.), film in several phases, with
a stop-camera, from a tripod;

d) don’t hesitate to shoot in hori-
zontal or vertical movement
(using cranes, suspended plat-
forms, automobiles); include na-
tural extensions, any imprecision,
curious bystanders — anything
that lends documentality to the
scene.

In employing the above-mentioned,
the director will find praise for the
Kamera during editing,

11. From Dziga Vertov’s Kinoks: A

Revolution, 1924

General instructions for any occa-

sion:

In capturing someone via camera
at an unexpected moment, one
must adhere to the old rules of
engagement: assessment at a
glance, speed, and offensive
thrust.

In filming from an open vantage

point — use perseverance and
calm, and a sudden charge at the
right moment.

In filming from a hidden vantage
point — use patience and absolute
attention.

Filming, when the subject’s atten-
tion is naturally distracted from
the camera.

Filming, when the subject’s atten-
tion is artificially distracted from
the camera.

Filming from a distance.

12. The Kameras should always

be on the ready.

The assistant cinematographer
must maintain the equipment
in perfect condition; film cas-
settes must always be loaded.
The cinematographer must nev-
er go anywhere without his
camera. Remember — there is al-
ways the possibility of an un-
repeatable frame for the HL.

To everyone — no laziness! Re-
member what Vertov said:
“Qljt smoking, eat less. Rise
early. Do not do what you want,
but what you need. You must
want what is needed. Have a
daily plan...»

13. The last point (desirable, but

not obligatory) — the Kamera
should bring home a bottle of
local wine from each expedition.
The bottles must be saved until
the end of filming and consumed
collectively after the finished
film has been submitted...









