


WEMY-SOMe YEars ago, a young
movie maven came up with a
twist on “the hero legend.” His
production company, Lucasfilm
Ltd.. created a story that
plucked a young person from

his safe world and threw him into an adven-
ture with a mysterious princess and a cham
ing rogue. He sent them into a faraway land
and placed all sorts of wondrous obstacles in
their paths, Using amazingly advanced yet
relatively new technologics such as motion
control photography, his Luc asfilm Lud
(Industrial Light & Magic) created worlds
that only words once explained.

Srar Wars became an overnight success,
And George Lucas and his crew showed
Hollywood where their imaginations could
lead them. The 1977 Academy Award
brought a new buzz word to the industry-
“visual effects.”

It began with a mastery of the tradition-
al ants of blue screen photography, matie
painting., and model construction, The com-
pany pioneered the development of motion

Tep phata: The Mios/Wevelfrent peogrom
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control cameras, optical composiling. and
other advanced effects technology.

Over the vears, ILM has gamnered 14
Academy Awards for Best Visual Effects and
nine Technical Achievement Awards. They
have played a key role n X of the top ten
box office hits of all time, and contributed

leading edge effects 1o over 100 feature :

films. as well as hundreds of commercial
productions and atlractvons.

Each time the 1LM wizards approach a
new project, they put a different spin on their
techniques. Since the 1980s, they have led
the way in the use of computer graphics,
developing software techniques such as mor-
phing, enveloping and film input scanning.
They have created wholly computer generat-
ed characters in The Abyss, Casper and
Terminator 2. life-like distortions of the
human body in Death Becomes Her and The
Mask: and startling 3-D computer animation
in Jurassic Park and Twisrer.

Every one of the 700 plus employees
will agree that 1996 was a banner year. As
the twelve months ended. they were still

feverishly working on new innovabioss 5o
1997 releases such as The Absent Mindes
Professor, Speed 2, Spawn, The Lost Works
Jurassic Park, and Men In Black. They wess
also trying to complete the “last tWo - S568
for the re-release of the Star Wars Trios
Special  Edition (10 be featured =
International  Photographer
March 1997).

They also had time to put their singuie
style behind four of the biggest end-<
year films to come out of Hollywood. Ia
Dalmatians they created some of the mos
lively and very real l00King creatures eves
brought to the screen. For Mars Ariac ks!, the
crew created totally aulonomous “mas tian”
worlds, as well as popping these lively cres-
wres into Tim Burton's bent reality. s
Davlight, they made everyone beliese
Stallone and his female companmon wees
really struggling for their lives in the deadly
waters below the Hudson River. And, for the
newest Star Trek adventure, they made Alies
look tame compared to what the Borg can &
to the stalwart Enterprise crew.

Death Becomes Her,

“When you are doing an ammal picture, especially when those
animals are the stars, the fisst thing you have to figure out is what you
can get the real animals to do, and what you can't.” says ILM's Visus
Effects Supervisor Doug Smythe Unlike Jurassic Park, where detasls
about the creatures could be decided as they went along.
Dalmarians, hese creatures had to be absolutely “true to hife”

A ten year veteran of ILM’s magical crew, Smythe has received
four awards from the Academy of Motion Picture Arts and Sciences
These include two Technical Achievement Awards, one for the inven-
tion of the “morph™ process that transforms images of any one objecs
or character into another and one for digital image COMPOSITIong )5
tems. He received a Scientific and Engineering award for the co-
invention of a Digital Motion Picture Retouching System. And, his
Oscar for Best Achievement in Visual Effects was for his work om

“We had puppies down here a lot,” he says “It was great! The lir-
tle buggers were roaming around everywhere.” To study their move-

ment “style,” Smythe and his crew sat with the puppics waiching
them as they played, attempiing 10 £eact 10 commanxis. “This way, we

also studied such det

could determine whether particular shots required some synibets
approach (puppets or CGI), or if real puppies could be used” Thes
ails as the density of fur and how it came off thews

Batom phate: ILW5 Visuel Effect
Superdsar, Daeg Semythe, pours over
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After a short while, it was clear that the puppies were grest
actors if they were sitting still or were going from point A to point B
“A little food and they made a beeline toward it full speed.” Smyihe
says. “If we wanted sneaky o stealth action, we realized we would
have to do it”

Once the technicians completed their “hands on" study of he
puppies, they wmed 10 the technical approach. “We would figure out
how they moved and how they fit with the camera.” Smythe explans
“Then we had to find a way to create them through CGl

“We began by photographing a puppy on top of a Plexiglas pls
form.” he continues. “We used a really cool ng that carried Nikos
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stvie 3:5:8 cameras. Using synchronized shutiers, we photographed
them froe sen Safferent anghes at the same time™

These photographs were used by Geoff Campbell, Kyle
Odermatt, and Wayne Kennedy as a “hero™ model in the compuler
“We used Alas Power Animator,” Senthe explains. “Once we had a
model in the computer, we began to smamate walk. trot, and run
cycles by placing this model on a turmable and looking at #t from
every angle until all angles lookad right. We also digitally painted 13
ifferent spot pattents 80 be used 1o vary the characteristic shadings,”
he says

Thas bero model served for nearly every CGT shot in the pecture.
“We did have %o create a different model for one sequence.” be adds.
“At one point in the monie, several dogs shide Brough o draia pipe.
Three are sitting, but one poes theough Iy 1 back. We needed
a different model for the back flop. In this configuration, the atamal
takes oo an extremely distinct shape

For Smythe and the ILM crewn, one of the most imtricate and
AMAZING sequUEnces wis set i & Librany. “There was no way 1o get
enough real dogs o race through the elaborate Smythe
explains. “We initially plassed 10 use cely real pupples and some
Heason animatronic Sogs, et the scene was 1o hfeless. [a ander w0
do the splits, the dogs had 10 stay s 0ne secton of the 1
As Jon Alexander and Matt Wallin erased the real Jogs and ssema-
troaic 'Stuffies’ from the live photography. Mike Eames and Phalip
Alexy replaced them with CGI dogs & more appropriate actions.”

To do this, the team began by f ugue established on
Juraanji s stampede, Using simplifiad figures called "pawns.” they
placed the figures on paths “drawn”™ o ground. As the
computer created movemens, the puwess these paths.
Then, by casefully chorcographing the actions with st and stop
times and speeds, they created a multitude of puppics and pais. “As
we built wp the tool set, the shot became more complicated” Smythe
admmits. “Every time we thought we had cles oc of the paans
would crash into another, or actuslly run the ther—and we
would have 10 redo the timing”™ Then came the final touches, like
nussces i head motion.
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Lighting these types of shots was also dffcul Abeegs Sey
always started with the pattern cinematographer Al Baalie o
ed, often times the question “Does it look night ™ had s S smensd
“We sometimes had 10 move our light aound 5o ger B sy
effect,” Smythe admics. “That’s becanse, in compeater grapiucs, e &
w0t have the same (emination controld with flags aad Sossce Sl &
is available on the real set. However, we can posation our Raies s
where we want—behiad props, as an example. If we Son) wa B
Moor to block the light, no probless. We just twen off the Sour

“The CGI lighting in the library scese was dooe B sl
director Ed Kromer, Often times, Ed would take seversl S8
lights to simulate what was done an (he se1,” he continees. “Whem
there was one strong light in the live action, we might put twe or s
in a CGI arca. By spreading the lights arosad, we were able o ao
them 10 soften each other, thus falling together %0 make one soume

“U's 2 cakulaticn.” he adds. “A 2K maght come from ¥ &
dozen Peppers. We can get the brightness of a 20K into 2 ltle maie
hole. We can even pat filiers in from without worry”

Although several shots were done with the four pert Camess
most were filmed with eighe peef, cither Jocked off or with & wspie
tlt. “Four perf has kess reposationing latitude,” he says. “Thas s
we can’t add bobble or 1ilt 10 the camer move in post. Eighe past
allowed us to add a camera tilt or push in or something thae wosld
belp give moee interest or focus 10 & shat,

*“The lifelike OGI pappies were used for many shots,” he contine
wes, “Sametsmes it was Jots of pups doing specific actions that cosld.
o't be achieved on set. At other times, they were in shots simply oo
dangerous foe & real dog such 2t the shot of Wizzer shippimg and s88-
ing across a patch of ice, or when one of the dogs stands oa the adge
of a treacherous rooftop.™

Even if it was deemod safe 1o “coax” Wizzer across the ice, there
would be no guarantee he could have hit Bas mark without a massive
case of joe burn,

“Bt was ILM’s job 10 create images like these” Smythe con-
chades, “but with such reality that the andience believes a real dog
was in this Kind of dangerous sstpaton ™

Daylight

“The idea was 10 make this film much tougher and more pow-
erful than Backdraft™ says 1LM’s Visual Effects Supervisor, Scott
Farrar. A 15-year veteraa of ILM's magec, Farrar started as a cam-
era operatoe on Star Trek JI: The Wrath of Khkan. In 1985, he
received an Academy Award for Best Visual Effects for his work on
Cocoon.

“This film became an epdate of the old style Hollywood dis-
aster pictare, like The Poseidon Adventure” he explains, “We kad
o flsd 2 way to shoot scenes that were supposed to be 14 or 15 feet
under the water. We needed safety, suspense, and a setup that was
violent and dangerous.”

While [LM has dome various fire effects before, and woa much
acchien foe them, co-Visual Effects Supervisor Joe Letteri and pro.
ducer Denise Ream were determined to give these effects an extra
edge. "Some of them were supposed 1o be quate ‘explosive,” and
some were supposed to be subtle yet interesting.” he says dryly.

“We did some shots in real sets, blowing things up with light
effects around the actors. Other shots were Jone in maniatures, in &
fire wnnel cremed on our stage,” he adds. The cars might bave been
minsatares, bt the fire tannel was rather larpe. escompassing
floor 1o ceiling 30 degree slant on coae of ILM's largest stages

“The tunnel was about five feet by eight feet and 40 feet long”
he says. “We had about 40 fige jets located at exact areas within the
tmael. We had an amszisg plumbing system that could lhiterally
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