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Early in 1967, Producer-director Roger Corman, work-
ing with American-International, began searching for the
technical assistance that he would need to produce «
film depicting the hallucinatory experience known as an
“acid trip.”’ He had determined that he wanted to show
the psychedelic effects which we know of as a "light
show,” and he needed someone skilled in such produc-
tions.

Since San Francisco was, at that time, the stronghold
of psychedelia, it was there that he began his hunt, But
when he spoke to Peter Gardiner, of Charlatan Produc-
tions, who had been responsible for many of the most
noteworthy light shows to appear on TV in Los Angeles,
Mr. Gardiner showed him some of the effects that 1 had
produced for him. These were evidently what Mr. Corman
was looking for, so, within a short time, | was contacted
and given the assignment to create the effects for *““THE
TRIP."

There were three major sequences required: the night-
club sequence, the love sequence and a series of inserts
to be spaced throughout the movie, particularly during
the "Re-entry’’ sequence in the last reel.

Fortunately, | had had a number of prior experiences
in the production of such special effects. In the fall of
19664, | had delivered a 13-week series for Channel 9,
called “The Boss City Show,” and this had acquainted
me with the many technical problems to be solved. In
the course of this extensive project, | had wocked out a
method for getting sufficient light, enouyh changes of
effects, and of maintaining o pucing that kept excife-
ment at a peak. Thus | was prepared for some of the
problems that | would face when adapfing these effects
to the motion picture screen.

Besides this, | had done a short experimental film en-
titted “VOYAGE OMEGA," for Charlatan Productions in
February of 1967, which, | believe was the film which
convinced Roger Corman that we could do a good job
for him. | had one other prior experience in the field of
filmed psychedelia: | had sat in as technical advisor on
special effects during the making of UPA’s film, ““TURN ON,
TUNE IN, DROP OUT,"" in which so-called *‘psychedelic ef-
fects”” were used as a background for an LSD excursion
described by Timothy Leary. The techniques used for the
Tim Leary film consisted of slide projections with color
wheels rotating in front of them, and overhead projectors,
which projecied what are now called *‘liquid shows' (a
splashing of liquid colors between waich-crystal dishes).

I had done a crystal projection for one portion of that
film (which ended up as a modern-day transistorized im-
provement of the original Auroratone process of Cecil
Stokes), though not much of it wound up in the final version.
But | gained through each experience. After experiment-
ing with these films {and with other lesser ones), 1 had
quite an inventory of hardware, projectors, clectronic con-
trols, and special effects—all of which came in handy in
the final shooting of ““THE TRIP.”

Jack Nicholson's script called for considerable use of
strobe lights in the nighiclub sequences and, at the time
when | was contacted, there was no sirobe device avail-

(LEFT} Producer-direcior Roger Corman sought fo involve the audience in o *“‘mind-blowing” subjective experience through the use of bizarre visual
and audio elements for American International's *THE TRIP.” (CENTER} Abstract designs projected onto the bodies of Susan Strasberg and Peter
Fonda during confroversial love sequence were necessarily under-exposed, but made printable through extended developmetn of Eastman Color
Negative. {RIGHT} Director of Phofography Arch Dalzell clowns between set-ups with ‘‘Spider Woman''—one of many weird characters swarming
through the LSD-expanded consciousness of the film’s insecure non-hero.







experiences were critical to the entire effect of the film.
We decided to use the classic dream images and symbols
which had been researched by Dr. Karl Jung, the noted
psychologist.

In order to do this, the images themselves were photo-
graphed on high-contrast black-and-white film. From
there they were transferred, through colored gelatins,
onto 35mm film strips. From these we prepared the master
film strip that was actually used in the production. We
decided upon the procedure which we utilized in order
to accommodate the Graflex ‘“Compact’’ Projector {trade
mark) with 150-watt filaments, that we had already used
in prior experiments.

During a period when we were doing the research that
went into the production of my book, ‘“‘Light Show Man-
ual,” in which | have diagrammed many of the machines
needed to produce light shows, | had learned that high-
wattage bulbs were valueless in producing *‘flicker” ef-

Classic dream images and mystical symbols flashing sub-liminally
throughout the striking “re-entry” sequence were photographed orig-
inally using high-contrast black-and-white film, after which they were
re-photographed through various color filters onto Eastman Color Neg-
ative for use as master film strips fo be combined with slide effects.
Six heads of the optical bench were used to produce composite.

fects. | found that, if | used high-wattage bulbs, and keyed
them by switching the filaments of the projectors on and
off, the thermal inertia of the lamp filaments would re-
quire several frames of footage in which to decay and
go out.

This lag between signal and action made such bulbs
useless for our purposes. By using lower-wattage lamps,
however, we could get the flicker effect accurate within
a frame or so. | constructed an optical bench which en-
abled us to shoot the visual inserts in real time—rather
than using animation techniques (in other words, stop-
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motion exposure). We actually ran our 35mm Arriflex
cameras af 24 frames per second and keyed, by micro-
switches, the three channels of film strip images and three
channels of slide projector images as we desired. We
used all six heads of the optical bench on many parts of
these inserts. This gave us the very rapid changes of
symbology, which proved so effective in the finished film.

Some of the symbols used were “‘alchemical” or mys-
tical symbols, which had been copied from some of Alies-
ter Crowley’s works, and from other books on magical
and occult symbology. Other forms used were taken, as
already mentioned, from Jung’s research.

The reason for the rapid flicker rate was psychologi-
cal. Research on subliminal stimulation has shown that as
little as one frame in a film, 1/24th of a second, of data
can be registered by the unconscious mind and can cause
an impression to be made on the consciousness of the
beholder. We had found, through previous experiments,
that two physioclogical constants were involved in this
process.

One was the epileptic flicker-rate of the brain, which
is approximately 12 to 14 cycles per second; the other
was the alpha rhythm of the brain. If the images which
flashed on the screen approximated the time intervals of
these natural constants, there was an unconscious re-
sponse fo the imagery, even though the viewer might not
be aware of the images on a conscious level.

It is inferesting to note that when Peter Gardiner sat
through "THE TRIP,”" when it was shown at the Four Star
Theater, he noticed that, during the portions of the film
when these subliminal images were flashing on the screen,
some members of the audience became highly agitated.
They obviously were reacting to the rhythm impulse of the
flashes. This was especially effective, since Dennis Jacob,
who edited this portion of the film, had worked with an eye
toward enhancing this effect.

A great deal of the sensuality which came through in
the controversial love sequence was due to the art work
of Dr. Henry Hill, the psychedelic artist, who granted us
permission to photograph some of his paintings, which
we then projected onto the bodies of the actors. It is un-
doubtedly this combination of art and life that caused
film reviewer Richard Whitehall to say that these were
the most sensual love scenes that he had ever seen on
film.

Some of the hardware which was actually used in this
production, as well as in others [such as Tim Leary's
“TURN ON, TUNE IN, DROP OUT"}, is illustrated in the
accompanying photographs.

FIGURE 1 shows a modification of the Kodak Car-
ousel Projector, which we found to be quite useful. A
beer-can snoot is mounted over the zoom lens on this
500-watt projector. A motorized filter wheel is rotated in
front of this attachment. Inside of the snoot is a dove
prism. The purpose of the dove prism is to invert the im-
age, or a portion of the image, as it appears on the slide.

As the segments of the color wheel rotate in front of
the dove prism {and also in the path of light not inter-
rupted by the dove prism)}, there is a weaving and spatial
reversal of the image. This creates, as Dr. Hill describes
it, a very “paraviscial”” effect which is highly intriguing;
it animates the slide, and is a good compromise between
the still slide and the totally animated light show. If a
reader is interested in duplicating this process, he can
purchase dove prisms at the C&H Sales Co., a war sur-
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plus and optical house in Pasadena, California.

FIGURE 2 shows our little optical bench. At the time
of the filming of ““THE TRIP,” this was set up on a coffee
table in my living room. All of the special effects were
created on this bench. |t consisted of six light dimmers
{full wave); silicon-controlled rectifiers, in series, with the
filaments of the lamps of six projectors. In series with
these were six micro-switches, arranged so that they could
be played like a piano keyboard, three switches by the
left hand and three by the right, These ‘‘keys" are identi-
fied by the word "'flicker"" in the photograph.

This panel was connected to the three Graflex Com-
pact Projectors and the three Kodak Carousel Projectors,
mentioned earlier. The color wheels of the compacts can
be seen in the photograph.

FIGURE 3 shows another view of these same connect-
ed projectors. The array of images produced by these
six projectors was projected on a Bodde rear-projection
screen, which was about 2’ by 3’ in size. The camera on
the opposite side of this rear projection unit did the actual
recording of the flashing images—in real time. We had
played with animation techniques (stop motion, single-
frame work]}, and had found that we got a far more realis-
fic effect if we actually played the instrument in real time
and photographed it in real time—preferably to the
music which was actually used as a background for this
sequence,

FIGURE 4 shows the manner in which the instrument
was actually used. Another feature of the Graflex
Compact is that the pull-down mechanism for changing
the frames of the film strip was solenoid-operated, and
would activate in less than a 24th of a second. In this
way we achieved the capability of instantaneous change
between images for our system, whereas the usual slide
projector takes perhaps 2 second to 2 seconds to make
the same change.

FIGURE 5 shows our specially-modified overhead pro-
jectors. We used four of these during the filming of
the nightclub sequence, as well as the love sequence. We
first modified them by building internal dimmers into each
machine, so that the light could be balanced between
pairs or clusters of the projectors.

We have, since then, been using this type of light pro-
jector, during live light shows, for a number of months.
The projectors were further modified by putting in higher-
powered blowers and additional outlets, which we built
into the projectors to run the color wheels and the strobo-
scopic discs (like lobster lights, etc.). In spite of all these
changes, the light sources delivered only about 24 foot-
candles of light onto the subjects, as mentioned earlier,
and this deficiency of illumination was compensated for
by extending the development of the film.

FIGURE 6 is a grab-shot in our living room, showing
the setup which we used for the kaleidoscope projec-
tions onto Susan Strasberg’s and Peter Fonda's faces. A
35mm Arriflex camera with zoom lens, is shown here,
pointed at Miss Strasberg. Peter Gardiner, in the left fore-
ground, directed these sequences. The Kaleidoscope pro-
jector is shown in the center of the frame, and one of the
Carousels is at the top of the coffee table. Makeup man
and union standbys are in the background. Camera work
on these sequences was done by Allan Davieu.

FIGURE 7 shows another view of the kaleidoscope
projector which was built and modified especially for
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FIGURE 1—Modification of Kodak Carousel 500-watt projector with
*beer can'’ snoot attached to zoom lens was used to create weaving
and spatial reversal of images. Dove prism is mounted inside the
snoot, while motorized color filter wheel revolves on the outside.

these sequences. This was only a 500-watt unit, so we
were pretty well limited to shooting these effects wide
open.

FIGURE 8 shows the finished strobes that we used in
the nightclub sequence for “THE TRIP,”" and again later
in **'SOFT RIDE,” for 20th Century-Fox, and in “WILD IN
THE STREETS," for American-International. These strobes
had to be designed so that they could be hand-held.
They also had to deliver 15 to 20 times more light than
do the litile General Radio '‘Strobotac’ strobes, which
have been used at ‘“‘happenings,”’ parties, and in many
light shows.

The schematic for these liftle strobes is included in my
"'Light Show Manual.”” Most of the major components are
visible in this photograph. These strobes can be built for
about $30 apiece, now, but at the time they represented
quite a breakthrough. Nothing of the sort was available
on the market, and we had to build our own.

For the size of the package, they put out a fantastic
amount of light and some heat, so we don’t recommend
running them for longer than three or four minute se-
quences.

FIGURE 9, is of the author, Bob Beck, with a cluster
of three of the overhead projectors, demonstrating the
manner in which they actually were used during the film-
ing of the effects for ""THE TRIP."" In the love sequence,

Continued on Page 196

(LEFT) FIGURE 2—Optical bench with Bodde rear-projection screen
was set up on coffee table to film all of the stunning visual effects
created for “THE TRIP.” (RIGHT]) FIGURE 3—Closer view of optical
set-up showing six micro-switches that can be played like a keyboard
to blend separate images from six channels.
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