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ONE OF THE NINE cameras that photograph the ‘Do You Trust Your Wife?”” TV show
in Hollywood is shown here recording Edgar Bergen and his popular dummy-character
Effie Klinker in closeup during a recent show, as director Jim Morgan (light coat) and his
assistant Raoul Pagel, standing beside camera, look on. Meanwhile, Director of Photography
Dan Clark (lower right) keeps a sharp eye on the lighting.

PUTTING THE EDGAR BERGEN
TELEVISION SHOW ON FILM

Cinematographer Dan Clark uses battery of nine
Mitchell cameras to photograph “Do You Trust Your
Wife?” in a continuous run.

By ARTHUR

N INE MITCHELL 35MM cameras are
used to photograph Edgar Bergen’s
weekly television show, “ Do You Trust
Your Wife?”. The nine cameras and
the lenses supplied with them are rarely
the same as used the previous week and
invariably it is a different camera crew
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that is supplied by the Union for the
one-night-a-week chore of recording on
film one of television’s top hit shows.
Obviously, this poses problems for Dan
B. Clark, AS.C., the show’s Director
of Photography.

Technically, the thing Clark misses
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most is lenses calibrated in T-Stops.
Clark, who at one time headed the
Camera Department at 20th Century-
Fox, is an exponent of the T.Stop sys-
tem. With uniformly calibrated lenses
on all the cameras, he says, photo-
graphic quality of the show would be
greatly improved. This typifies the con-
scientious effort with which Clark has
tackled the photography of this show
since its inception. He photographed the
pilot and has directed the photography
of 37 shows to date. To the eye of the
discerning technician, each show reveals
consistent improvement both in the pho-
tography and lighting.

“Do You Trust Your Wife?” which
is produced by Don Fedderson in asso-
ciation with Edgar Bergen and directed
by Jim Morgan, is a novel quiz pro-
gram in which married couples are the
contestants and the husbands make a
choice of “trusting their wives” or trust-
ing themselves to the give the right an-
swers to questions propounded by quiz-
master Edgar Bergen. Bergen’s interna-
tionally-famous associates, Charlie Me-
Carthy, Mortimer Snerd and Effie Klin-
ker, also make brief appearances. Read-
ers who are regular followers of the
show will recognize the typical program
scene pictured in photo on this page.

In the early days of the show, the
set was spread out too much, which
posed problems in the lighting. Clark
has convinced the producer that by
compressing the set—keeping Bergen
and his contestants closer together at all
times—photography can be simplified
with improved quality resulting on the
screen. Today, most of the show’s action
is staged within an area of approxi-
mately 12 feet, although the varied ca-
mera angles and expert editing give
the illusion of greater space. The setup
is pictured in the photo at top of page
and shows one of the cameras photo-
graphing Bergen and Effie in closeup
as Bergen interviews two contestants.

Although “Do You Trust Your
Wife?” is a CBS program, it is photo-
graphed on Tuesday nights on Stage A
at NBC’s studios in Hollywood where
each week on a different night the
Groucho Marx Show is filmed. Actually,
the filming format of the Bergen show
is quite similar, except that eight ca-
meras are used on the Marx show com-
pared to nine used on Bergen’s. The
show follows the same “live audience”
format as the Marx show, which means
that it proceeds continuously before a
studio audience with the cameras and
sound apparatus recording continuous-
ly all that is said and done. Filming
consumes the better part of an hour,
during which time between 20,000 and
30,000 feet of negative is exposed.
Later this is edited down to the stan-
dard footage for a half-hour show.

Eight of the nine cameras are dis-
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persed in pairs at strategic points around
the set, the pairs designated for refer-
ence as A, B, C, and D. The ninth
camera works alone. It is set up behind
the set and is focused on the twin black-
boards to which Bergen sends his con-
testants to work out answers to quiz
questions. It is started and stopped by
remote control by Clark from a position
directly in front of the set. Lens used
on this camera is a 25mm.

The pair of cameras in the A group
are to the left of the set and work with
100mm lenses. They are focused on
Edgar Bergen, the dummy (when one
is used), and announcer Bob Lemond
whenever he comes to the microphone.

The B group cameras are directly in
front of the set and pick up the whole
set in a master shot—including Bergen,
the contestants and the sponsor’s sign
hanging just above in the background.
The working lenses on these cameras
are 50mm.

The C and D group cameras are at
the right of the set. Their arrangement
is shown in the photo on the cover and
also in the illustration on page 434.
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WHILE DIRECTOR of Photography Dan Clark (center) checks the
light with a meter, operators stand by four of the nine cameras
that record the Edgar Bergen show, *“Do You Trust Your Wife?"

The. first two cameras work with 75Smm
lenses and are focused on the contes-
tants. The next two cameras are the
D group; with 150mm lenses, they re-
cord the contestants in closeup.

Unlike the conventional feature mo-
tion picture, the Edgar Bergen show
is recorded continuously as it pro-
gresses. There is not the usual interrup-
tion for change of camera setups to
make closeups, reverse angle shots, etc.
Four cameras are turning continuously,
recording the action from four different
angles and in different aspect dimen-
sions (closeups, long shots, etc.)

As the show starts, picture and sound
are syncd with slate and clapstick on a
recording tape which runs continuously
throughout the filming of the show.
Thereafter, only the picture film is sync-
marked with a bloop light in each cam-
era, as follows: When the No. 1 camera
in each position (A, B, C, and D) is
running out of film, the No. 2 camera
is started, at which time the films in
both cameras are sync-marked or
“blooped” simultaneously. The No. 1
camera is reloaded and made ready to

resume operation when the film in cam-
era No. 2 nears the end of the spool,
and so on continuously throughout the
show. Each pair of cameras in the A,
B, C and D positions (see diagram)
operate independently for protection in
case mechanical trouble should develop
in any one camera.

In the early days of the show when
the set was spread out more, it required
700 amps of light to photograph it. To-
day, with the action compressed within
a smaller area, only 400 amps are re-
quired. Two 150 FC keylight sources
are used. One is directed on Edgar Ber-
gen and the other—coming from a dif-
ferent angle—is directed on the contes-
tants. Carefully adjusted barndoors on
the lamps confine the light beams on
the respective subjects so that one
source does not conflict with the other.

The format of the show plus the fact
that it takes place before a studio au-
dience makes it impossible to use light-
ing equipment on the floor. For this
reason all set lighting units are sus-
pended from the ceiling. This means

(Continued on Page 434)
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PUTTING THE EDGAR BERGEN TV SHOW ON FILM
. (Continued from Page 421)

that more time is required to make a
light change than when floor units are
used. However, Clark now has the light-
ing pattern so worked out that little if
any change is made during a show or
from week to week. One bugaboo does
prevail, however, and that is the ever-
changing intensity of the incandescent
lamps used. Because the lights burn for
long periods at a time—are not shut off
and re-lit frequently as in usual studio
production practice—they gradually di-
minish in intensity and have to be re-
placed. A very close check therefore is
kept on the illumination at all times.
One other lighting problem is ever-
present, according to Clark, and that is
the one posed by the clothing worn by
the various contestants. This is an im-
portant factor that always must be
taken into consideration if the photo-

graphy is to be acceptable; and as there
are two to four pairs of contestants
taking part in each show, the lighting
must be flexible enough to accommo-
date all. Each Tuesday evening before
the show begins, the contestants that
are to take part come to the stage where
they are briefed on how and when to
enter, and where to stand with respect
to the microphones. This gives Clark
opportunity to observe the skin tones
and wearing apparel of each and to ar-
range cues for any light changes that
may be necessary when they appear
before the cameras.

Clark has taken a great deal of pains
to achieve pleasing lighting of the set’s
background. He uses cukalores abun-
dantly to enhance the lighting pattern
here which, at the same time, sets off
the sponsor’s name which hangs promi-

BLACKBOARD
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DIAGRAM shows positions of the nine cameras used in photographing the Edgar Bergen
TV show, “Do You Trust Your Wife?" There are four groups of 2 cameras each. One camera
in each group is always shooting; 2nd camera takes over when 1st camera reaches end of
roll of film. Each camera group has a particular function and the coverage is shown by

broken lines.
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nently above the set. Incidentally com-
position of the lettering in the spon-
sor’s name panels (there are two, al-
ternating every other week—Frigidaire
and L & M Cigarettes) creates no small
problem in lighting. The letters are
coated with reflective material to en-
hance their brilliance, and the set light-
ing has to be precisely adjusted in order
to prevent glare from the panels reach-
ing any of the camera lenses.

Any notable changes that Clark
makes in the lighting has to be carefully
charted for the reason that there are
invariably pickup shots to be filmed
after each show for shows filmed a
week or several weeks earlier. Because
any change in the lighting of such shots
would show up sharply when contrasted
with the rest of the show’s footage,
Clark always refers to his lighting log
for that specific evening and makes
sure that the same lighting pervails for
shooting the pickup shots.

Pickup shots are those filmed after
the main show has been photographed
and replace takes that include “boo-
boos” or mistakes by Bergen, announ-
cer Lemond or the contestants. Most
pickups are shot in closeup to make it
easy for the film editor to intercut them
into the show in the most unobtrusive
manner. Unlike with theatrical motion
pictures, when anyone on the “Do You
Trust Your Wife?” show forgets a
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word or a line or otherwise makes an
error, the cameras keep right on rolling
and thé show goes on. Pickup shots
filmed later take care of such errors.

Right now Edgar Bergen, Dan Clark,
director Jim Morgan and all the others
who work together to put this rollicking
TV program on film each week are on
vacation, The show resumes shooting
late in August when the company will
begin filming the 14 shows remaining
on its 1956 schedule.

In the meantime, it can be expected
that Director of Photography Dan Clark
will have some new ideas for further
enhancing the photography.

“QOur next major improvement,” he
says, “is to acquire T-stop lenses for

all our cameras. With the cameras thus

equipped, we can insure uniformity in °

all nine camera negatives: lighting
values and meter readings will then be
valid for all. Without the use of T-stop
lenses, such uniformity is impossible in
a multiple-camera undertaking.”

On this proposed improvement Ed-
gar Bergen heartily agrees. An avid
photography enthusiast and no mean
cinematographer himself (Bergen owns

:several profesional 16mm and 35mm

cameras; is also a member of the A.S.
C.), his understanding of the director
of photography’s problems has made it
easier for Clark to achieve the success
that he has in putting “Do You Trust
Your Wife?” on film.

KEEP IT CLOSE!
(Continued from Page 432)

find their way into holiday films. And
this is equally true of the atmospheric
closeups of almost any setting.

Close shots tend to be regarded as
useful only for “shock” cuts or reaction
cutaways.  Actually this last use
emphasizes why few closeups are ever
wasted, while long shots often have to
be relegated to the waste bin if they’re
not to upset the balance of the film.
There is practically always some place
for closeups, even if its not quite the
spot that was originally intended.

For instance, you may shoot a scene
for a drama at a fairground stall: A
man studies the ticket which may win
him a substantial prize. While the
pointer spins, he drums his fingers on a
ledge.

Perhaps when you come to edit this
sequence you find that you have plenty
of material to build up tension by cut-
ting between the man, the prize, the
pointer and onlookers. A big closeup
of drumming fingers might make the
sequence too heavy for a comparatively
minor plot incident.

But this is just the kind of closeup
that has a hundred uses. Instead of
dismissing it as wasted, file it away
among your stock shots. Eventually
you'll find a need for it. A husband
waits for his wife. You've taken shots
of him looking at his watch and pacing
up and down, but you haven’t enough
material of sufficient variety to intercut
with the shots of his wife as she hurries
towards their rendezvous. If you
haven’t thrown those drumming fingers
into the waste bin, here’s an ideal
chance to use them.

Alain Pol, the talented French di-
rector, has made a twenty-minute short
which tells the story of a man’s entire
life solely through shots of hands. His
“Jeux des Mains” takes the idea rather
too far, of course. Nevertheless, it does
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prove the extraordinary power of the
closeup, and confirms that the face is
not necessarily always the truest guide
to emotion.

A girl is being questioned by her
father. He demands an answer again
and again. She looks blank, expression-
less. What is she thinking? Her face
may disguise her thoughts, but her
hands, twisting at a handkerchief,
clenching a fist or digging the nails into
her own flesh, can provide the clue.
Here the closeup is all-important.

But such examples, you may be
thinking, are special cases which do
little to justify the contention that at
least half the shots in a film should be
closeups. Let’s break down an imagi-
nary sequence from treatment into
shooting-script and see how essential
close shots can be if interest and tension
is to be maintained.

George Brown returns home late one
evening after several drinks with his
friends. As he approaches the house, he
notices a light in his window. When
he bursts in he discovers two strangers
sitting in his chairs, smoking his cigar-
ettes and drinking his whisky.

So much for the treatment. (No,
don’t ask for the explanation. I don’t
know the answer—but the situation
might well bear developing into a short
comedy, or perhaps a thriller.) Let’s
start the shooting script where George
leaves his friends to return home. Let’s
assume, too, that this is the opening
sequence of the film, and that no details
about George or his home have yet been
established. ‘

Opening shots are almost traditionally
long shots. The most notable excep-
tions are the openings of G. W. Pabst’s
films, where he usually selects one sig-
nificant detail in a set or location, opens
with it and gradually discloses the rest
of the scene. But the more orthodox
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convention is the L.S.—M.S.—C.U. rou-
tine, which at once establishes scene,
characters and details in that order.

Here the best opening shot is prob-
ably a L.S. of George silhouetted in a
lit doorway, waving goodnight to his
friends. The door shuts and we cut to
a C.U. of George’s face, lit by the light
shining through the glass panel of the
door. His smile fades. Another C.U.
shows his fingers fumbling for a cigar-
ette. He drops the packet.

In M.S. George goes down on his
hands and knees to search. A facial
C.U. shows him muttering to himself.
In the next C.U. we see his hands grop-
ing clumsily along the path.

Back to a M.S. as he straightens up,
a little uncertainly, still without the
cigarettes. He walks out of frame,
equally uncertainly. A M.S. panning
to L.S. as he turns out of the gate shows
him guiding himself by patting the
hedge with one hand as he ambles away
from the camera.

A C.U. of a cat nestling on top of the
hedge. George’s hand enters the frame
and lands squarely on the back of the
cat, which scurries off in alarm. A
quick C.U. of George’s startled face as
he reacts—then a M.S. as he steps
hastily back and tries to pull himself
together. He tugs a handkerchief from
his pocket. As he does so-an envelope
flutters to the ground. (7o Pg. 438)
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