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HOW DID WE MAKE THE 
"QUIETEST, BEST PERFORMING, 

MOST PROFESSIONAL REFLEX 
BNC CONVERSION” EVEN BETTER? 

...by adding original auxiliary finder 
with matched captive cams! 
You might say we’ve improved on perfection. 
You just can’t top a reflex camera for 
tight shots, zooms and dollies. For swish 
pans, quick tilts and long shots, ^ 
however, the addition of the finder 
offers the last word in 
comfortable viewing. The 
power-packed advantages 
of a synchronized-to-lens 
finder, plus reflex viewing, 
provides you with an 
unbeatable combination. 
And, it’s all yours with 
the CSC Reflex BNC 
Conversion. 

It’s very much 
worth your while 
to send for further 
details TODAY! 

camera service center, inc. 
sales affiliate • CAMERA SALES CENTER CORPORATION 

333 WEST 52nd STREET • NEW YORK 10019 • (212) 757-0906 
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Light Stands 
□ Professional stands for motion picture, television, 

photographic studio and location lighting. □ Aluminum 

and steel construction. □ Stability 

at any height. □ Positive locking of all sections. 

Spring-loaded center posts prevent “finger-pinching”. 

□ Castered models for maximum mobility. □ Legs fold for 

compact storage. DSee our light 

stands on display at your nearest Colortran Dealer. 

Write for detailed literature. 

Berkey-Colortran, Inc. 
1015 Chestnut Street, Burbank, California 91502 

Telephone: (213) 843-1200 
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GENERALCAMERA IN NY 
WE HAVE ENJOYED SERVICING THE PEOPLE OF THE FOLLOWING PRODUCTIONS: 

“MIDNIGHT COWBOY” 
DIR.: JOHN SCHLESINGER/DIR. OF PHOTOG.: ADAM HOLENDER 

“GOODBYE COLUMBUS” “ME NATALIE” 
)IR : LARRY PEERCE/DIR. OF PHOTOG.: GERALD HIRSCHFELD, A.S.C. DIR.: FRED COE/DIR. OF PHOTOG.: ARTHUR ORNITZ 

“THE KREMLIN LETTER” 

GENERAL CAMERA CORP. 
321 WEST 44th STREET, NEW YORK. N.Y. 10036 

DIR.: JOHN HUSTON/DIR. OF PHOTOG.: TED SCAIFE. B.S.C. 
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BIRNS & SAWYER 

STUDIO EQUIPMENT SALE 
Birns & Sawyer Brings You M.G.M. 
Studio Cranes at Realistit Prises! 
In the past, we have brought you serviceable and usable studio 

equipment from Columbia, Warners, Republic, ZIV, Universal, and 
other major studios. Now, once again, B & S offers the best avail¬ 
able — this time from M-G-M, eight valuable studio cranes, electri¬ 
cally operated, reaching as high as 34 feet! From $1,995 to $4,995. 

Note: The jeep crane is at B & S (Aust.), the Academy crane 

These cranes helped shoot $2,000,000,000 worth of classic and memorable Write for spec sheet keyed to equipment numbers. Offered at a fraction of 

film productions, over a quarter of a century of world wide entertainment. replacement value. 

Jack Birns, President of Birns & Sawyer, Inc., shown with M-G-M jeep-crane 
which has been shipped to Birns & Sawyer (Australia) in Sydney, where, 
as part of permanent rental stock, it has worked in a dozen features. 

M-G-M designed and built these R-0 (Reverse Oscillator) cranes as Holly¬ 

wood's most versatile. Lens will operate to six-inches of ground level and 
boom arm can be operated into hole below ground level. 

BIRIMS & SAWYER, IIMC. 
(213) 466-8211 - CABLE: BIRNSAW 

1026 NORTH HIGHLAND AVENUE ■ LOS ANGELES, CALIFORNIA 90038 

OVERSEAS BRANCHES: Birns & Sawyer (England), Dene Lodge, Eaton Park Rd., Cobham, Surrey, England; Birns & Sawyer (Aust.) Pty. Ltd., 
19-21 Cleg St., St. Leonards, Sydney, N.S.W., Australia 2065; Birns & Sawyer - Hong Kong, 17th Floor, Union House, Hong Kong, B.C.C. 
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When available light 
is aH you have, Gaf pan 
film is all you need* 
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Gaf pan® Type 2962 the fast¬ 
est B&W reversal film available 

in Super “8” and double Super “8" 
formats—none faster in 16mm. 

Test a roll next weekend. 

GAF has it. In Super “8” and 
in 16mm formats. 

A super high speed 
reversal film with a moder¬ 
ately fine granularity. 

It’s Gafpan® Type 
2962 B&W reversal film- 
designed specially for film¬ 
ing at very low light levels. 

This pan sensitive, 
super high speed film (E. I. 
500) is probably the most 
useful, adaptable film you’ll 
ever work with. 

Even at this very high 
speed, Gafpan film delivers 
excellent pictorial quality. 

Each frame is sharp, 
has high resolution and ex¬ 
cellent tonal gradation. And 
it has wide latitude to help 
compensate for uneven light. 

Gafpan Type 2962 film 
is well suited to industrial, 
instrumentation, scien¬ 

tific, surveillance, sports and 
news photography. It’s avail¬ 
able in Super “8” in 50', 
double Super “8” in 100', or 
16mm, in all the standard 
roll sizes and perforations. 

So, if you’re filming at 
night, or in poorly lighted in¬ 
teriors—in short, if you think 
there may not be enough 
light for your present film- 
try Gafpan film. 

It’s all the film you 
may ever need. 

For technical informa¬ 
tion on Gafpan Type 2962 
film, just mail in the coupon. 
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Call, Write or Wire 

Our exclusive Silent Pellicle Reflex 
Conversion System won the coveted 
Academy Award in 1968 (the only 
Reflex BNC to be so honored) 
Positive proof of superiority and 
excellence. 

Used BNC’s sold for $ 12,000 to $ 15.000 a year ago. Your 
BNC is worth as much as $8,000 more today, thanks to our 
SPR. Reflexed, your BNC is probably worth over $30,000. 

You’re money ahead with our conversion 
We’re No. 1. Over 35 of our SPR’s are in use: 16 already 

at Paramount, a like number in work for Universal; in 
Chicago, Detroit, New York, London and Paris. Several 

Panavision features have already been shot with our SPR 
cameras. You’ll get your camera back with no increase in 

no shroud required. 
SPR’s are easy on the operator, easy to clean. Loosen two 
thumb screws and the optical block slides out. No fuss, no 

mess, no bother. With its newly engineered, large, bright, 
flicker-free viewing system and handsomely 

restyled low profile magazine and motor 
housing your converted BNC will be 

better than new 

“THEY JUST DON’T MAKE ’EM LIKE THEY USED TO! 

CINEMA PRODUCT DEVELOPMENT CO. 
2044 COTNER AVENUE, LOS ANGELES, CALIF. 90025 

CABLE ADDRESS: CINEDEVCO 
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Ed Di Giulio says 

TII reflex your BMC 
for $6,000 

or buy it, sight unseen, 
for $20,000' 
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SERIES 6 

SERIES 9 

SERIES 7 

tMn / wan cii ta... 

SERIES 9 
THE NEWLY ARRIVED 

SIX IMAGE ROTATING PRISM 
FOR 12 T0120 ZOOM 

EXCLUSIVE FROM F&B/CECO 

only $39.95 

OTHER POPULAR IMAGE ROTATING 

PRISMS ARE SHOWN A T RIGHT 

SERIES 8 

F& B/CECO C. 
Branches in: Cleveland/Atlanta/Washington, D.C./Buffalo 

7051 Santa Monica Blvd. 
Hollywood, Calif. 90038 

Telex: 69-4536 
(213)469-3601 

315 W. 43rd St. 
New York, N.Y. 10036 

Telex: 1-25497 
(212) JU 6-1420 

51 East 10th Avenue 
Hialeah, Florida 33010 

Telex: 51532 
(305) 888-4604 



Now there are two of us. 

I’m an ME-4 Chemist. I’m an ME-4 Chemist. 

We’re proud and pleased as punch—to join that other company in supplying 
your ME-4 processing chemical needs, and, we’ve gone a few steps further... 

FOR ALL GUYS! FOR THE LITTLE GUY! 
• A new 12-gallon size unit (packaged 

four 3-gallon sets per case). 
• Consists mainly of liquid concentrates. 
• Savings on labor when mixing. 
• Eliminates expensive chemical waste. 

FOR THE BIG GUY! 
• We have the conventional 100 liter size 

in handy, easy-to-mix packages, 
competitively priced. 

Quality ME-4 chemistry is manufactured by FR 
under license from the Eastman Kodak Company. 

All chemicals meet the specifications of the 
American Standards Association for 
photo-grade chemicals. 

For further information about FR’s ME-4 EKTACHROME 
processing chemistry, mail the coupon now. Users in L.A. 
and N.Y.C. ask about our Ready-to-Use Solution Service 
Program. 

THE FR CORPORATION 
A SUBSIDIARY OF TECHNOLOGY INCORPORATED 

951 BROOK AVENUE / 3031 FIERRO ST. 
BRONX, N. Y. 10451 / LOS ANGELES, CALIF. 90065 

• Service back-up. 
• Free process manual with initial purchase 

of chemistry. 
• PH Adjuster Kit for maintaining chemical 

tolerances. 
• Eliminates the need of expensive 

laboratory reagents. 
• Simplifies PH Adjusting procedure. 
• Packaged in Ready-to-Use form. 

THE FR CORPORATION 
951 Brook Avenue 3031 Fierro St. 
Bronx, New York 10451 Los Angeles, Calif. 90065 

Gentlemen: 

□ Order Enclosed. Please send free PH Adjuster Kit. 
□ I am interested in knowing more about your new, 

simplified ME-4 chemistry. 

NAME 

TITLE 

FIRM 

ADDRESS 

CITY STATE ZIP 

I J 
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new “break-thru” £ |, i 
REVOLUTIONIZES 
processor 
performance! 

Looking for smooth all-format capability, 

constant processor speed, and full utilization 

of chemical solutions? Join the leaders who 

are already benefiting from this significant 

new modification in processor design. Write 

today for complete details! 

REISE ENGINEERING, INC. 
1941 FIRST STREET • SAN FERNANDO, CALIF. 91340 



HEAT EXCHANGERS 
Shell and tube type heat exchangers are 
designed specifically for temperature con¬ 
trol of processing solutions. May be used 
for single control or dual control systems. 
Single-pass heat exchanger offers the great¬ 
est amount of heat transfer area in the 
least space. Design permits in-line installa¬ 
tion. Both models come in lengths from 10" 
to 60" and are available in heliarc welded 
Type 316 stainless steel or Hastelloy Type C. 

£OoJLtfr ^REISE ! 
for finest quality PROCESSOR 

ACCESSORIES & REPLACEMENT PARTS 

FILM ROLLERS 
Special ball-bearing design provides a re¬ 
markable free-rolling characteristic that elim¬ 
inates drag and promotes smooth processor 
operation. Available in 16, 8/16, 35, 16/35, 
and 70mm. For shaft diam. V5>". %" (also 
3/i" — 35mm only). Choice of stainless steel, 
pyrex, or nylon ball bearings. 

FILM SPROCKETS 
Made primarily for lab processors and engineered 
to sprocket tolerances found only in finest 
quality motion picture cameras. Available for all 
film sizes and all types of perforations. Choice of 
a wide range of diameters and shaft sizes. 

WATER MIX VALVE 
Designed to mix hot and 
cold water in a pneumatic¬ 
ally operated proportional 
temperature control sys¬ 
tem. 

BACKING BUFFER 
for removal of all antihalation 
backings requiring mechanical 
scrubbing. Employs water jets 
and air squeegee in combina¬ 
tion with power-driven buffing 
wheel. 

SQUEEGEES 
lllus. are knife squeegees for prevention of carry¬ 
over of both chemicals and water, and high 
efficiency box-type squeegees for final squeegee¬ 
ing before drying. Both types are available in 
16mm and 35mm sizes. 

OTT SQUEEGEE 
High efficiency air squeegee is 
principally designed to remove 
all surface moisture before sound 
track application or where com¬ 
plete removal of surface moisture 
is critical before drying. 

WAXER SOUND TRACK APPLICATOR 
Full-width wax applicator for use 
at take-up end of processor. Com¬ 
pletely self-contained, self-powered 
unit with automatic fluid level con¬ 
trol. 16mm and 35mm sizes. 

for 35mm, 16mm, and 35-35/32mm combina¬ 
tions. Concentricity of backing wheel to appli¬ 
cator wheel is held to Within .0005". Appli¬ 
cator wheel is micrometer-controlled to insure 
precision adjustment and repeatable settings. 

DRIVE CLUTCH ASSEMBLY. 
An adjustable friction-type 
clutch for use on tendency- 
drive processors or as a 
take-up clutch on chain-driv¬ 
en processors. 

HOLD-BACK CLUTCH ASSEM¬ 
BLY. An adjustable hold-back 
unit for maintaining tension 
on the feed spindles of the 
processor loading end. May 
be supplied with various 
types of output shafts. 

TREISE ENGINEERING, INC. 
1941 FIRST STREET • SAN FERNANDO, CALIF. 91340 • (213) 365-3124 



The Beaulieu R16B “Automatic” 
isn’t the only 16mm reflex camera 

with a mirrored shutter. 

But the other ones cost at least twice as much. 

The mirrored shutter is one of the most 
critical differences between ordinary 
cameras and precision cameras. The 
Beaulieu's mirrored shutter is the guil¬ 
lotine type, angled at 45°. When it's 
open, all the light passes directly onto 
the film through the finest 12-120mm 
zoom lens made, the Angenieux. And 
there's no prism interfering between 
the lens and the film to cut down light 
intensity. When the shutter is closed, 
it's bouncing all the light through the 
reflex viewfinder. So your eye is get¬ 
ting the same brilliant, sharp image the 
film is. There are no parallax problems. 
There's no guesswork. 

Monitoring the light is the finest auto¬ 
matic exposure control system ever 
built. The heart of it is a Gossen light 
meter, located behind the lens and 
linked electronically to a miniaturized 
servomotor that rotates the Ange- 
nieux's iris diaphragm ring. This system 
keeps the lens aperture constantly at 
the correct exposure setting, no matter 
how rapidly the light is changing. 

Another advantage of the R16B ''Auto¬ 
matic'' is its weight, or lack of it. The 

100 ft.-load camera body (less lens) 
weighs a remarkably light 4’4 lbs. And 
even when you load it up with a 200 ft. 
magazine, a sync pulse generator, and 
the Angenieux 12-120mm zoom lens, 
it still weighs only IOV2 lbs., including 
the battery! 

It's a nickel cadmium battery, and it's 
built right into the camera handgrip. 
Powerful? Beaulieu's 1000mA battery 
will roll 1600 ft. of film on a single 
charge. And you can replace it with a 
fully charged spare in seconds. 

Not having to wear a battery strapped 
around your waist or swinging over 
your shoulder can make quite a differ¬ 
ence when filming. Particularly when 
you want to hook up your Beaulieu 
with a professional recorder, like 
Nagra or Uher, for sync sound filming. 

Wondering about the price? Then add 
up all the features of the camera—light 
weight, rock steady pictures, automatic 
exposure control, an electronically reg¬ 
ulated motor, and a mirrored shutter. 
Then add to those features some rather 
important optional equipment —a 200 
ft. daylight-load magazine, a sync pulse 
generator, an Angenieux automatic 12- 
120mm zoom lens, and a rechargeable 
nickel cadmium battery. The whole 
package comes to a little over $2,650— 
at least half the cost of any other pre¬ 
cision camera with a mirrored shutter. 

CINEMA JBjemdi&iL 
A DIVISION OF HERVIC CORPORATION 

To receive literature on the Beaulieu 16mm 
camera, visit your finest camera store or write 
Cinema Beaulieu, General Office: 14225 Ven¬ 
tura Blvd., Sherman Oaks, California 91403. 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

UNIQUE "SLIMLINE" 
LAMPS INTRODUCED 

Bardwell & McAlister Inc. announces 
the availability of its new "SLIMLINE” 
2000-watt tungsten-halogen "Quartz" 
light. 

DESCRIPTION: 
The versatile "SLIMLINE II" is a 

high-intensity, continuous duty light 
source designed for TV and motion 
picture studios. The tungsten-halogen 
"quartz" lamps operate directly on 120 
volts, AC or DC. A rugged new housing 
design allows "flo-thru" convection 
cooling. Reduces heat-load and increases 
unit life. 

The 4-leaf style barndoors are unique 
in that each barndoor has its own 
spring-loaded hinge. Barndoors can be 
adjusted individually for positive light¬ 
ing control and sharp edge cut-off. 

Model is also available without barn¬ 
doors. 

Adjustable, heat-resistant knob and 
"thrust-bearing" between lamp housing 

and yoke provide easy rotational con¬ 
trol. Proper "tension" prevents undesir¬ 
able movement; new one piece reflector 
design increases light output without 
"peaking"; provides a smooth, even 
light pattern. 

APPLICA TIONS: 
These light-weight, portable units, 

designed for broad fill and flood lighting 
applications, can be used in TV, motion 
picture studios and by professional 
"still" photographers. Extreme care has 
been taken to design a unit that has flat, 
even pattern of light over a wide area. 

Because of its small size and porta¬ 
bility, the "SLIMLINE II" is ideal for 
field use. When the barndoors are 
closed, several of the units can be 
packed together easily into a small 
amount of space. 

The "SLIMLINE II" is available with 
a wide range of lamps in different 
wattages, color temperatures and inten¬ 
sities. 

Further information about the 
"SLIMLINE" light may be obtained 
from: Bardwell & McAlister Inc., 6757 
Santa Monica Boulevard, Hollywood, 
California 90038. 

16mm INSTRUMENTATION 
DOCUMENTATION CAMERA 

The new Photo-Sonics 16mm-1P 
instrumentation/documentation camera 
featuring 200, 400 and 1200-foot day¬ 
light loading magazines that can be 
interchanged in several seconds with one 
hand, is announced by Instrumentation 
Marketing Corporation, Burbank, 
California. 

This quick-change magazine feature 

minimizes the loss of event documenta¬ 
tion at time of film run-out and maga¬ 
zines may be loaded without disturbing 
optical system. Camera speeds by se¬ 
lector switch of 16, 24, 50, 100, 200, 
300 and 400 frames per second; has film 
run-out switch, is dual intermittent pull¬ 
down and dual pin-registered, 28 VDC 
(115 VAC version available), may be 
tripod, top or side-mounted. Accepts 
any "C"-mount lens. Electronics are 
modular solid state. Accessories and 
compatible equipment include add-on 
automatic exposure control, variable 
shutter from 7.5° to 160°, pulse motor 
kit, pulse generators, photo-digial re¬ 
corders, film readers/viewers, etc. 
Literature on request. 

Price: 16mm-1Pwith 200' magazine, 
$2925.00. 

For further information con¬ 
tact: Richard Freeborg, President; 
Instrumentation Marketing Corp.; 820 
South Mariposa Street, Burbank, Cali¬ 
fornia 91506 (213) 849-6251 

PORTABLE TRANSISTORIZED 
A.C. POWER SUPPLY 

A new crystal-controlled A.C. Power 
Supply has been announced by Kam- 
tron Systems Inc. 8331 De Celis Place, 
Unit B, Sepulveda, Calif. 91343. 

The unit, Model PPS-1, will power 
any load up to 100 watts. 

It features precision crystal-con¬ 
trolled oscillator. Integrated circuits, 
automatic charger, output monitor, 
easily replaceable battery pack. 

The supply weighs 7 lb., it can also 
be powered from external 12 VDC 
source or double as a 12 VDC source. 

Unit is supplied with cables and 
shoulder strap. 

Options available: 115 and 230V 
charge capability, 50 and, or 60 Hz 
output frequency, sync-pulse output, 
panel in Spanish, German, French. 

The PPS-1 is priced at $ 792. ■ 
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to warm up the sun 
and dim it down... 

You’re shooting indoors. The cold, bright sunlight is stream¬ 
ing through the window. Rosco Cinegel 85N3 is the fast easy 
solution. It combines the correction of an 85 filter with 30% 
neutral density. 
Also available are 85N6 and 85N9, with 60% and 90% 
neutral density respectively. 
The material, called Roscovin, comes in 54" rolls to elimi¬ 
nate most seams. It’s flexible and adheres to glass without 
taping or framing. Minutes later, roll camera! 
Cinegel is the name of Rosco's complete line of specialized 
cinematic color media designed to make light behave. It in¬ 

cludes shades to warm or cool natural or artificial lighting 
situations as well as variations and combinations of neutral 
density. To match media precisely to need, Rosco manufac¬ 
tures three different types of Cinegel. Roscolene is a rugged 
plastic of good rigidity. Roscolar is designed to withstand the 
concentrated heat of quartz lighting. And Roscovin is a high¬ 
ly flexible material which adheres to glass. Cinegel comes in 
30" to 54" rolls, in sizes designed to match the use. Be¬ 
fore your next shoot, get full details 
and a free Cinegel color swatch book. | 
Just write us. HARRISON, N.Y. 10528 

rosco cinegel 
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FOR ALL YOUR PRODUCTION REQUIREMENTS 
CAMERAS 

LENSES 
PANAVISION 

DOLLIES 
CRANES 

TRIPOD HEADS 
HELICOPTER MOUNTS 

LIGHTING EQUIPMENT 
RECORDERS 

SOUND ACCESSORIES 
TELECOMMUNICATIONS 

Arriflex, Auricon, Bolex, Eclair, Mitchell, etc. 
Wide Aperture, Wide Angle, Normal, Telephoto and Zoom. 
Anamorphic lenses, 35 and 65mm. cameras, etc. 
Colortran, Elemack & Moviola. 
Up to 28ft. lens height. 
Cartoni, Miller, Moy, O'Connor, Vinten & Worrall. 
Tyler Major & Mini. 
Colortran, Lowell, Mole Richardson, Battery portable, etc. 
Nagra, Westrex, etc., mono or stereo. 
Fisher Booms, all types of microphones. 
Walkie talkies, Transmitter/receivers up to 25 watts output, 
Loudhailers, etc. 

SOUND TRANSFER: T4in., 8, 16, 17.5 and 35mm., by Westrex. 
EDITING EQUIPMENT: Moviola & Steenbeck Editing Machines, Joiners, Synchronisers, 

Moy Numbering Machines, etc. 

EDITING FACILITIES: Cutting Rooms, Productions Offices, Music & Effects Libraries, 
Mobile Cutting Room & Viewing Theatre. 

DUBBING 
VIEWING 

PORTABLE PROJECTION 
STILL CAMERAS 

CLOSED CIRCUIT T.V 
CAMERA CARS 

HELICOPTERS 
PRODUCTION FACILITIES 

TECHNICIANS 
FREIGHT AND 

PASSENGER HANDLING: 

Westrex 16mm. Reversible. 
16 and 35mm. Single or Double Head. 
16 or 35mm. Single or Double Head. 
Pentax, Polaroid. 
Plumbicon & Vidicon, T.V. Viewfinders for Film Cameras, VTR. 
With front, roof and rear platforms, Casper Camera Cars. 
Alouette II Astazou, Bell 47G4A. 
Full technical crews as required. 
All grades. 

Our own Offices at London & Amsterdam Airports. 

DAY & NIGHT • 7 DAYS A WEEK 
SAMCINE HOUSE, 
303-305 Cricklewood Broadway, 
London, N.W.2. 
ENGLAND. 

Telephone: (01) 452 8090 
Telex: 21430 
Cables: SAMCINE, London.  

SAMUELSON 
FILM SERVICE 
LIMITED 

■ WORLD WIDE SERVICE 

SMUELSOH 
INTIRNATIONAL 

Schiphol Airport (East), 
Building 106, 
Amsterdam, 
HOLLAND. 

Telephone:(020) 171990 
Telex: 14613 
Cables: SAMCINE, Amsterdam. 
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THE EAST’S ONLY SPECIALIST-LIGHTING/GRIP EQUIPMENT/PROPS/GENERATORS/RENTALS/SALES/SERVICE-SOLE DISTRIBUTOR OF MOLE-RICHARDSON COMPANY PRODUCTS IN GREATER NEW YORK 
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Arc 
you putting 

today’s films on 
yesterday’s 

reels? 

Or in yesterday's cans? 
There are a few people who still use metal reels and cans. And 

they have their reasons. Like tradition. Nostalgia. "It's the kind we've 
always used." 

But when you consider that Plio-Magic plastic reels, cans and 
cases offer far greater protection, and are far cheaper to ship, the old 
reasons just don't have a convincing ring any more. 

Plio-Magic reels, cans and cases are far more resilient than metal. 
They withstand impact. Don't bend. Don't dent. 

Even more importantly, Plio-Magic reels, cases and cans weigh a 
lot less than their metal counterparts. As a result, you save at the Post 
Office. Up to 65% in mailing costs. And our cases hold our reels 
securely. With four positive locks. Snug against a bed of packing foam. 

It all means that your films will be stored and shipped with the 
same loving care that went into making them. 

We make a complete line of plastic accessories for the film indus¬ 
try. Write for our catalog. Plastic Reel Corporation of America, 640 So. 
Commercial Avenue, Carlstadt, 
New Jersey 07072. 

Someday, you’ll wind up with plastic. 
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QUIET AS A CANDLE FLAM 
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16 MM 
SOUND-ON-FILM 

CAMERAS 

CINE-VOICE II 
$1180.00 & UP 

100 ft. Runs 23A min. 

AURICON PRO-600 (s 
$1820.00 & UP V 

600 ft. Runs I6V2 min. 

%] AURICON SUPER-1200 
$6425.00 & UP 

1200 ft. Runs 33 min. 

The Auricon Camera is unique, with noiseless operation as silent proof of precision 
design. It runs so quietly that no heavy and cumbersome external blimp (sound-proof 
enclosure) is required! For fast "set-up” and dependable filming of professional 
16mm talking pictures, Producers and Cameramen choose Auricon to shoot pictures 
synchronized with Optical or Magnetic "double-system” recording equipment, or 
to record "single-system” sound on the same film taking the picture. 

All Auricon Cameras are sold with a 30-day money-back guarantee. You must 
be satisfied! 

-IX Write for your free copy of this 14-page Auricon Catalog.^ 

6902 Romaine Street, Hollywood 38, Calif. / HOllywood 2-0931 
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Director of Photography 

Haskell Wexler, A.S.C., 

won an Academy Award 

for his cinematography 

of “Who’s Afraid Of 

Virginia Woolf.” He also 

shot “In The Heat Of 

The Night” which won six 

Academy Awards. 

The man in this photograph is Haskell Wexler; and that’s his CM3. 

In both films he used two cameras: 

a Mitchell BNC and an Eclair CM3. 
In the days before the Mitchell 

offered reflex viewing, Mr. Wexler 
used to shoot with the CM3, (which 
has extremely clear and accurate 
reflex viewing), when framing or 
depth of field were critical. The 
Mitchell's 1,000 foot load made it 
his choice for most studio se¬ 
quences, even though the CM3’s 
pre-threaded 400 foot magazine 
can be changed in literally five sec¬ 
onds. He used the CM3 for about 
50% of “Virginia Woolf.” But on 
his own feature production “Me¬ 
dium Cool,” Mr. Wexler used a spe¬ 
cially made 1,000 foot magazine on 
his CM3, as well as the standard 
400 footer; and he shot the whole 
picture with the CM3. 

Because of his extensive experi¬ 
ence in shooting documentaries, 
Mr. Wexler’s photographic style 
has a strong feel for realistic treat¬ 
ment. He approaches the lighting 
of a studio interior set as though it 
were a real room on location, with 
four walls and available light 

sources. The living room set in 
“Virginia Woolf” was realistically 
cluttered and cramped for space. 
The CM3’s small size and light 
weight enabled Mr. Wexler to use 
this to advantage, instead of hav¬ 
ing to fight it. He could put the 
camera in among the clutter, and 
get the lens close to objects on the 
bookshelf or whatever. No need for 
a bulky crab dolly. 

On location, the fact that the 
CM3 can be mounted on a light¬ 
weight wooden-leg tripod makes 
moving a few feet over to a better 
angle quick and easy. With a 300 
pound rig, says Mr. Wexler, you’re 
tempted to stay where you are. 
Shooting “The Thomas Crown Af¬ 
fair,” he also mounted his CM3 on 
a dune buggy, in a helicopter, on a 
home-made “skateboard,” and, of 
course, on his own shoulder. Be¬ 
cause the CM3’s magazine is 
mounted on the rear, says Mr. 
Wexler: “No other 35mm camera 
balances so well on your shoulder.” 

When Mr. Wexler shoots a scene 
inside a moving car, it’s a real mov¬ 
ing car, not a car set with a process 
screen background. For various 
reasons, many of the Tennessee 
location shots for “Heat Of The 
Night” had to be made fast, without 
elaborate rigs or setups; but the 
script called for a lot of car inte¬ 
riors. The CM3’s rear-mounted 
magazine gives the camera a low 
profile, which enabled Mr. Wexler 
to sit inside the car with the actors, 
and shoot at normal eye-level with 
the CM3 on his shoulder. No other 
35mm reflex camera would have 
fitted under the car’s roof. And no 
process shot would have looked as 
genuine. Even an external camera 
rig would not have looked as real, 
says Mr. Wexler, because of the 
rigid camera position and fixed 
image size. CM3 versatility helps. 

For more CM3 information, contact Eclair 
at 7262 Melrose Ave., Los Angeles 90046. 

eclair 
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Dallas . . . “Big D” of the greater South¬ 
west, and the fastest growing motion pic¬ 
ture community east of Hollywood ... now 
adds another Big “D”—Victor Duncan, Inc. 

Victor Duncan offers the most completely 
staffed rental, sales and repair service 
facility in the Southwest. Film-makers can 
choose from a vast inventory of pro¬ 
fessional cameras and accessories to 
implement flawless filming performance. 

Most important, we bring the double¬ 
check philosophy of Victor Duncan, Inc. 
Equipment you receive from Victor 
Duncanwill be as honestly prepared and 
as mechanically and optically perfect 
as skilled technicians can make it. 

If you’re a film maker shooting 
anywhere in the Southwest, che^.nror Duncan VICTOR DUNCAN, INC. 

DETROIT... . 11043 Gratiot Ave., Detroit, Michigan 48213 (313) 371-4920 

CHICAGO... .155 East Ohio St., Chicago, Illinois 60611 (312) 321-9406 

DALLAS... . 2659 Fondren Drive, Dallas, Texas 75206 (214) 369-1165 

The check 
and double 
check 
people 
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ARRIFLEX* 16BL— 
hand-held with 1,200 ftmagazine 
shot award-winning footage 
for documentary feature, 
APPALACHIAN HERITAGE” 
“Appalachian Heritage” tells the hard and sometimes tragic story of the people of the 
Appalachian Hills district. Living in rural squalor, seemingly trapped in an area that can 
provide only for minimal existence, many of these proud and unbroken people leave the 
Appalachians behind and head North in search of a new potential, a new life. But as 
revealed by the hour-long color documentary, produced by Avco Broadcasting, they often 
find little more than decaying slum buildings with vermin-infested apartments, built-upon 
garbage-strewn streets. 

“The footage we got in the rural areas,” writes John Gunselman, Avco Director of Cine¬ 
matography, “was as successful as it was, often because of the austere magnificence of 
the settings themselves. In those forests and mountains a cameraman just turns on, 
because everywhere you look is something you want to shoot. I could go on about our 
challenges and conquests there, but the biggest challenges faced us when we shot in 
the city. After all this true to life footage we’d gotten in the country, we found that the 
crowds that gathered when they saw us filming in the city absolutely demolished the 
spontaneity of the scene. We tried several times, but the stilted, self-conscious attitudes 
of the city people just didn’t work.” 

Mr. Gunselman’s solution was to take his camera off the tripod, and mount it on a body 
brace. “By doing this, we became more mobile and much less conspicuous. On the 
streets, in a bar, a church, I was suddenly just there—if people noticed me at all, they 
paid no attention.” 

Good thing, then, that Mr. Gunselman had chosen an Arriflex 16BL for the entire pro¬ 
duction. 1200-ft. magazines were used in a great deal of the hand-held shooting, to 
help cover the long takes made necessary by the unpredictable, unrehearsed action. No 
other 16mm camera could have handled 1200 footers without a tripod. 

That Mr. Gunselman was successful in this and other resourceful applications of his 
Arriflex equipment is demonstrated by the string of awards already garnered by “Appa¬ 
lachian Heritage.” These include the first-place award of the National Association of 
Television Programming Executives, a regional Emmy, and the N.P.P.A. award for Best 
Cinematography in 1968. 

"Having been a personal Arriflex owner for a number of years,” concludes Mr. Gunselman, 
“I was totally familiar with Arriflex quality, and when Avco decided to buy a new pro¬ 
duction camera, I immediately insisted upon the Arriflex BL. My faith was borne out. In 
“Appalachian Heritage”, I exposed 32,000 feet of 7255 without as much as a magazine 
jam.” 
To many award-winning cinematographers, this kind of reliability might be called Arriflex 
Heritage. 

JUffilFLEX 
rt CORPORATION OF AMERICA Woodside, N. Y. 11377 

Hope for the future now rests with the children. 

114 AMERICAN CINEMATOGRAPHER, FEBRUARY, 1970 



Soundman Don Regensburger and Director of Cinematography John Gunselman at work shooting a scene for "Appalachian Heritage." 

The suffering of the region falls hardest on the children. This old man belongs to a past which no longer exists. 
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BEHIND THE 
SCENES OF 

Assistant cameraman slates two TODD-AO camera in preparation for 
shooting one of the lush production numbers for the 20th Century- 
Fox film version of "HELLO, DOLLY!" 

Superbly photographed, and radiating 
technical brilliance in every aspect of 
production, a fabled stage hit musical 
becomes a many-times-better motion picture 

By HERB A. LIGHTMAN 

As the opening "still-life" panorama of "HELLO, DOLLY!" faded in on the screen, and the 1890 New York 
street scene which it depicted rippled into motion, I thought back to a certain hot summer's day more than a 
year and a half ago when I stood on that very street watching the filming of the parade sequence for this screen 
version of David Merrick's fabled Broadway stage hit. ■ Production Designer John DeCuir's incredible set 
stretched seemingly for miles into the distance and even though I had traversed this street hundreds of times to 
enter the 20th Century Fox Studios the illusion was so nearly perfect that I had to keep reminding myself it 
was only a movie set, and that beneath those rococo turn-of-the-century facades there were hulking sound 
stages and the no-nonsense architecture of the 20th-Fox Administration Building. ■ Thousands of extras in 
period costume lined the curbs of the cobble-stoned thoroughfare that day, watching colorful bands and floats 

(LEFT) TODD-AO camera on boom arm trucks ahead of dancers gamboling down cobble-stoned street on location at Garrison, N.Y., which doubled 
for 1890 Yonkers. (RIGHT) Chapman "Titan" boom moves into position for filming of wedding sequence on a Hudson River bluff near West Point. 
Final scene was actually a zoom shot made from high camera platform. 

i 



(LEFT) Couples whirl in spirited dance routine about the circular floor of Production Designer John De Cuir's magnificently lush Harmonia Gardens 
set. (RIGHT) Participants form a stylized American flag as they march full length of vast Manhattan Street set in the spectacular parade sequence. 
Thousands of extras in period costume were involved. 

march in snappy cadence toward the anachronistic off-screen 
traffic snarls of Pico Boulevard. Director of Photography 
Harry Stradling, Sr., ASC, threw me a pantomimed hello as 
he went rolling by on a giant camera crane. He had a 
handkerchief tied around his head to ward off the noonday 
sun and seemed to be hugely enjoying the challenge of 
photographing such enormously complicated action. I re¬ 
member telling myself that this had to be the most 
spectacular sequence filmed in Hollywood since D.W. Grif¬ 
fith's "INTOLERANCE”. 

Superlatives come easily to mind in describing the lush 
screen version of "HELLO, DOLLY!" because (unlike several 
other recent super-expensive extravaganzas) every cent of its 
$20,000,000 budget shows up on the screen. It pretends to 
be no more than it is—a joyous, rollicking, giant-size 
candy-box of sheer entertainment. 

Considered from the standpoint of technical excellence, 
however, it is far more than that. "HELLO, DOLLY!" is a 
stunning example of the quality which can be achieved when 
a team of top-notch, dedicated artists and technicians aim 
their combined talents toward the goal of perfection. At a 

(ABOVE RIGHT) 1840 structures of Garrison depot had to be "modernized" for film. (LEFT) Actual period buildings on location were refurbished 
to represent Horace Vandergelder's hay and grain emporium, a key setting of the film. (RIGHT) Interiors of same set, with stars Walter Matthau and 
Barbra Streisand, were filmed 3,000 miles away on 20th-Fox sound stage. 



Photo series showing the progression of a helicopter shot made by Nelson Tyler, using the vibrationless camera mount which he designed. (LEFT) 
Helicopter on flat car is pushed along the railroad tracks by grips to achieve a "soft" start. (CENTER) The craft lifts off of the flat car, continuing 
the backward motion as it rises. (RIGHT) The helicopter soars above the train as it moves out of the station, and follows its journey along the 
riverbank. 

time when somewhat-less-than-adequate technique is fre¬ 
quently lauded as "Art” on the screen, such a tour de force 
of technical precision is reassuring. 

A Few Pertinent Logistics 

20th Century-Fox purchased film rights to "HELLO, 
DOLLY!" on March 9, 1965 and pre-production work on the 
project began exactly one year later. 

Construction of the huge New York street set began 
October 23, 1967. On January 2, 1968, choreographer 
Michael Kidd began developing routines with the nucleus of 
his chorus. 

The stars and featured players began rehearsals with 
director Gene Kelly and Kidd on February 19. 

"HELLO, DOLLY!" went before the TODD-AO and 
DeLuxe Color cameras on April 15 for a scheduled 89 days 
of shooting. 

The production was completed in 90 working days on 
Aug. 23, a feat regarded as extraordinary in view of the size 
of the project and the fact that about 65 percent of the film 
was made out of doors subject to the vagaries of weather. 
The company was caught only once with a large crowd of 
extras (350) and so committed that it couldn't retreat 

Four-time Academy Award-winning Cinematographer Joseph Rutten- 
berg, ASC, chats with old friend, "HELLO, DOLLY!" Director of 
Photography, Harry Stradling, Sr., ASC, between set-ups. 

indoors to a "cover" set. This was on the New York location. 
All the 1890 period interiors and the Manhattan exteriors 

were shot at 20th Century-Fox Studio, while the Yonkers 
exteriors were made at Garrison and Cold Springs, N.Y., with 
the big finale number against a sweep of the Hudson River. 

The Man Behind the Camera 

"HELLO, DOLLY!" owes much of its superior style and 
quality to the fact that its key technicians were selected with 
meticulous care—and so it is not surprising that the photog¬ 
raphy was entrusted to veteran cameraman Harry Stradling, 
Sr., ASC, winner of Academy Awards in Cinematography for 
"THE PICTURE OF DORIAN GRAY'' and "MY FAIR 
LADY”. 

Stradling himself admits quite frankly that he was given 
the assignment primarily because Barbra Streisand requested 
him. He had photographed the lady in her Academy 
Award-winning debut as the star of "FUNNY GIRL" and 
there developed between them a very special professional 
rapport which carried over through "DOLLY" and two 
subsequent films, "ON A CLEAR DAY YOU CAN SEE 
FOREVER” and "THE OWL AND THE PUSSYCAT"-both 
unreleased. 

Of Miss Streisand, Stradling, a man noted for his candor, 
says: "She's one of the greatest talents I've ever worked with. 
She knows photographic quality—what's good and what's not 
good. She knows what height the camera should be and just 
where it should be placed for her closeups—and she's learned 
all this during the short time she has been in pictures. She 
even does her own makeup because, as she says, she knows 
her own face better than anybody else does. I find her as 
easy to photograph as any of the hundreds of stars I've 
worked with since I've been in this industry. The contours of 
her face give her a rare beauty. She's just a very wonderful, 
really brilliant, woman." 

Apropos of adopting a definite photographic style for 
"DOLLY", Stradling comments, "I had seen the show on the 
stage in Las Vegas and it seemed to me that the film version 
should be a happy-looking picture—bright and airy. A heavy 
dramatic style of photography just wouldn't fit." 

Having decided upon a crisp high-key style, Stradling shot 
a negative of normal density. Later Producer Ernest Lehman 
would decide that the bright and airy aura could be enhanced 
further by making the prints two printing lights brighter than 
normal. 



Manhattan Street Exterior Set 

(LEFT) The lush Harmonia Gardens set, with its circular dance floor, as it appears in the film. Approximately 25% of the picture's action was shot in 
this spectacular setting. (RIGHT) Behind the scenes at Harmonia Gardens, two Todd-AO cameras are trained on the action of intricately 
choreographed "Waiters' Gallop" dance number. A great deal of precise camera movement was needed to follow this action in a 360-degree sweep 
around the floor, as well as up and down several levels of the stunning set. 

The New York street was originally planned for the 20th 
Century-Fox ranch, about 35 miles distant, but this idea was 
abandoned when it was discovered that transportation 
charges would be so huge that practically nothing would be 
left for the set itself. There appeared to be no space for the 
15-acre complex on the studio lot until production designer 
DeCuir came up with a plan whereby it could be built around 
existing buildings without interfering with their utility. Thus 
11 existing buildings were enclosed by the set, including the 
Administration Building, the lot's nerve center. 

The set, itself, is the largest and most expensive—more 
than $2,000,000—ever attempted for a 20th Century-Fox 
picture, and perhaps for any other film. At this writing it still 
stands—a source of wonder to passing tourists. 

It is a complex of 60 buildings involving reproductions of 
intersections of Manhattan's Fifth Avenue, Broadway and 
Mulberry street, with subsections for Madison Square Park, 
14th Street and the Bowery. Involved are re-creations of 
Tony Pastor's theatre, the Hoffman House, Fifth Avenue 
hotel, the Waldorf Astoria and old Grand Central Station. 
The original plan was to faithfully reproduce the areas 
named, but when the set has to be tailored to available space 
this could not be done and so it is exact in every tiny detail, 
but inexact geographically. 

If laid out in a straight line the set would have stretched 
about three-fifths of a mile. Through it runs a six hundred 
foot reconstruction of the Sixth Avenue elevated railway 
with a working steam engine and three cars operated by 
retired Union Pacific engineer Herbert Hoopes. In some 
places the set rises to a height of 130 feet, or about eleven 
stories, and is supported by 183 pine, extra length, tele¬ 
phone-type poles and by 8.9 miles of steel tubing. All 
supporting material was embedded eight feet deep in 
concrete against wind stresses. 

If a multi-skilled worker started on the job in 1968, he 
would finish 119 years later! However, it took a scant six 
months to do the job of turning the studio streets and 
facades of the sound stages and the administrative building 
into the New York street, circa 1890. 

Enough paint was used on the exterior sets alone to cover 
every house in a 5,000 population town, more than 10 tons 
of nails were used at the last count and the end wasn't in 
sight; 858,000 board feet of lumber were cut and fabricated. 
Just for the record, 858,000 board feet of lumber translates 
into 117 miles! 

More than 330,000 square feet of plywood were used,— 
enough to build all the houses in that 5,000 mythical 

The camera, mounted on a Chapman crane, soars high in the air as it 
follows a marching band down the Manhattan Street for the famous 
parade sequence. 

population town mentioned above. 
The 183 telephone poles required more than 22 miles of 

wire simulating telephone cables. 
For the elevated railroad, more than 220 tons of steel had 

to be specially fabricated; more than 30,000 lineal feet of 
steel frames for cutouts had to be made; 528,000 square feet 
of high impact Styrene for plastic brick and rock exteriors 
had to be used; 575 cubic feet of concrete had to be poured 
for the foundations and sidewalks; 186,000 square feet of 
asphalt were used for the block paving and parking areas; 
gandy dancers drilled and drove spikes for more than five 
miles of track; more than 50,000 plastic leaves and blossoms 
were hand tied to the life-like plaster trees in the park, whose 
roots, if they had roots, were imbedded in the imitation soil 
and plastic grass on which they rested. 

The elevated train was supplied by Lindley F. Bothwell, 
of Woodland Hills, Calif., a collector who is also supplying 
four of the five horse-cars in the film. Twentieth Century- 
Fox already had one of these vehicles. However, nowhere in 
the country could be found a horse-drawn double-decked 
omnibus. One was located in Paris, but the expense and time 

Continued on Page 130 



TESTING FOR UNUSUAL MOOD 
Veteran cinematographer experiments with nets, 
filters and several other things, seeking very 
special images for an off-beat dramatic film 

By MORRIS HARTZBAND, ASC 
with GEORGE WALLACH 

In January of 1969 Gil Cates con¬ 
tacted me and said that he would like to 
have me as his Director of Photography 
on his first feature film production. This 
was to be a picture adapted from the 
successful stage play "I Never Sang for 
My Father" by Robert Anderson and 
bought for the screen by Columbia 
Pictures. Cates who, in addition to 
directing the production, was serving as 
Co-Producer with Everett Rosenthal, 
sent me a copy of the script to read. 
The story is a highly dramatic and bitter 
presentation of the relationships be¬ 
tween parents and children. The dia¬ 
logue is strong, realistic and, at times, 
sad and depressing. 

As I was reading the script it oc¬ 
curred to me that this story could not 
be filmed in the usual, straightforward 

manner. Something would have to be 
done to offset the depressing dialogue 
and soften the visual images. I ap¬ 
proached the producers and requested 
time to make some photographic tests. 
They agreed and set up at the Biograph 
studio for the first of many preproduc¬ 
tion tests. 

Using a production assistant as our 
subject we proceeded to make the first 
series of tests on Eastman Kodak 5254, 
the same stock which we would use 
during production. First we shot 
through several colored nets (red, blue, 
white, pink, black, and brown), lighting 
first from behind the nets to bring out 
the color. Everything was shot with the 
aperture wide-open and the same face 
was used for all of these and the ensuing 
tests. 

With the white net I had to vary the 
intensity of light from bright to very 
dim, since white is not a color, but the 
absence of color. The bright light on the 
net almost washed out the image on the 
film whereas the dimmest light used was 
just enough to create a slightly fogged 
effect as with a fog filter. 

The next group of tests was shot 
through Harrison fog filters from #1 
through #5 and through Scheibe fog 
filters 1 /8th through 2. 

The third series was a combination of 
the colored diffusion nets and the fog 
filters. In all the series of tests the 
distance to the subject varied from three 
feet to ten feet. 

During all the tests we were in 
constant touch with John Kowalak, a 
color expert and consultant for Movie- 

Uncorrected film strips of scenes from "I NEVER SANG FOR MY FATHER". (LEFT TO RIGHT) 1—A scene inside Kennedy Airport terminal, 
pushed two stops in development. 2—A scene inside Kennedy Airport terminal, pushed one stop in development. 3—Dramatic interior sequence, shot 
and developed normally. 4—Cemetery sequence, photographed for maximum mood through gauze net, fog filter and 90% neutral density filter. 



(LEFT) Lining up a low-angle shot for cemetary sequence in the Columbia Pictures production, "I NEVER SANG FOR MY FATHER". In order to 
achieve the desired somber mood, Eastman 5254 color negative was shot with a fog filter, a net and a 90% neutral density filter in front of the lens 
and developed at 200 feet per minute. (RIGHT) Shooting inside the terminal at Kennedy International Airport, mainly with available light, required 
that the negative be pushed two stops in development for some sequences. 

lab. John had each test printed on both 
Eastman Kodak and Japanese Fuji stock 
for comparison and evaluation. 

At this point we repeated all the tests 
up to now with one difference. I under¬ 
exposed each take first one and then 
two stops and requested the lab to push 
the development of the film first one 
and then two stops. This was done for 
two reasons. First, because several of 
the locations were in areas where the 
only available light would give me 10 to 
20 foot-candles and I needed a mini¬ 
mum of 35 foot-candles to get an F.2 
stop. We were planning on using existing 
light at these locations with the excep¬ 
tion of one fill light. The second reason 
was to determine if the small amount of 
grain we would get as a result of pushing 
the development of the film would give 
us a softer, more pleasant-looking visual 
image to balance the sadness and harsh¬ 
ness of the dialogue and acting. 

The next step was to repeat all of the 
tests shot in the studio at the different 
exterior locations indicated in the 
script. We repeated the tests using the 
same nets and filters in various combina¬ 
tions with one difference. I added neu¬ 
tral density filters to the #85 filter to be 
able to shoot at the widest lens opening. 

The tests were screened in a normal 
projection room and, then, John Kowa- 
lak arranged for a second screening on 
high speed projectors with the Eastman 
Kodak print on one projector and the 
Fuji print on another and, both, run 
simultaneously. The projectors are set 
up at a special screening room at Movie- 
lab in New York City. 

With this type of screening we were 
able to make immediate comparisons to 

determine any differences between the 
two stocks. The Eastman Kodak print 
looked crisp and the color separation 
excellent. Flowever, what I wanted was 
a softer image with more of a pastel 
tint. 

The next step was handled by John 
Kowalak at Movielab. For normal devel¬ 
opment, the developing machine feeds 
the film through at 175 feet per minute. 
John made tests at 185, then 195 and, 
finally, at 200 feet per minute which is 
the maximum speed of the developing 
machine. 

At the termination of the tests, I 
decided to go with, on exteriors, the 
Harrison fog filter #2, the 85 filter and 
30%, 60%, or 90% Neutral Density filter 
depending on the time of day and the 
intensity of light. For the cemetery 
sequence I added a net, (the color of the 
net was unimportant because I was not 
hitting the net from behind with light). 
On exteriors I used Mitchell diffusion 
glass from A to D. On long shots I used 
Mitchell diffusion glass A or B, and on 
close-ups C or D, and again if the scene 
called for it, I used a net in addition to 
the glass diffusion. Of course, with the 
fog filters and nets I had to take into 
consideration the F-stop factor which 
varied from % to Vz stop. 

Now, we put everything together. 
Eastman Kodak 5254 negative shot 
through a fog filter. For scenes like the 
cemetery sequence I added a net with 
the aperture wide open (to get this I had 
to use a 90% neutral density filter), and 
developed at 200 feet per minute. In 
sequences where we did not have 
enough existing light as in one sequence 
at Kennedy Airport I pushed the film 

two stops over normal development. All 
release prints will be made on Fuji 
stock. 

The Columbia representative, the Di¬ 
rector, Producer and Co-Producer all 
approved the final tests and we were 
ready to shoot "Strangers". 

This story is superbly acted by Mel- 
vyn Douglas, Gene Hackman, Estelle 
Parsons and Dorothy Stickney. 

I have always been of the opinion 
that photography should add to the 
mood, but, at the same time, be unob¬ 
trusive and not detract in any way from 
the story and performance on the 
screen. I believe that John Kowalak and 
I have succeeded in doing this in "I 
NEVER SANG FOR MY FATHER". ■ 

The author. Director of Photography Morris 
Hartzband, ASC, experimented toward de¬ 
veloping unusual photographic approaches to 
complement the moods of an off-beat dra¬ 
matic screenplay. 



PRODUCT REPORT 

THE NEW “CLIPSTRIP” 
SPEEDLIGHTING 

A unique innovation in motion picture lighting 
which features diminutive lamps of extremely 
high efficiency that can be set up fast to 
light wide areas of background on location 

On display at the Bardwell & McAl¬ 
ister booth during the recent IFPA 
Convention was an item which literally 
"stopped traffic". Crowds of people 
attending the affair (including represen¬ 
tatives of some of the other exhibitors) 
clustered around the booth to see dem¬ 
onstrations of a unique new concept in 
light-weight portable lighting equip¬ 
ment, the Clipstrip Speedlighting Sys¬ 
tem. 

At first glance the hardware involved 
looked anything but impressive. It con¬ 
sisted, basically, of a 20-foot length of 
metal moulding onto which could be 
instantly snapped as many as ten tiny 
sections of angle-aluminum, each of 
which was fitted out with a quartz lamp 
and a single barndoor. 

However, when the current was 
turned on, these diminutive reflectors 
kicked out an incredible amount of light 
in a flat pattern over a very wide area. It 
became immediately apparent that the 
Clipstrip could prove to be an extremely 
valuable new tool for cinematographers 
faced with the problem of lighting up 
vast areas of background on location. 

The Clipstrip is a newly developed 
system of motion picture set lighting 
that lends itself to extremely rapid 
set-ups. It consists of two basic elements 
and a small group of accessories. The 
basic elements are: the Clipstrip, which 
comes in 5 and 10-foot sections. The 
Clipstrip carries the current through bus 
bars that are insulated from, and en¬ 
cased in, a steel sheet. The Clipstrip 
serves to supply the power to the 
lighting unit, called the Strip-clip, and 
also acts as its mechanical support. The 
Strip-clip is a lighting unit that snaps on 
to the Clipstrip and draws its power 
from it. It consists basically of a Quartz 
Halogen type bulb of various wattages 
ranging from 500 to 1000 watts. It's a 
90-degree reflecting surface of extreme¬ 
ly high reflectivity. The light pattern is 
very even over a large central area with 
gradual fall-off at the sides. It has one 
barndoor mounted at the bottom. This 
barndoor is used both to cut off and 
control the light and also to protect the 
bulb and reflector surface in the course 
of shipment. The presently-available ac¬ 
cessories consist of: 

A 10-foot section of Clipstrip mounted, by means of 5/8 adaptors, onto two Baby Keglite stands 
and fitted with four Strip-clip lamp units. Extremely light-weight and compact, the system 
effectively replaces large bulky lights conventionally used to do the same lighting job. Clipstrip 
was designed by veteran New York gaffer Charles Intrator to solve problems he had encountered 
during many years of location work. 

1) A messenger cable hanger. This is 
a slip-on fitting for the Clipstrip. 
It enables the user to hang it 
either on sash cord or steel wire, 
stretched taut, about four inches 
above the desired Clipstrip posi¬ 
tion. This hanger has a messenger 
cable to be hung first and then 
the clipstrip is hooked on to it. 

2) Nailing surface hanger that allows 
one to place the Clipstrip snug on 
any surface that can be nailed to. 

3) 5/8 adapter that allows for over¬ 
head gantry arrangement on cur¬ 
rently standard Baby Keglite 
stands. This can then move with 
the camera for rapid and varied 
lighting set-ups. The same adapter 
lends itself to banking these lights 
on regularly available century 
stands. 

The Clipstrip is a modular and ex¬ 
tremely light and portable system of set 
lighting. The foundation of the system 
is the Strip-clip kit. This is a carrying 
case 6" x 72" x 8V2" and contains four 
5' clipstrips, 3 couplings enabling the 
user to assemble them to either two 10' 
units, one 15' and one 5' unit, four 5' 
units, or one 20' unit. There are two 
5/8" stand adapters that enable the user 
to hang a strip of up to 20' between two 
rolling Baby Keg stands. The feeder 
cable is then plugged into one end: then 
the Clipstrips, as many as 10 of them, 
can be clipped onto the track. This 
provides a 20' gantry arrangement that 
can be moved around with the camera 
set-up. 

The same case contains 10 Clipstrips, 
each capable of accepting up to a 
1000-watt Quartz Halogen bulb. These 
bulbs are also available in 500 and 750 
watts. Other accessories included in the 
kit are eight messenger cable hangers. 
These clips slide onto the Clipstrip and 
make it possible to suspend as large an 
assembly as required, often over 100' on 
rope, sash cord, wire, etc. 

In order to safely ground the entire 
system of the Clipstrip—the lights on 
them, all the accessories, (make them 
safe to handle)—it's only necessary to 



(LEFT) Separate lengths of Clipstrip bar are quickly joined together by means of a coupling connector. (CENTER) The power cable shown being 
connected to the assembled Clipstrip track. (RIGHT) The power cable is locked to the Clipstrip by flipping metal tab. A coin may be used for this 
simple operation if tool is not available. All elements of system are fully insulated and can be simply grounded for safe handling. 

ground one end of the supporting wire 
and messenger cable. This creates a very 
good metal-to-metal contact through 
the hangers to the Clipstrip and then to 
the lighting unit itself extending 
through the barndoor. The barndoor 
hanging down the furthest is the part 
most often handled by personnel. It 
makes the entire system very safe and 
precludes the need for using a third wire 
for grounding purposes. 

Another method of supporting the 
Clipstrip is the nailing clip. This unit 
also slides over the clipstrip and enables 
the user to hang any length of Clipstrip 
with nails to any surface that can be 
nailed to. This method is especially 
useful when erecting a bank of lights of 
the type used for lighting large trans¬ 
parencies in the studio or perhaps a 
bank of lights to simulate a north sky 
feeling in the studio or on location. 

There are certain very challenging 
areas of motion picture production in 
which the Clipstrip proves to be es¬ 
pecially valuable. These include, for 
example, location interiors with ceilings 
so low as to preclude the use of larger 
lighting units. The total ceiling height 
lost by using the Clipstrip can be as 
little as 5 inches and never more than 6 
to 8 inches. 

The Clipstrip is also a boon to 
cinematographers shooting in 16mm 
with its slower film stocks and conse¬ 

quent need for a higher light level. 
The light can always be used in its 

ideal position, that is, with the light 
source being overhead under these cir¬ 
cumstances rather than at eye height 
and very often, in some industrial areas, 
even below eye height, which makes for 
a very poor picture. 

As many as twelve kits of Clipstrip 
can be carried in an ordinary station 
wagon with room left for passengers, a 
lot of other equipment, and a coffee 
urn. Ten kits translated into wattages 
amounts to 100,000 watts of light and 
200 feet of track. 

Such an array of equipment can be 
used to light up a vast area, proving 
invaluable especially to industrial and 
in-plant film units which are often faced 
with having to illuminate great expanses 
of very dark area inside factories, etc., 
while not interfering with the normal 
activity going on in those areas. In 
addition, there are fewer cables on the 
floor than are required with convention¬ 
al lights and the Clipstrip units can be 
hung overhead so that there are no 
stands at all on the floor to interfere 
with traffic and normal production. 
Mounted above eye-level in this way, 
they eliminate safety hazards while pro¬ 
viding a light level sufficient for filming 
with even the slowest color emulsions 
now on the market. 

Continued on following Page 

Heart of the system is this diminutive, decep¬ 
tively simple 90-degree reflecting surface of 
extremely high reflectivity. Fitted with tung¬ 
sten-halogen lamps ranging from 500 watts to 
1000 watts, these tiny reflectors kick out an 
amazing amount of light over a wide area. The 
single barndoor serves both to control the 
light and protect the lamp when folded down. 

A series of photographs showing how-with literally a "twist of the wrist"-the individual reflectors are securely snapped onto the Clipstrip bar. 
Speed with which the lights can be set up is often an important consideration when shooting on location. Extreme light weight of Clipstrip elements 
means that as long an assembly as required (often more than 100 feet) can be suspended on rope, sash cord, wire, etc. 



(LEFT) The basic Bardwell & McAlister kit consists of four 5-foot sections of Clipstrip bar, 10 Strip-clip reflectors, plus necessary feeder cables, 
plugs, hangers and adaptors—all of which fit neatly into a sturdy telescopic carrying case measuring 6" x 8!4" x 72". (RIGHT) Slip-on messenger 
cable hangers, provided in kit, make it possible to hang Clipstrip bars from wire or cord stretched taut about four inches above desired Clipstrip 
position. 

FEATURES: 

• Designed for shooting in small areas 
• Simplest and easiest method of back¬ 

ground and cyclorama lighting 
• All equipment "up-and-out-of- 

the-way"—occupies a very small a- 
mount of floor space 

• Each kit is a complete self-contained 
lighting system unto itself 

• Installation Costs/Time/Labor—cut 
by as much as 50% 

• Each "Clipstrip” can accommodate as 
many as 10 separate lighting units 

• Completely flexible and extremely 
versatile 

Nailing surface hangers are provided to attach 
Clipstrip bars securely to any flat surface that 
can be nailed onto. 

• Provides a smooth, even, "broad" 
light pattern that overlaps without a 
bar or shadow 

APPLICATIONS: 

The "Clipstrip" system of 
Speedlighting was designed to solve the 
problems that exist when shooting in 
limited or confined areas where ceiling 
height and floor space are restricted. 
Presently available conventional units 
are often either too large (reducing 
effective shooting areas) or lacking in 
adequate control (resulting in the com¬ 
promise of lighting standards and overall 
quality of reproduction). 

Because the entire system has been 
designed in the modular concept each 
kit, which is totally portable, is a 
completely self-contained lighting sys¬ 
tem. It sets up quickly and easily, 
requiring a bare minimum of personnel, 
and will accommodate as many as 10 
separate short or long-throw lighting 
units. 

The "Clipstrip" is available with 500 
and 1000-Watt lamps and a complete 
line of individually-engineered accesso¬ 
ries. 

DESCRIPTION: 

Ideal for motion picture, TV, still 
and industrial photography purposes, 
the "Clipstrip" System of Speed lighting 
is extremely versatile and flexible, solv¬ 
ing a myriad of lighting problems when 
shooting in areas of limited space. The 
system, utilizing up to 10 500-Watt and 
1000-Watt tungsten-halogen "Quartz" 
lights on each track, provides a back¬ 
ground and cyclorama lighting with a 
pattern that is smooth, even, and broad 
—the lights overlap without a bar or 
shadow being cast. 

By placing the "Clipstrip" System up 
and out of the way, a minimum of floor 
space is utilized, creating a more effec¬ 
tive shooting area and allowing the 
lighting director the ideal flexibility of 
placing his key lights with considerably 
more versatility. Barndoors allow ab¬ 

solute control of cutoff. Installation 
costs, shooting time consumed and ex¬ 
tent of manpower required can be re¬ 
duced as much as 50%, since the new 
system replaces the bulky lights now 
available to achieve the same effect. One 
out-of-the-way cable is required for each 
"Clipstrip" System, (20 feet, accom¬ 
modating up to 10 separate lights)—any 
number of strips may be employed to 
achieve the desired effect. 

The "Clipstrip" System of Speed¬ 
lighting is available with a wide range of 
accessories to fit exact needs and speci¬ 
fications. 

Further information about the Clip- 
strip Speedlighting System can be ob¬ 
tained from the exclusive distributor, 
Bardwell & McAlister Inc., 6757 Santa 
Monica Boulevard, Hollywood, Cali¬ 
fornia 90038. ■ 

A simple adapter permits Clipstrip to be used 
as power source conductor for conventional 
studio tight units in unusual situations. 
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CLOTH EDITION BOUND FLEXIBLE COVER 

TABLE OF CONTENTS 
1. The Cameraman’s Duties and Responsibilities 
• The Director of Photography • The Camera Operator • The 
Assistant Cameraman 
2. Camera-Film Identification 
• Film Type Identification • Perforations and Pitch • Windings 
• Spool & Core Types « Ordering Raw Stock • Shipping Proce¬ 
dures 
3. Loading Room Procedures 
• Testing The Loading Room • Preparation of Materials • Load¬ 
ing • Magazine ID • Unloading • Exposed Film • On Location 
• Changing Bag • Hand Tests 
4. Slates 
• Sync Slate • Insert Slate • Slating Procedures 
5. Camera Reports 
• Clipboard-Type • Magazine-Type • Caption Sheet-Type • Dis¬ 
position of Reports 
6. On-The-Job Procedures 
• Prior to Shooting • During Shooting • End of Shooting Day 
• Tools 
7. Introduction to Equipment 
• Reflex Viewing Systems • Offset Viewfinder Systems • Mattes 
• Motors • Barneys • Blimps • Magazines • Nomenclature 
8. Tripods 
• Types • Basic Parts • Setting Tripod For Shooting • Mowing 
The Tripod • Care & Maintenance • Accessories 
9. Tripod Heads & Accessories 
• Types • Mitchell Friction • O'Connor Fluid • Worral Geared 
• The Riser • The Tilt Plate 
10. Arriflex Cameras And Accessories 
• 35 IIC Camera • 35mm Magazines • 35mm Model 400 Blimp 
• 16S Camera • 16S Magazine • 16M Camera • 16M Magazine • 
16BL Camera • 16BL Magazine • 16mm Blimps • 16mm-1200 ft. 
Magazine • Periscope Finder Attachment • Flat Base • 110V AC 
Sync Motor On Plate • Threading Details On All 
11. Auricon Cameras 
• 16mm Pro-600 Camera • Pro-600 Magazines (600-ft. & 400-ft.) 
• 16mm Super-1200 Camera • 1200-ft. Magazine • Threading 
Details 
12. Beckman & Whitley CM16 Camera 
• 16mm CM16 Camera • CM16 Magazines (400-ft. & 1200-ft.) • 
Threading Details 
13. Eclair Cameras 
• 35mm Standard CM3 Camera • 16 35 CM3 Camera • 35mm 
CM3 Magazine • 16mm CM3 Magazine • 35mm Magazine for 
Aquaflex • 35mm CM3 Blimp • NPR 16 Camera • NPR 16 Maga¬ 
zine • Threading Details On All 
14. Kodak Reflex Camera 
• 16mm Kodak Reflex Special Camera • Kodak Reflex Special 
Magazine • Threading Details 
15. Maurer Camera 
• 16mm Maurer 150 Camera • Maurer 150 Magazines (400-ft. & 
1200-ft.) • Threading Details 
16. Mitchell Cameras 
• 35mm Standard High Speed Camera • 35mm NC Camera • 
35mm BNC Camera • 35mm S35R Mark II Camera • 35mm Maga¬ 
zines • S35R Blimp • 16mm Pro & HS Cameras • 16mm Pro 
Blimp • 16mm Reflex R16 (SS & DS) Cameras • Accessories 
(35mm & 16mm! • Threading Details On All 
17. Lenses 
• Lens Cases • Care of. on Turret • Cleaning • Aperture • Focus 
• Wide-Angle • Telephoto • Zoom Lenses • Alignment (35mm & 
16mm) • Zoom Lens Accessories 

A practical guide for every individual 
now working-or planning to work 
-ANYWHERE in the film industry 

The author, Verne Carlson, is a free-lance Director of Photog¬ 
raphy of Documentaries, TV Commercials, and Feature Films. 
He is also a consultant to a medical research institute, lectures 
to film groups, and conducts camera courses for professionals. 
He is a member of the: IATSE (Cameramen), SMPTE, SPIE, and 
SPSE. His wife Sylvia collaborated with him in the writing of 
this outstanding book. 

This definitive work is a result of 21 years of experience in the 
film industry. Covers everything for the Studio Cameraman and 
Assistant. Also for In-plant, Newsreel, Documentarist, and the 
Experimental Film Maker. Profusely illustrated with actual pho¬ 
tographs—not diagrams—and liberally supplied with data 
tables and charts. This unique handbook also provides guide¬ 
lines, tips, warnings, and “tricks of the trade”. The book draws 
upon firsthand knowedge as well as the experiences of other 
talented professionals. The result is the finest guide book of 
its type ever published for the professional as well as the 
aspiring cameraman. In connection with all specific Cameras, 
Magazines, Lenses, and Accessories . . . every phase of 
installation, operation, and usage is fully covered. 

MAIL COUPON TODAY! 

AC-270 
| Verlan Industries, Inc. 
| 915 Broadway 

New York, N.Y. 10010 

Please send me “The 16mm/35mm Professional Cameraman’s Handbook” 

I @ $15.00 postpaid in U.S.A. and Canada. Add $1.00 for shipping and 
handling overseas (except A.P.O./F.P.O.). N.Y. residents add sales tax. 

I Enclosed is check for $  
I (For rated companies just send purchase order.) 

Name (please print) 

Address 

City 

State Zip 

Shipment: End of February or early March. 

■ 

DEALER & BOOKSTORE INQUIRIES INVITED 
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ft’s the Canon Scoopic 16. It’s also the end of a 
load of moviemaking grief. Here’s why. 

World’s first #1: It’s the first 16mm movie camera 
with a built-in zoom lens (5.85:1 zoom ratio). 

World’s first #2: It’s the first 16mm movie camera 
with a fully automatic exposure system, plus 
manual override. 
Shoot everything, goof nothing. You’ll get close-ups, 
medium and long shots, zooms, telephotos, wide 
angles, indoors or out—with no muddled exposures. 
Because your exposure’s right automatically. 

You don’t miss great moments while fiddling with 
the camera. No switching lenses. No rotating 
turrets. No special lenses to lug around. One hand 

holds the Scoopic 16 easily. Your other hand’s 
free to focus and zoom, simply by turning 
the master lens. 

Handiest hand camera yet. With its no-slip handgrip 
and handstrap, the Scoopic 16 is braced and 
balanced to give you jitter-free hots. Automatic 
loading. 16, 24, 32 or 48 fps. Runs on a recharge¬ 
able inner battery (8 rolls per charge). Forget 
about battery packs. 

Only $1250 buys the Scoopic 16, 13-76mm F1.6 
zoom lens, 12V battery, recharger, lens hood, lens 
cap, 3 filters and metal case. No extra charges. 

If you prefer to shoot what you like—and like what 
you shoot—mail the coupon for more facts. 

SCOOPIC 16 

City State Zip 

Canon 

Mail to: Canon USA, Inc., Dept. AC-1, 64-10 Queens 
Blvd., Woodside, N.Y. 11377. 
Send me all the facts about the one-hand Canon 
Scoopic 16mm movie camera. No obligation. 

Name  

Title or Occupation  

Company 

Address 

The one-hand movie camera with two 
world’s firsts. 

*N 

J 
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(415) 392-1902 

WE'RE ONE OF 

THE BEST STOCKED 
PHOTO SUPPLIERS 

THE WEST 
FOR 16MM 

MOTION PICTURE 

AND 
TELEVISION 
EQUIPMENT 

OF I 
CKED I 
IERS I 

IRE I 

45 KEARNY at 
MAIDEN LANE 
SAN FRANCISCO 
94108 

CAMERAS 

ARRIFLEX 
16 S/B 
Latest model for single or double perf. 16mm 
film. 3-lens turret incl. bayonet lock lens 
mt. and turret lock. Mirror reflex shutter and 
finder. Precision reg. pin, buckle switch with 
override. 100 ft. internal daylight spool film 
capacity or S-400 and S-200 ft. magazines 
with motor drive take-up. Supplied with 
power cable, oiler, 3 lens-cavity caps and 
test film. $2680 w/o motor, lenses, matte 
box or magazine. 

16mm reflex uses interchangeable 400' mag. 
or 100' internal spools, with elec. MM-type 
take-up motor. Constant speed MST-type elec, 
motor. Rechargeable 12 volt, W2 lb. battery 
pack. Auto, controlled var. shutter, 1:1 frame 
shaft, auto, single frame counter, 3-lens tur¬ 
ret, auto, loop former. Wide range of acces¬ 
sories. WRITE FOR PRICES. 
AUTO-VARIO SWITAR 86, "OE” ZOOM 
LENS (shown) FOR H-16 REX . . $625 

PRECISION 
SYNCHRONIZERS 
S 616-2,2-sprocket $127.50 

S 614-4,4-sprocket $192.50 

PRECISION OPTICAL READERS 
Model 600RL for 16mm 

and 35mm .... $195.00 

Model 800 for 16mm, 35mm 
and y,Optical & Mag. $259.50 

MILLER TRIPODS & HEADS 
Heavy duty pro. . . tripod $139.50 
Fluid head, Model D . . . $219.50 
Fluid head, Model C Pro. . $299.95 

(Prices 

Subject tc 

Change 

Without 

Notice) 

Single/double system with edge track. 
Opt. or mag. or both. Records and 
plays back on both. Modular con¬ 
struction permits adaptations for spe¬ 
cial applications at minimum cost. 
Loudspeakers additional. 

Price range from $2195 up. 

Sound synth motor available; 
price on request. 

Interchangeable zoom 
lenses with servo 

motor and TTL auto, 
exp. control, or manual. 10Q ft. internal or 
200 ft. mag. film loads. 24-64 fps. Synch 
and wild motor speeds. With 17-68mm lens, 
$1699; with 12-120mm lens, $2067; power 
pack grip, $69.95; NiCad battery, $59.95. 

NAGRA IV TAPE RECORDER 
Briefcase-size. Modular 
assembly. 2-mike input 
circuit. 3 speeds. Limiter 
and fading device. 
Changeable internal 
pre-amps for special 
mikes. Uses 7" reels. SEND FOR PRICE 

ZOOM LENSES 
Angenieux Zoom (12-120mm) 

For Arri 16 $ 896 
For Bolex H-16 ... $ 965 
For Auricon Cine Voice . $1070 

Pan Cinor85-2 (17-85mm) 
For Auricon .... $ 480 

New Angenieux Zoom (12-120 
with Elec, eye & auto, diaph. 

(without vwfdr) . . . $1270 
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ARRIFLEX* “triple threat” 
closes the gap between 
spectator and player for 
Sports Films & Talents, Inc. 
Sports films are big movie business nowadays—and the only business of 
Sports Films & Talents, Inc. of Minneapolis. The firm has produced films in all 
the major amateur and professional sports, and their long experience has 
taught them the secret of the exciting, successful sports film: to put the 
viewers on the field, where they not only follow the game, but actually share 
the individual challenges and achievements of the players themselves. 

The basic techniques are familiar enough—tight close-ups and slow-motion 
footage. Used separately or together, they keep the viewer in intimate contact 
with the players, and let the audience participate in the the thrill of the game. 
But the audience is rarely aware of the difficulty in capturing such spontaneous 
action. Explains a crew member: "The job of most athletes, whether playing 
individually or as part of a team, is to deceive and evade the opponent—to 
fool him into thinking that one thing is happening while something else is 
taking place. With a little bit of luck, he’ll also fool the camerman who’s 
photographing him. So when you’re framing as tight as we do, you need a 
sixth sense to guide your camera to the spot the player will be in half a 
second from now.” 

The camerman must provide his own “sixth sense”—but Arriflex has pro¬ 
vided the three cameras that help keep his “sixth” on target. 

The Arriflex 16S, a bantamweight handful, lets the cameraman keep on the 
action as easily as turning his head; the 16M positioned at a high elevation for 
selected coverage, capitalizes on quick-change magazines for continuity and 
the maneuverable 16BL, tripod or shoulder-mounted, is used for all lip-sync 
interviews with players, coaches and other VIP’s. 

The strengthened heavy-duty steel lens mount, now part of all Arriflex cameras, 
has been instrumental in situations where bulk and weight would hinder effec¬ 
tiveness. “We can use longer focal length lenses for all important close-ups— 
capturing the emotional facial expressions of the players”, continues our cor¬ 
respondent, “without additional lens support. This minimizing of camera weight 
and bulkiness, enables maximum close-up coverage of the action.” 

The 16S and 16M cameras were successfully used in the slow motion filming. 
“Even at the speed ranges of 32, 48 and 64 fps, Arri’s precise registration pin 
system keeps the film ‘rock-steady’ ”. Characteristics such as these may ex¬ 
plain the firm’s great success in filming productions like the 1969 Kodak 
College Football Bowl Reports; 1969 Wheaties-College Coaches All America 
Basketball Team announcements; Minnesota Twins Highlights, 1969 New York 
Yankees Highlights, Minnesota North Stars Hockey Highlights,- the 1969 Pepsi¬ 
Cola NCAA Basketball Championship Highlights, Prestone New York Jets Pre¬ 
views, and others. 

While many production companies find their requirements adequately filled 
by just one of the Arriflex models, it is not unusual to find all three under the 
same roof; each having its own capabilities, makes each best suited for a 
specific job or aspect of a job. Being able to select exactly the right camera 
has always kept the Arriflex user on top of the “game”. 

ARRIFLEX 
r% CORPORATION OF AMERICA Woodside, N.Y. 11377, 

AMERICAN CINEMATOGRAPHER, FEBRUARY, 1970 



Robert Farrell, Sound Engineer 
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Richard Polister, Drirector of Motion Pictures 
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(LEFT) Appearing to extend for miles, incredible 15-acre Manhattan Street set was built along main entry to 20th Century-Fox lot. Rococo facades 
cover sound stages and Administration Bldg. Tall structure in background conceals adjacent Century City skyscraper. (RIGHT) Costumes and 
horse-drawn vehicles of the period make the set come to life. 

BEHIND THE SCENES OF "HELLO, DOLLY! 
Continued from Page 119 

needed to bring it to Hollywood was excessive and the studio 
found it more expeditious to build its own. Numerous cabs, 
trucks, fire engines—all powered by horses—were involved, 
but the studio was well equipped with these with rentals 
filling any gaps. 

Among other things, all this formed a background for the 
most stupendous effort ever attempted by a film company in 
America—the parade sequence. Sixteen units, comprised of 
675 persons, were in the parade, passing through 3108 
extras. Nearest comparable statistics in 20th Century-Fox 
history was the funeral of Queen Victoria sequence in 
"CAVALCADE,'' which involved a total of 3,000 persons. 

Perhaps the best idea of the size of the operation can be 
gained from the logistics that were behind it: Two sound- 
stages and three circus-style tents were staffed with 122 
specialists, dedicated to makeup and wardrobe for the crowd. 
There were 15 special assistant directors, most of them 
costumed and radio equipped so they could function within 

(ABOVE LEFT) Giant camera crane paces marchers in parade sequence. Elevated railway can be seen in background. (LEFT) Night-for-night lighting 
lends the set a frosty magic. (RIGHT) Ace Hollywood helicopter cameraman Nelson Tyler hovers in chopper above Garrison depot waiting for signal to 
start filming departure of the ornate train. 
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(LEFT) Barbra Streisand waits at top of Harmonia Gardens stairway as camera lines up to shoot famous title song number. (RIGHT) In mellow amber 
"gaslight" glow, the star sings a wistful ballad. Of the fabulous Barbra, all four of whose pictures he has photographed. Cinematographer Stradling says, 
"She has a rare beauty, distinctively her own." 

view of the four TODD-AO cameras. Thirty-five uniformed 
policemen directed traffic and provided crowd control and 
five costumed detectives mingled with it. The 146 horses 
involved, some of them pulling vehicles, were trained not to 
be panicked by the music of "Before The Parade Passes By" 
as was the pig carried by actress Judy Knaiz on the Meat 
Packers Float. Schedules of three television series were 
changed so that they would not be shooting on the lot that 
week, and all regular employees not involved were urged to 
take their vacations then. Sixty watering stations, 17 special 
toilet facilities and five first aid stations were set up. 

A Collaboration on Visuals 

In reference to the extraordinary sets which he had to 
photograph in "DOLLY”, Stradling comments: "Shortly 
after I was given the assignment, and somewhat before 
shooting began, I met and began to work with a wonderful 
Production Designer, one of the greatest—John DeCuir. I had 
many weeks of working with him during which I could test 
various things out, the colors and so forth. This opportunity 
for pre-preparation was a great advantage to me and helped 

Continued on Page 166 

(ABOVE RIGHT) Intricate camera movement was required to shoot frenzied acrobatics of "Waiters' Gallop" number. (LEFT) Millinery shop interior 
set, built on sound stage, was partially duplicated for reverse angles in store front opening to park exterior. (RIGHT) "Cover" set was constructed inside 
gymnasium-turned-soundstage on New York location. 



SOS/TAKITAPRINTERS A D PI 
MAKE PRINTING AS SIMPLE AS J\-D-0! 
The SOS/TAKITA Motion Picture Printers offer the Cinema Laboratories a complete line of profes¬ 
sional printing equipment in a variety of models and formats. Printers for Cinemascope, Techniscope? 
35mm, 16mm or double Regular 8mm or Super 8mm, equipped with standard or color light source, 
now bring professional quality at moderate prices, within reach for all. 

OPTICAL PRINTERS 

Precision built for optimum registration and resolution, the SOS/TAKITA 
optical printers are available in almost any film format and type to meet 
your requirements. Darkroom or daylight operated, single or multi-image 
printers make copies from B&W, color, negative and/or positive film onto 
B&W or color, double 8 or Super 8 film, as well as most other size film 
stocks. Light sources for Black & White or color. 2000' capacity, filter pro¬ 
vision for neutral density or color correction filters permit printing of films 
of different ASA speeds and color balance. Daylight models include inter¬ 
changeable magazines for reversing. Four digit counters for each format. 

REGULAR FORMATS: Techniscope * to Cinemascope 
Cinemascope to 35mm 
Cinemascope to 16mm 
35mm to 16mm 
35mm to Regular 8mm 
35mm to Super 8mm 
16mm to Regular 8mm 
16mm to Super 8mm 

OTHER FORMATS AVAILABLE ON SPECIAL ORDER. 
♦ ©Technicolor, Inc. 

CONTINUOUS PRINTERS 

The SOS/TAKITA Continuous Contact Printers are designed to meet the 
needs of the Motion Picture Industry for a high quality printer to produce 
professional, rock steady prints, though moderately priced. Ideal for use 
in labs, TV stations, producers, educational institutions, advertising 
agencies, industry and government departments who print their own films. 
A wide variety of models prints B&W, Color. lOOOw. light source for both 
semi-automatic light control and fully automatic scene to scene density 
and color correction through a pocket band carrier are available in most 
models. Precision printing sprocket for accurate registration and roller 
gate for high performance contact greatly improves resolution. 2000' film 
capacity, speeds of 90 or 120 fpm for both 16mm and 35mm. Footage 
counter, light change interrupter and indicator supplied. Some models 
include built in selenium D.C. supply. Single, Double & Multiple head units 
on a variety of pedestals, for your specific needs. All printers available 
with electrical specifications to meet local requirements. 

ACCESSORIES A full complement of accessories includes optical sound reduction printers, light control 
boards, selenium DC supplies, endless loop racks, super-imposed title machines, slitters, etc. 

Call or write for free illustrated brochure and prices. 

Dept. AC - 2 
EAST COAST: 40 Kero Road, Carlstadt, New Jersey 07072 (201) 939-5250 

WEST COAST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 (213) 469-3601 

SOUTH: 51 East 10th Avenue, Hialeah, Fla. 33010 (305) 888-4604 

Over 40 years of quality service SOS PHOTO-CINE-OPTICS, INC. 
A DIVISION OF F&B/CECO INDUSTRIES. INC. 
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CINEMA VERITE FILM MADE FOR 
THE AMERICAN STOCK EXCHANGE 

Off-the-cuff realism combines with historical 
re-enactment to create an interesting film 

The American Stock Exchange re¬ 
cently premiered "The Investor and the 
Marketplace," a new motion picture 
that traces the story of the Amex from 
the colorful spectacle of the old Out¬ 
door Curb, to the streamlined dy¬ 
namism of the modern securities 
marketplace. 

The 22-minute color film, produced 
by Audio Productions, depicts the Ex¬ 
change's informal birth on the streets of 
Manhattan, and the subsequent growth 
of the Amex—where today more than 
1,300 security issues valued at $55 
billion are traded. 

Exchange President Ralph S. Saul 
said, " The Investor and the Market¬ 
place' is intended to increase public 
understanding of the Exchange's func¬ 
tion in today's society. It is a response 
to the needs of educators for new 
audio-visual tools to explain the role of 
securities markets in a free economy. 
The film will be distributed to share- 
owner groups and to business, civic, and 
fraternal organizations, as well as 
schools." 

CINEMA VERITE 

Using cinema verity techniques, the 
film takes the viewer directly onto the 
Exchange Trading Floor, where he is 
engulfed in the sights and sounds of the 
marketplace. Rather than professional 
actors, the performers are brokers ex¬ 
ecuting investor' orders; Floor Officals 
supervising trading; Amex executives 
meeting self-regulatory responsibilities; 
and personnel manning sophisticated 
communications and automation equip¬ 
ment. 

UNIQUE MARKET SEQUENCES 
For the first time, special film tech¬ 

niques are used to portray little-under¬ 
stood phases of market operations. 

In one sequence, animation is used to 
illustrate how all investor interest in a 
particular security—all buy and sell 
orders, all bids and offers—is focused at 
a single spot on the Trading Floor, 
creating the auction market that deter¬ 
mines stock prices. Here, the role of the 
specialist in maintaining a fair and 
orderly market is defined. 

Another sequence shows step-by-step 
the execution of an investor's order. For 
clarity, this scene was shot with the 
21,000-square-foot Trading Floor 
cleared of everyone except the half- 
dozen people involved directly in han¬ 
dling and reporting the transaction. 

COLORFUL HISTORY 
Historical scenes in "The Investor 

and the Marketplace" depict the begin- 
ning-around 1849—of the Outdoor 
Curb Market, predecessor of today's 
American Stock Exchange. Early brok¬ 
ers trade their shares in the heat, rain 
and snow of the open air market. 

Garbed in colorful hats and other 
flamboyant attire for easy identifica¬ 
tion, the Curb traders develop a unique 
system of hand signals to communicate 
with their clerks, perched precariously 
in the windows of nearby buildings. 

Patents for a host of 19th century 
inventions seem to pop out of the 
screen. The film explains that these 
products, spawned by the Industrial 
Revolution, created the need for a 
central market to trade corporate 
shares. 

SELF-REGULATED MARKET 

Moving toward the present, the film 
describes the move of the Curb Market 
indoors in 1921, so it could establish a 
stock ticker and provide better super¬ 
vision. Later, the camera peers over the 
shoulders of present-day Floor Officials 
overseeing the market, Stock Watch 
personnel monitoring trading, and 
Amex computer technicians at work. 

The picture will be distributed 
nationally by United World Films of 
New York City. It will be available in 
16mm on a no-charge basis for school, 
college and club groups. 

"The Investor and the Marketplace" 
was produced by Audio Productions, a 
division of Novo Corporation of New 
York City. It was directed by Hans E. 
Mandell, written by Stanford Sobel and 
narrated by Philip Tonken. 

TELEVISION VERSION 

A special 13-minute version of the 
film has been prepared for use by 
television stations. "The Investor and 
the Marketplace" also will be utilized by 
the Exchange and its member organiza¬ 
tions in personnel training and orienta¬ 
tion programs and in investment semi¬ 
nars for shareowners. 

Bookings for public showings of 
"The Investor and the Marketplace" 
may be arranged through United World 
Films at 221 Park Ave. South, New 
York, N.Y. 10003, any of the com¬ 
pany's offices in 43 cities throughout 
the country, or the Information Services 
Division, American Stock Exchange, 86 
Trinity Place, New York, New York 
10006. ■ . 

(LEFT) In historical re-enactment showing activity of the old Outdoor Curb market, customers drive up in carriage as curbside "broker" 
approaches to take their order. (CENTER) Telephone clerks lean out of upstairs windows to relay orders from the brokers doing 
business on the sidewalk below. (RIGHT) A view of the busy trading floor of today's American Stock Exchange. All photos depict 
scenes from "The Investor and the Marketplace", cinema verite informational film produced by Audio Productions. 



Why are 
filmmakers 

switching 
to CINE 60s 

POWER BELT? 

CINE 60 OFFERS YOU THE 
MOST ADVANCED CONCEPT 
IN BATTERY DESIGN 

• Rechargeable Nickel Cadmium Bat 
teries built into a handsome easy to 
wear belt. 

• Completely sealed battery cells, 
maintenance free. 

• Built-in charger and coiled 
charging cable. 

• Automatic overload switch for 
protection against short circuit. 
This switch functions as an 
automatic fuse, which will 
reset automatically and 
will never have to be 
replaced. 

tDU.S. Patent 
#3274476 

Belt shown aoove is: 
UNIVERSAL POWER BELT 
with 8.4V-12V-16.8 Volt Output 

• No awkward battery case 
to get in your way. 

• No bulky weight tugging at your shoulder. 
• Designed for comfort and mobility. 

• There is a belt for each professional camera 
ranging in voltage from 6 to 30 volts. 

• We also make a powerbelt, 30 volt, for 
the Sylvania professional sungun 

Cine 60-^First in Sales, 
Service, Rentals, Repairs. 

Write now for complete 
information and specifications. 

CINE 60, INC 
MOTION PICTURE 
EQUIPMENT 
SALES-RENTALS-SERVICE 

FILM CENTER BLDG. 630 9TH AVENUE NEW YORK, N Y. 10036 (212) 586 8782 
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Dave Marx (center) shoots jubilant L.A. Rams coach after win over Green Bay Packers. 

Dave Marx shoots 
NFL Football games 

for NFL Films Inc. 
From the sideline. 

With a 12 to 240 mm 
zoom lens. At 24 

to 200 frames per 
second, mostly 200. 

Hand-held? Yes. 

He uses an Eclair 
GV16. NFL Films Inc. 

owns 10 of them. 

Dave Marx is the Director of 
Photography at NFL Films Inc. Each 
week during the season, NFL Films 
shoots eight National Football 
League games. From this footage, 
two half-hour TV shows are assem¬ 
bled; and they are then aired by 
syndicated TV stations nationwide 
as “NFL Game Of The Week” and 
“NFL Highlights.” 

At every game there’s a GV16 
on a tripod, up in the press box. 
There’s also an Eclair NPR. Both 
cameras are covering the action at 
normal speed and using different 
focal lengths on their zoom lenses 
to give the editors both close-ups 
and long shots of the same action. 
What all the editors constantly 
demand, however, is super slow 
motion footage. So during crucial 
plays, the GV16 cameraman shoots 
at 200 frames per second. 

Both cameramen have to know 
the game in order to anticipate the 
plays. It’s easy to run out of film in 
the middle of any unrehearsed ac¬ 

tion, of course —and at 200 frames 
per second, you get only 80 sec¬ 
onds shooting from 400 feet of 
16mm film! But that’s not a prob¬ 
lem for NFL Films. Why? Because 
both the NPR and the GV16 have 
400 foot magazines that you can 
change in less than five seconds. 
And they accept both core wound 
film and daylight loading spools. 

Dave Marx himself used to be a 
college football player. He covers a 
game each week from the sidelines, 
with a hand-held GV16 shooting 
mostly at 200 frames per second. 
Tripods aren’t allowed down there, 
of course; and if they were, he 
wouldn't use one. As the play 
moves, so does he — at a run. 

When a player throws the ball, 
Mr. Marx swish-pans to the re¬ 
ceiver to see him faking the defense 
before the ball arrives. Then he 

switches from 200 to 24 frames per 
second for cutaway reaction shots 
of the players on the bench. Tripod 
heads just aren’t that flexible; but 
you couldn’t cover a whole game 
hand-held if the camera were either 
bulky or heavy. The GV16’s body 
and motor weigh six pounds, and 
can be rested on your shoulder. The 
lens mounts on the front, the maga¬ 
zine on the back. Balanced. Over¬ 
all, it’s a pretty athletic camera. 

For more information, write Eclair at 7262 
Melrose Avenue, Los Angeles, Calif. 90046. 

eclair 
Camera makers since 1909 
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Elemack’s unique 8-wheel dolly that tracks, turns, twists 
and crabs in any direction. Swivels 360° on its own axis. 

The Elemack Spyder Dolly is a com¬ 
pact, highly mobile unit that does 
everything a dolly should do . . . and 
gets around a lot easier. It is small 
enough to fit just about anywhere and 
was designed expressly to help you 
shoot in tight corners and narrow 
spaces and to bring you closer to the 
action. Now work in areas that are in¬ 
accessible for more conventional equip¬ 
ment. Ruggedly built, yet lightweight 
it is easy to maneuver and can be 
steered and locked into dozens of dif¬ 
ferent positions (see diagrams.) 

“Elemack Goes Where Other Dollies 
Fear to Tread”. Why not investigate 
how Elemack can help you get better 
results. 

Features: 
Smooth action hydraulic lift. Swivel seats 
for operator and assistant. Adjustable snap- 
in position for operating through doors. 
Rubber wheels convert to track operation 
in minutes. Collapses to 251/2" x 521/2" 
x 241/2Weight: 221 lbs. Max height: 
501/2" Fully opened: Diameter 381/2". 

Spyder Dolly w/leveling 
head . . . from $4695 
Lowboy . .. $195. 

TheCamera Mart me. 
456 W. 55th St., (Bet. 9th & 10th Aves.) New York, N. Y. 10019 

Phone: (212) 757-6977 

THE JONATHAN JIB 
ARM ASSEMBLY. 

Mounts easily on Ele¬ 
mack Spyder dolly to 
convert it into a dolly 

crane capable of revolv¬ 
ing 360° and of raising 

the camera to a lens height 
of 7'. • Equipped with 

pantograph indicator which 
enables the “grip” to follow 
the shot precisely as di¬ 

rected. • Center lens: Minimum 
height 3 feet, Maximum height 7 

feet. $2660. Weights and accessories 
additional. 

FOR SALE OR RENT 

- LONG TERM LEASING. F.O.B. N.Y. 

DEALER INQUIRIES INVITED. 

IMMEDIATE DELIVERY. 

IN THE WEST: ALAN GORDON ENTERPRISES INC./1430 N.CAHUENGA BLVD-,HOLLYWOOD,CALIF.90028/(213) 985-5500 
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M.T.E. Recording & 
Projection Equipment 
■ System Engineering 
■ Automated technique 
■ Reversible sync-interlock operation 
For your sound studio, screening 
room, preview room and 
conference room. 

MAGNA-TECH ELECTRONIC CO., INC. 
630 Ninth Avenue / New York, N.Y. 10036 
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THE UNIQUE VIDEO WEST 
INSTANT REPLAY SYSTEM 

A new high resolution video monitoring 
method for instant replaying of filmed 

By CHARLES LORING scenes, and painless looping on location 

(LEFT) The Video West system in operation on the set of the Ralph Nelson production, . . TICK . . . TICK . . . TICK . . .", showing camera and 
monitor. (RIGHT) At the end of the day's shooting cast and crew members gather around monitor to view "instant rushes" of their work. Certain 
technicians, initially wary of system, become boosters after having used it. 

The concept of "marrying" an elec¬ 
tronic camera to a motion picture cam¬ 
era so that scenes can be monitored and 
played back as they are filmed is not at 
all new. Almost since the birth of 
television there have been attempts to 
combine the two systems. However, 
Jerry Lewis is generally conceded to 
have been the first to use such a 
combination on a wide scale. Several 
years ago, when he first began directing 
himself in feature films, he had a small 
vidicon camera mounted next to the 
motion picture camera lens so that he 
could check his performance on several 
monitors hidden about the set, while 
the scene was being shot. 

There followed a rash of similar 
systems, including some quite sophisti¬ 
cated versions (such as Mitchell System 
35 and Molec) which can monitor three 
or four cameras simultaneously. 

The generally limiting factor to all 
such systems developed in the past has 
been the inherently poor image quality 
of the pictures recorded by the vidicon 
electronic cameras which, because of 
their small size, it has been necessary to 
use. The effect has often been that of 
viewing a picture through a bowl of 
jello—hardly an aid to precision in film¬ 
ing. On the other hand, the image 
orthicon cameras of the type used in 
television studios, which record an ex¬ 
cellent quality of image, are much too 
large and bulky for use in tandem with 
motion picture cameras. 

It is necessary to keep these facts in 
mind when one considers the introduc¬ 
tion of yet another such system, the 
Video West Instant Replay System, de¬ 
veloped during the past year. 

What sets the Video West system 
apart from the others is the vastly 
superior picture which it places on the 
monitors—a picture so sharp, clear and 
rich in tonal values that it appears to be 
a projected film image rather than one 
produced by electronic means. Like the 
other available systems, the Video West 
combination employs a vidicon camera 
as its electronic component, but the 
vidicon has been subjected to a myriad 
of modifications in order to make pos¬ 
sible recording of its extremely high 
quality image. 

It all began rather indirectly a couple 
of years ago when director Blake Ed¬ 
wards was preparing to make a picture 
called "THE PARTY", starring Peter 
Sellers. 

"Because the film was to be mostly 
ad lib, I really felt that we would need 
some means of being able to document 
what we did, so that we could take a 
look at it and know where we were 
going to go from there," Edwards re¬ 
calls. "With that in mind, I contracted 
to use one of the electronic monitoring 
systems then available. I thought of it 
strictly as a device to give me a kind of 
reference—not as a creative instrument. 
But I found as I worked with it that 
Peter Sellers and I were both beginning 

Heart of the Video West system is a thorough¬ 
ly modified vidicon camera mounted directly 
above the film camera lens, with a 45-degree 
mirror picking up the same composition. 
Vertical parallax is negligible. 



(LEFT) Director Blake Edwards, who sparked idea for development of system stands next to camera equipped with it. (CENTER) Rock Hudson and 
Julie Andrews, stars of Edwards' production, "DARLING LILI" are photographed with Video West-equipped boom camera on location in Europe. 
(RIGHT) "LILI" Director of Photography Russell Harlan, ASC, sits beside camera with vidicon pickup mounted above lens. 

to depend more and more upon it as a 
creative tool. We could work out the 
action in rehearsal and then, when we 
felt we had it right, put it on tape and 
take a look at it—something like instant 
rushes. 

"Too many times before I had gone 
in to screen rushes, viewed what I had 
printed, and wished to God I could go 
back and do it again. Sometimes I 
have—but it's costly. I found that while 
the tape does not rule out judgment 
error completely, it can confirm many 
things right there on the spot. It can 
help enormously in maintaining consist¬ 
ent pace and emotional attitude from 
one scene to another, for example. 
Sometimes you do a scene and reach a 
high emotional pitch. Then you break 
to move in for a closeup, and it's very 
hard to pick it up at exactly the same 
height of emotion—because you have no 
point of reference. But how great it is to 
be able to look at a tape of the last 
scene and really see where you were 
emotionally. I found that this was one 
of the greatest, most important contri¬ 
butions such a system can make—at 
least, for me." 

Having thus become sold on the 
concept of an electronic monitoring 
system, Edwards was, nevertheless, far 
from satisfied with the minimal quality 
of image such systems afforded. He 
talked the problem over with his pro¬ 
duction associate, Ken Wales (who has a 
solid technical background) and with 
electronics engineer Jim Songer, both of 
whom felt that there must be ways to 
modify vidicon equipment to produce a 
picture with quality comparable to that 
of film. 

They formed a company, Video 
West, to pursue that problem as well as 
others pertinent to the communications 
industry. The first result was the Video 
West Instant Replay System, consisting 
of a thoroughly modified vidicon cam¬ 
era to be mounted vertically above the 

motion picture camera lens, with a 
45-degree mirror reflecting almost ex¬ 
actly the same picture that the film was 
recording—but very sharp and clear. 

Blake Edwards tried it out on his 
next picture, the muIti-million-dollar 
Paramount release, "DARLING LILI", 
and found it to be an enormous aid to 
production. It was especially valuable in 
verifying scenes which involved hun¬ 
dreds of extras. 

Recently, in shooting "THE MOON¬ 
SHINE WAR" on location in Stockton, 
California, director Richard Quine had 
the following to say about his first 
experience in using the Video West 
Instant Replay System: "I'm absolutely 
intrigued with it. As far as I'm con¬ 
cerned, it's a fantastic 'security blanket' 
in the sense that I can check out what 
I'm getting right now, without waiting 
to see it on the screen. Then, too, I'm 
used to doing something that resembles 
a jungle ballet, trying to get through all 
the lamps and gobos and people to see 
what's going on in the scene. With this I 

". . . TICK . . . TICK . . . TICK . . ." director Ralph Nelson discusses details of replayed scene 
with Director of Photography Loyal Griggs, ASC, while stars George Kennedy and Jim Brown 
watch themselves emote. High quality of monitored image is evident even in this photograph. 

(LEFT) Console of the Video West system 
serves as control center and contains an 
Ampex 660 2-inch helical-scan video tape 
recorder and a small monitor. (RIGHT) Floor 
monitor for use on the set. 



(LEFT) Playback of close shot of Frederic March is used to clue George Kennedy in his matching close shot. (CENTER) Director Nelson replays a 
scene for verification on location, while Ken Wales, co-developer of system (white sweater) looks on. (RIGHT) Key members of crew find the system 
valuable for checking many details right on the spot, instead of having to wait for dailies. 

can get a perfect view of it from 
anywhere on the stage. With the imme¬ 
diate playback facility you can check all 
manner of things. It's great for the 
script girl in matching action. The ward¬ 
robe and prop people find it valuable 
for checking details of their work, as do 
the gaffer and cameraman for seeing 
how the lighting is coming through. I 
know it's a real time-saver. I just think 
it's fabulous." 

Richard H. Kline, ASC, Director of 
Photography on the same film, com¬ 
mented: "I would like to be where the 
camera operator is and see exactly what 
he sees and, unfortunately, I can't be— 
because my theory is that if you stand 
even a few inches to the right or left of 
the lens you don't see exactly what the 
camera is getting, nor does the lighting 
look the same. But with the Video West 
System I can look at the monitor and 
see exactly what the camera is picking 
up. If we are shooting out of continuity 
and we shoot a part of the scene one 
day and the rest a week later, I can 
re-run what we've shot and match the 
lighting much more accurately than if I 

just depended upon my own memory 
for placing the lights. I find it a tremen¬ 
dous aid and I depend more and more 
on it each day. It's a great plus for so 
many people, not just myself. This is 
the first film I've done with it, but, I 
hope, not my last." 

A very recent refinement of the 
system has the vidicon unit built right 
into the door of the Panavision camera 
for through-the-lens viewing, thus elimi¬ 
nating all parallax and making possible 
the accurate monitoring of zoom shots. 

Also in the last stages of develop¬ 
ment is a color version of the camera 
that is only slightly larger than the black 
and white unit. It is said to record an 
amazingly faithful color rendition of the 
scene. ■ 

TECHNICAL FEATURES 
OF THE VIDEO WEST 
INSTANT REPLAY SYSTEM 

By KEN WALES 

CONCEPT: 
Concept of the development and use 

of the Video West Instant Replay Sys- 

Video West console features Ampex 660 recorder, a versatile, high-quality/solid-state unit 
selected for use because of its 2-inch tape format. Small monitor at right, with picture showing, is 
used by operators, who are located some distance from the shooting area. 

Julie Andrews watches replay of scene on a 
miniature, wireless remote monitor, while on 
location for "DARLING LI LI". 

tern is to provide the director with the 
facility of being able to record on video 
tape the motion picture scene 
which he is filming at the moment. This 
system also enables the director to view 
the scene "live" on a video monitor, or 
any number of monitors, while the 
scene is taking place. 

It is basically intended that the sys¬ 
tem be of greatest assistance to the 
director in verifying a "print" take. 
Since the beginning of film-making, an 
oft-heard plea of the director has been 
"If I could only see what I have." Now, 
through the use of video tape recording, 
it is possible for the director to immed¬ 
iately review the scene he has just 
completed and to evaluate immediately 

Continued on Page 156 



EXPOSURE 
DEPTH-0 F-FIELD 
IMAGE SHARPNESS 

ARRIFLEX 35 2cv 
with VARIABLE SHUTTER 

more depth-of-field control 

more sharpness control 

SRHIFLEX 
I CORPORATION OF AMERICA 

P.0. Box 1050, Woodside, N.Y. 11377 

A ‘busy’ background can ruin an otherwise good shot. 
Wash it out—close down the shutter and open the lens 
to reduce depth-of-field—the background stays in its 
place: the background. 

Fast-moving subjects may speed by too quickly to regis¬ 
ter at the wide-open shutter speed of 1/48 sec. So 
close down the shutter—just enough to ‘freeze’ the 
action in each frame and get sharper pictures on the 
screen. 

It’s easy with the Arriflex 35 2 CV’s variable shutter. 
Clearly marked in 15° increments ... get the exact 
opening you need, anywhere between 165° and 0°. Add 
to this the bright-as-life Arriflex mirror-shutter reflex 
viewing system ... The camera’s compact, go-anywhere 
design ... and its line of accessories that let it build 
from a 200-ft. hand camera to a complete blimped 
studio system. Arriflex 352CV—the camera that gives 
you more control— 

more exposure control 
Lenses give their finest images at certain apertures. 
Maintain these apertures by adjusting exposure with 
the variable shutter instead of the diaphram. The vari¬ 
able shutter can also eliminate the need for ND filters 
and the optical deterioration they create. 
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"FLASHING" EKTACHROME EF 
An accidentally-discovered technique makes it 
possible to reduce contrast of high-speed 16mm 
emulsion for smooth intercutting with ECO 

By DAVID BOWEN 

Speed and more speed! Even though 
we've come a long way since color films 
were rated at an exposure index of 10, 
cameramen and directors still cry for 
faster emulsions—to cut costs, to in¬ 
crease production flexibility, to get that 
otherwise impossible shot. 

Presently 16mm lags well behind 
35mm, with Commercial Ektachrome 
rated at ASA 25 against Color Nega¬ 
tive's ASA 100. Of course, there's 
always Ektachrome EF, at ASA 
125—but many feel this emulsion is too 
grainy, too contrasty to use except in 
emergencies. 

This article will describe a technique 
for flashing EF that minimizes these 
objections, and its emphasis will 
properly be on the how-to-do-it me¬ 
chanics. But it should be borne in mind 
that no technique is an end in itself; at 
best it is a tool„ a way to help the 
creative film-maker enhance the scope 
and visual effectiveness of his produc¬ 
tions. 

In simplest terms, it consists of flash¬ 
ing (or fogging) Ektachrome EFB film, 
type 7242, to make its printing contrast 
compatible with Commercial 
Ektachrome, type 7255. 

Useful ideas sometimes grow from 
casual observations. For me it started in 
1955, before EF was even a gleam in 
Mr. Eastman's corporate eye. I was then 
working as an editor and sometimes 
cameraman. One slow day, while 
readying some original for the lab, I 
found myself bemused by half a dozen 

frames at the end of one roll. They had 
picked up a faint fog during unloading, 
yet looked far better than the 
"properly" exposed footage ahead of 
them—pastel colors, excellent shadow 
detail, natural contrast despite 
somewhat harsh lighting. One thought 
led to another: perhaps this effect could 
be reproduced under controlled 
conditions and put to practical use. 

A series of tests with both 
Commercial and Type "A" Kodachrome 
proved promising, but when improved 
printing stocks appeared early in 1956, I 
dropped the project for other things. 

In late 1966, now on staff at 
Parthenon Pictures, I was assigned to 
direct a sponsored film in photoplay 
form —really a 40-minute dramatic 
story. We decided to shoot it the way 
more and more pictures are being made 
today: on location, in actual settings, 
mixing professional actors with people 
from the street. 

We'd already used EF on several 
short sequences and on one 8-minute 
picture I directed in New York, and 
were quite pleased with the results, so 
we plunged in with both feet and 
planned to do the entire show with that 
emulsion. But it was still relatively new, 
so we followed approved practice and 
ran a short test on our production 
emulsion. 

We watched the print the morning 
before we started shooting. That 
afternoon we replaced the EF with 
ECO. As a direct result of unscheduled 

time for lighting, we went almost two 
days over schedule and had to pass up 
innumerable visual opportunities that 
would have enhanced the picture. 

The problem, as those familiar with 
EF know all too well, is that the original 
looks fine—but the increase in contrast 
that accompanies printing results in an 
image with blotchy blacks, washed-out 
highlights, and a generally unpleasant, 
grainy, home-movie look. So when 
things quieted down, I started 
wondering whether EF might benefit 
from that same flashing technique 
started over ten years ago. 

In simplest terms, flashing consists of 
subjecting the film, either before or 
after principal exposure, to just enough 
neutral illumination to produce a slight 
fogging or "greying-out" of the image. 
Projected, flashed original looks pale 
and masked with a slight veil; printed, 
the contrast increase cancels out the fog 
and the resultant image appears normal. 

Our initial tests at Parthenon used a 
camera as the flashing device—in our 
case, an old Maurer—and since this is 
how the experimenter is most likely to 
start out, the setup will be described in 
detail. 

FIGURE 1 shows the principal com¬ 
ponents. The light source is an ordinary 
75-watt household bulb (it's hard to 
find a 3200° K source of low enough 
intensity!). The bulb is enclosed in an 
old keglight housing to control spill 
light. 

FIGURE 1—Arrangement of equipment needed to "flash" Ektachrome EF 
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Between lamp and camera is an 8x10 
pane of opal glass, which furnishes a 
diffuse fogging source for the film. The 
glass, plus a CC-20C (cyan) filter, 
corrects the lamp's color temperature 
close to 3200° K. The black frame 
around the opal glass helps keep any 
spill light from contaminating the 
fogging exposure. 

The camera is driven by a syn¬ 
chronous motor at constant speed. The 
lens is removed completely, so that the 
light from the glass falls directly on the 
emulsion as it passes the aperture. 
Coarse exposure control is achieved by 
adjusting the distance between lamp and 
glass; fine control by adjusting the 
camera's variable shutter. Light is 
measured at the camera with a CdS 
meter, to insure repeatability. 

We began by making a series of 
3-foot exposures at various shutter 
settings. The film was processed and 
the base density of each exposure 
visually compared to processed but 
unexposed ECO. 

Once we found an exposure that 
looked close, we chose this as a center 
point and flashed 50-foot bursts at this 
setting, as well as at several others both 
above and below it. Then we rewound 
the film and exposed 10-foot bursts of a 
"typical" scene over each flashed seg¬ 
ment in each series, using ASA indices 
of 100, 125, 160, 200, and 250. A 
timed color-corrected print then indi¬ 
cated which combination of flash and 
scene exposure yielded the most natural 
effect. 

For the setup described, we arrived 
at the following: 

Light at camera: Approx. 0.25 foot- 
candles (this is a calculated value, 
since our meter was not calibrated 
directly in foot-candles); 

Camera speed: 24 frames per second; 
Shutter setting for flash exposure: 

90°; 
Exposure index for primary (scene) 

exposure: ASA 125. 

We had expected flashing to raise the 
film's exposure index slightly, much like 
the once-popular "latensification"; but 

(ABOUT THE AUTHOR: Since graduation 
from UCLA in 1950, David Bowen has been 
continuously employed in professional mo¬ 
tion picture production—first with several 
"in-plant" industrial motion picture units, 
and since 1958 as Associate Producer with 
Parthenon Pictures in Hollywood. When 
schedules permit he occasionally does work 
for other producers. Although the last ten 
years have been devoted primarily to writing 
and directing, he still retains an active interest 
in the technical aspects of film-making, 
especially where they expand the scope of the 
medium.) 
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in practice, best results were obtained at 
the normal ASA 125. This gives a light 
(though not washed-out) original which, 
when printed, tends to minimize 
apparent grain. We obtained satisfactory 
images with ASA settings up to 
200—but with a denser original, grain 
becomes more noticeable. Still, it's 
comforting to know that a 2/3 stop 
underexposure will still furnish a usable 
scene without forced processing. 

A diffuse flashing source (in our case, 
the opal glass) is also important in 
minimizing grain. With a specular light 
source, grain structure always became 
more pronounced. Possibly this is 
caused by one layer of the film's 
structure "shadowing" those below it, 
at such low levels. 

Again contrary to expectations, we 
found it made absolutely no difference 
whether the film was flashed before or 
after principal exposure. However, if the 
film is pre-flashed, the very weak ex¬ 

posure tends to decay with storage. 
Ideally, pre-flashed film should be ex¬ 
posed and processed within three or 
four days. Post-flashing is not as critical, 
but of course it is always good practice 
to process as soon after exposure as 
possible. 

Both pre-flashing and post-flashing 
have advantages. If anything should go 
wrong during pre-flashing, all you've 
lost is a roll of film—not perhaps 
irreplaceable original photography. Post¬ 
flashing, on the other hand, is better for 
location work, where exposed film can't 
always be sent promptly to the lab. And 
of course, you need flash only the film 
you actually use. 

Unless both production and flashing 
cameras have very accurate movements, 
the film should be rewound after ex¬ 
posure and flashed heads out, to avoid 
coming out with two different frame 
lines. If registration permits, film may 

Continued on Page 160 
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CORDLESS SYNC SOUND 

The Eclair NPR’s Quartz Crystal Control lets you 
shoot sync sound with no connection between 
camera and tape recorder. No sync cord. No AC 
power line. No radio signal. Nothing. 

DC battery lets you go anywhere. One camera 
or several, all in sync. Fantastic accuracy. Sync 
error is less than % of a frame in one continuous 
400 foot take.That’s 16,000 frames. 

So now the NPR gives you 5 second magazine 
changes with no threading, silent running with no 
blimp, and sync sound with no cord. Eclair NPR. 
It really helps you get the job done. 

With the regular-sync-pulse generator and 
sync cord system, tape speed is made to conform 
to the camera’s speed when the track is trans¬ 
ferred to 16mm magnetic film. With the Eclair NPR 
camera’s Crystal Control system, the camera 
motor’s speed is regulated by a built-in quartz 
crystal frequency signal generator; and an ident¬ 
ical crystal generator at the tape recorder puts a 
pulse signal on the recording tape, which is used 
as a speed reference at the transfer to 16mm. 

How Eclair Crystal Control works. 

These generators are completely independent of 
each other; but because the pulses they generate 
are truly identical, sync is maintained. And since 
each crystal is independent, any number of crys¬ 
tal-controlled cameras and tape recorders can be 
used together, without any connection between 
them and at any distance from each other. 

Accuracy is as great as AC power. 

Obviously, the whole thing depends on the 
crystal signals being exactly identical. Although 
several cordless systems have been in use for ten 
years or more, none has approached the accuracy 
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of synchronous motors running on direct AC 
power. For short or normal length takes and for 
recording speech (not music) on location, they 
have certainly been good enough. But they have 
all to some extent sacrificed accuracy for mobility. 
The Eclair Quartz Crystal, however, provides the 
first cordless sync signal that is unequivocally as 
accurate as the 60Hz pulse of AC electric power. 
Specifications are: sync error less than 14 of a 
frame in one continuous 400 foot take. That’s 14 
frame in 16,000 frames; and that’s running the 
camera continuously for one eleven-minute scene. 
On shorter takes, of course, sync accuracy is even 
greater than that. 

Proven in use in Europe and U.S. A. 

And the Eclair system really works. It has 
been in regular use in Europe since 1966, and in 
the U.S.A. since 1968. ABC TV’s World Of Sports 
are using it; so are Paramount Studios Special 
Projects Division; and many network TV Specials 
are being shot with Eclair Crystal Control. In fact, 
nearly half of all new NPRs are being bought with 
the Crystal Control motor. Names of satisfied users 
are available on request from Eclair, at the address 
below. Nagra and Perfectone tape recorders can 
be purchased with the Eclair crystal generator 
built in, or can be quickly and simply modified for 
Crystal Control operation. After modification, the 
same recorders can also be used with regular 
sync-pulse and sync cord systems. 

Universal Crystal Control Motor. 

Heart of the Eclair NPR Crystal Control 
system is this DC phase comparison motor whose 

speed is regulated by a quartz crystal time base 
reference signal generator that attaches to the 
battery. It combines the portability and efficiency 
of DC battery operation with the accuracy and 
reliability of a synchronous motor. It’s called a 
Universal Motor because it can be used with 
any number of crystal controlled cameras and 
recorders, or with AC powered cameras or sprock¬ 
eted recorders using sync motors. It can also be 
made to keep in sync with a tape recorder playing 
back a pre-recorded track; which means that you 
can shoot cordless lip-sync Playback, even with 
music, even on location. The Universal Motor also 
functions as a crystal-controlled variable-speed 
motor, with tachometer. And its built-in sync pulse 
lets you use it with a sync cord, too. 

Camera and Sound.Two one-man 
units, instead of one two-man unit. 

A few of cordless sync’s advantages: Shoot¬ 
ing unrehearsed action, the soundman can stay 
where the sound is best, while the cameraman can 
move spontaneously as the action changes. In 
crowded places, no sync cord to trip people up. 
For unsuspected candid shots, the soundman can 
move close in with his recorder and microphone 
disguised, while the cameraman stays back out of 
sight and uses a long lens. Multiple cameras and 
recorders can cover non-repeating action from 
different angles, all in sync and all with complete 
freedom to move around. 

The only disadvantage: No start mark. One 
way around this is for the soundman to visibly tap 
his microphone at the head or tail of a scene. 
Various strobe-light buzzer combinations are also 
available. And, of course, if automatic start marks 
are more important than complete mobility on a 
certain job, the Universal Motor can be used with 
a sync cord, which lets the camera’s built-in clap¬ 
per automatically establish sync when you switch 
on. Eclair NPR: one camera that really helps you 
get the job done. 

For an NPR brochure, 
write to Eclair Corp. 
at 7262 Melrose Ave., 
Los Angeles 90046. 
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NEW LIFE FOR OLD 
SOUND EQUIPMENT 

Here's a simple, low-cost way to upgrade the battery 
system of your old, but good sound gear lying idle 

By STEPHEN A. KALLIS, JR. 

Many film units have at least one 
piece of audio equipment that's just 
gathering dust on the shelf. It's usually 
gear that's used only occasionally, such 
as an optical recording amplifier or a 
portable sound mixer, but it cost a 
pretty penny when new. And often the 
reason that it's not used at all is not 
because it isn't ever needed, nor because 
it's broken, but simply because it's 

battery-operated, and the batteries are 
hard to come by or are no longer made! 

After one very painful experience of 
my own (I had a tight schedule, bought 
a "brand new” battery for my Auricon 
amplifier, traveled immediately to keep 
an appointment almost two states away, 
set up my gear for a single-system 
interview and discovered that my "new” 
battery was stone, cold dead—it had sat 

on the shelf of the store I bought it 
from for its entire shelf life!), I deter¬ 
mined that there had to be a less 
frustrating way of getting single-system 
optical sound short of scrapping my old 
amplifier in favor of brand new gear. 
(Frankly, the most frustrating thing I 

can think of is inoperative equipment 

that almost works.) 

The answer I came up with is really 

The equivalent of three old batteries connected to a recording amplifier. In addition to the two 6-volt battery substitutes (left), there is a substitute 
for the V/i-volt filament battery (right), composed of eight flashlight cells connected in parallel. The wood "margin" around the electrical tie-points 
of the connectors helps shield them from accidental short circuits, but does not make them too much more bulky than the batteries being replaced. 
Both assemblies fit neatly into the case with room left over. 
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rather simple: replace the old batteries 
with new batteries that are not likely to 
become obsolete. For low-voltage bat¬ 
teries in particular, the ideal replace¬ 
ment batteries would be ones that 
would never go out of style. The most 
obvious battery to use under these 
circumstances is the flashlight battery- 
flashlights have used the same type of 
battery for years, and there is no indica¬ 
tion that they are likely to change in the 
foreseeable future. An added advantage 
of using flashlight batteries is that they 
are very easy to find. Besides radio 
stores where you can (sometimes) find 
the older batteries, you can obtain 
flashlight batteries in dime stores, hard¬ 
ware stores, and drug stores. This means 
that if for some reason new batteries are 
needed in a hurry, there's a better 
chance of getting them. 

Naturally, it would be impractical to 
use flashlight batteries for high-voltage 
equipment. At this point, however, it is 
still possible to get high-voltage batteries 
needed for most equipment. If your old 
sound gear has completely obsolete 
high-voltage batteries, these can also be 
replaced by the techniques I will des¬ 
cribe; however, in general, it's the low- 
voltage batteries that become obsolete 
first. Because of this, I will concentrate 
on the low-voltage batteries initially— 
then discuss techniques relating to the 
other kind. 

In replacing one battery with 
another, it is necessary to keep two 
things in mind: the battery that is 
replacing the original must be able to do 
at least the same amount of work as the 
battery it replaces, yet the replacement 
must not take up so much additional 
space that it cannot be stored where the 
original was. When I am required to 
discuss specific batteries, for purposes 
of my discussion, I will use as examples 
the batteries I replaced in my Auricon 
amplifier; the techniques used can be 
adapted to a variety of similar batteries. 

The principle of replacing batteries is 
actually very simple if one keeps in 
mind certain fundamentals of elec¬ 
tricity. Cells connected in parallel do 
not increase in total voltage, but they 
can put out more current; cells connect¬ 
ed in series add the individual voltages, 
but the amount of current that can be 
put out remains constant. Using these 
two rules, battery-switching becomes 
simply a matter of mechanics. 

Most "low voltage” old-time radio 
batteries are actually made up of cells 
very similar to those used in flashlights. 
For example, one of the batteries used 
in my Auricon NR-24-VA amplifier is 
the Eveready No. 744 (or its electrical 
equivalent), a 6-volt battery. Break it 

A relatively hard-to-find battery like this 6-volt specimen, when disassembled, is found to be 
made up of four cells very similar to flashlight cells, except for their length. If taken apart very 
carefully, the top can be salvaged for use as a connector. 

open carefully with a pair of tin snips 
and you will discover that it contains 
four cells, connected in series, that are 
shaped very much like D-size flashlight 
batteries, except that they are about 
half again as long. 

For ease of changing batteries, it is a 
good idea to let the amplifier retain its 
battery plugs (it also helps ensure 
against making a wiring mistake). There¬ 
fore, in order to connect anything to 
the amplifier, you should salvage the 
top from a discarded battery to act as a 
mating connector. This should be done 
by carefully cutting the metal jacket of 
the battery and spreading it so that the 
top can be lifted out (usually in such 
batteries there is no wiring connection 
between the top and the internal cells). 

Since the maximum amount of cur¬ 
rent may be required for some jobs, it is 
most practical to use the larger D-size 
flashlight cells. Since these are only 2/3 
as large as the cells in a typical 6-volt 
battery, they may have to be changed 
somewhat more frequently. However, 
for most normal jobs, they will stand up 
quite well (in fact, this can be compen¬ 
sated for in part by using the newer 
heavy-duty alkaline flashlight cells that 
have a longer duty life than the old 
carbon-zinc cells). Further, replacement 
is easy and convenient. 

To facilitate replacement of cells, 
they must be installed in receptacles 
that will allow them to be changed with 
a minimum of effort. Such receptacles 

Continued on Page 158 

Two six-volt battery substitutes mounted on a single board. The batteries have not been inserted 
in the right-hand assembly to permit the battery holders to be detailed. Each unit is connected to 
a salvaged battery top that will act as a mating connector to the amplifier. 
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Cat. #2678 
Moviola 
Rewind WD 
$32.50 M 

Cat. #2687 
Moviola Synchronizer 
$170.00 

Cat. #2577 
Guillotine Splicer 
M2-35mm-2T 
$180.00 

NEW ITEM 
Moviola 50 
16mm Table Viewer 
$325.00 Cat #2589 

Maier-Hancock 
Portable Hot Splicer 
Mdl. 1635 
$349.00 Cat. #2768 

Film Nippers 
$4.95 Cat. #2763 

Filmmeter Stopwatch 
$36.75 

Sure, we know that if 
you’re a professional film 
editor you probably have 
most of the workaday 
equipment you need. 

But, if you’re looking for 
that something extra — 
from a new Moviola to a 
splicer, from a 
synchronizer to plain old 
reliable service, there’s on 
place that can satisfy all 
your needs — Alan Gordon 
Enterprises Inc. Why? 
Because AGE Inc. 
maintains the industry’s 
largest and most diversified 
inventory of editing 
equipment, in stock and 
ready to meet your every 
requirement. So, if you’re 
in the market for editing 
equipment — no matter I 
what it might be — check | 
with Alan Gordon 
Enterprises first. 

Most pros do. 

Cat. #2647 
Moviola 35mm UD-20-S 
$2795.00 

Cat. #2728 
Editing Stool Mdl. ES-1 

$43.00 

aiangordon enterprises me. 1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 
Sales: (213) 985-5500 • Rentals: (213) 466-3561 
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SHOOTING IN CANADA ? 
Rent from the complete rental house 

:mm 

IIMEQUIP 

Cameras — BNC Reflex — NC Reflex — Standard High Speed 
Arriflex — 16mm & 35mm — blimps & zooms 
Worrall — O’Connor — Sachtler & Wolf Gyro 

Studios — Dollies — Lighting & Grip Equipment — Generators 
Crews — Video Tape — Set Design & Construction — Post Production 

CAMERA MAINTENANCE & MACHINE SHOP SERVICE ON PREMISES 

NC Reflex 

All Arri mount Full set BNC mount 
lenses from 9.8 up. Cooke lenses. 

28-280mm reflex zoom. 

CINEQUIP — Motion Picture Camera and Equipment Rentals 
41 Scollard Street, Toronto, Ontario, Canada Phone 920-5424 

Mitchell 
Standard high speed 

CINEQUIP MODIFICATIONS 

35mm Arri Blimp 
with Zoom Housing 

Quick change to standard lenses. 
110 volt AC — 24 volt DC sync. 
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MAIN TITLE FOR FILM, AND 

GRAPHIC LOGO FOR ADVERTISING, 

DESIGNED BY DON RECORD 

ON RECORD & ASSOCIATES / FILM & GRAPHIC-CONCEPT, DESIGN, AND PRODUCTION / HOLLYWOOD 935-6566 



MPCS ELECTRONIC SYSTEMS FOR MOTION PICTURES 
MFCS ELECTRONIC VID-A-FLEX SYSTEM 

SEE EXACTLY WHAT THE CAMERA SEES AND THE FILM RECORDS! 
• See the scene on television monitors via closed circuit TV or projected on movie screen 
• Everyone — Director, Producer, Art Director and even the Cameraman can conven¬ 
iently view on an electronic monitor what the camera itself "sees" through the camera 
lens • Can be used in the studio and/or on location; operates on 1 10 AC or 12v. bat¬ 
tery • Can be used with any reflex camera, 16mm or 35mm, from Arriflex to Mitchell 
• Vid-A-Flex system does not interfere with filming • No light loss • Save setup time • 
No camera modification necessary • Attaches to your camera quickly and easily • 
Instant replay of scene • Invaluable . . . necessary . . . for fast action shots • Prevent 
retakes • Save daily costs by observing video tape. If it's right, print it! • Saves time, 
money and film • Use tape to preview camera angles, evaluate lighting, analyze 
camera movement • Gaffer, Sound Man can "read" off monitor for more efficient setup 
• Script Girl can maintain more accurate record of continuity • Director can evaluate 
each take on the spot • Editor can use tape to preview how shots will intercut and as an 
inexpensive "work print' 

RENT, LEASE, 
OR BUY ME! 

MPCS ELECTRONIC RAPID EDITING SYSTEM 

• See your dailies immediately and conveniently on closed cir¬ 
cuit TV monitors or projected on movie screen • Mix picture and 
sound track instantly • Can be used as an interlock or preview 
projector • Installed on your Moviola in minutes • Permits view¬ 
ing of Moviola picture anywhere via closed circuit TV • Any 
number of multiple monitors can be used • No cutting • No 
splicing • Get work prints fast • Preview work prints at client's 
office with composite video tape (picture and sound) almost 
immediately • Save on reprint costs • Make rough cuts without 
marring or marking film • No processing • No lab costs • Get 
several rough cuts at no additional cost • Reduces editing time 
• Save time, money, personnel 

MPCS Electronic Vid-A-Flex System • Consists of modified 
vidicon camera with 525 line scanning system, camera 
adapter, MPCS Vid-A-Flex housing (Mitchell 70mm type 
eyepiece with large rubber cushion for comfort used with 
all Arriflex cameras), closed circuit 18" TV monitor, all 
accommodating cables • PURCHASE PRICE: $1950.00 

MPCS Electronic Rapid Editing System • Consists of vidicon 
camera, MPCS adjustable vidicon camera support, closed 
circuit 18" TV monitor, all accommodating cables • PUR¬ 
CHASE PRICE: $675.00 

Sony Vi" Video Tape Recorder, Model 2600 (for use with 
either MPCS System) • Automatic Gain Control in video 
and audio • Audio dubbing • Automatic end-of-tape shut¬ 
off • Single cable connection to Vid-A-Flex • Single cable 
connection to monitor for record/playback of audio and 
video • PURCHASE PRICE: $675.00 

Other makes and models of video tape records available 
on request. All orders computer processed for speed and 
accuracy, i ■■■—■■   -i 

| Franchised Sony Dealer | 

Sony 1" Video Tape Recorder, Model EV-310 (for use with 
either MPCS System) • Slow motion and full stop motion in 
color and monochrome • Two audio channels: simulta¬ 
neous; independent • Guaranteed tape interchangeability 
• Electronic editing and remote control option • Electronic 
tracking control • Full NTSC color record/playback • Com¬ 
patible with any existing color CCTV system • Single cable 
connection to either system • PURCHASE PRICE: $3700.00 

Closed Circuit 18" TV Monitor • PURCHASE PRICE: $250.00 

Remember . . . MPCS also has a comprehensive inventory 
of all Motion Picture and Television production, Closed Cir¬ 
cuit TV, and Audi-Visual Equipment for Rent, Lease or Pur¬ 
chase. Fill out and mail coupon for free catalog of over 
3,000 items available 

FREE CATALOG 

MPCS MOTION PICTURE 
CAMERA SUPPLY INC. 

MPCS — Please send free rental catalog 

NAME TITLE 

I COMPANY 
I 

(Division of MPCS Communications Industries, Inc.) MPCS Building, 
424 West 49th Street, New York, N. Y. 10019 • (212) JU 6-3690. 

Showroom: Corner of Ninth Avenue & 50th Street 

STREET 

CITY STATE ZIP 
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ASK SOMEONE ABOUT 
LIGHTING AND 
THEY’LL MENTION... 

Designers and manufacturers of 
specialized lighting equipment for 

Motion Picture and Television Studio production. 
Send for a copy of our catalog. 

937 No. Sycamore Ave. 
Hollywood, Calif. 90038 
U.S.A., (213) 654-3660 
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SPEED 

- 

ttST®* VeLttS* 

M.T.E. TYPE 92C 
PLAYBACK 
SYNCHRONIZER 

For all 60 cycles and I4KC Carrier Sync Systems 
Operates with single and multi-track studio tape re¬ 
corders. Speed correction range ±20%. Memory 
Circuit maintains speed, if signal drops out. 50 cycle 
Sync Generator available for transfer of 50 cycle 
tapes at 60 cycles power line frequency. 

MAGNA-TECH ELECTRONIC CO., INC. 
630 NINTH AVENUE, NEW YORK, N.Y. 10036 
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There’s nothing new about 
a quad printer. 

Unless it’s one that prints 
Super 8 film six times faster. 

And only Cine Magnetics film laboratory has it. 
Because right now there is only one Op¬ 

tronics Mark X Quad Printer to give you better 
print quality. Quicker. 

We’ve just installed this 16mm to Super 
8mm optical reduction printer in our Mamar- 
oneck laboratory. 

Developed under the direction of John 
Maurer, it operates at 50 feet per minute on 
the 8mm side. Or 200 feet of 8mm reduction 
prints per minute. 

But the Optronics Mark X is just one 
of the dramatic changes at Cine Magnetics. 

There are many others: 
Like a new 16mm Bell & Howell printer, a 

new Filmline black-and-white film processor, 
and a new Hazeltine color analyzer. 

Like new facilities, including clean-room 
finishing rooms for Fairchild, Technicolor, 
Bohn-Benton, Jayark, and other cartridges. 

Like new services, specifically inventory 
maintenance of release prints, drop shipment 
distribution, and 100 percent inspection. 

And most important, like a select group of 
talented people who will give your order the 
personal attention it deserves. 

It adds up to a complete 8mm and 16mm 
center for motion picture duplication and pre¬ 
print services. 

It adds up to the new Cine Magnetics. 
Call us and we’ll be happy to show you 

around. 
We’ll be even happier to show you the 

results on your next print order. 

Cine Magnetics, Inc. 
520 North Barry Avenue, Mamaroneck, N.Y. 10543 (914) 698-3434 

New York City Receiving Center: 202 East 44th Street (212) 682-2780 
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THE "NOMAG 200" CINE-VOICE CONVERSION 
200-foot Auricon adaptation is a fully 

self-contained single or double-system 

reflex sound camera-with no magazine 

(LEFT) Long body of "NOMAG 200" camera balances comfortably on shoulder. 100-watt quartz light is optional and requires external power. 
(RIGHT) Rear plate of camera accomodates single and double-system modes, charger, external power, sync-beep and battery check. A single 

jnickel-cadmium battery provides internal power supply for camera operation. 

Two years ago Bob Soluk, of Sol-lux 
Cinema in Hollywood, introduced to 
the industry a unique conversion of the 
Auricon Cine-Voice camera. It was 
dubbed the ''NOMAG 400” because it 
required no external magazine. It was 
designed, instead, to fully enclose a 
400-foot daylight-loading spool of 
16mm film, plus takeup spool, within 
the sound-proofed body of the camera. 

The NOMAG 400 has enjoyed a 
certain popularity among TV newsreel 
cameramen who appreciate its substan¬ 
tial film capacity and the elongated 
camera body which permits it to rest 
securely on the cameraman's shoulder, 
without the need for a harness or 
chest-pod. On the minus side is the fact 
that the camera is rather bulky and 
heavy for constant use, weighing about 
17 pounds with zoom lens and full film 
load. Also, like most professional hand¬ 
held 16mm cameras, it requires an 
external portable power supply. 

Now Soluk has come up with a 
redesigned, considerably smaller version 
of his camera, the NOMAG 200, which 
not only eliminates the negatives of its 
"big brother”, but also incorporates 
several completely new and highly so¬ 
phisticated features. 

The NOMAG 200, like its predeces¬ 
sor, utilizes the Auricon Cine-Voice 
movement and encloses its 200-foot 
daylight-loading spool of 16mm film 
within an elongated self-blimped body 

balanced to ride comfortably on the 
shoulder. 

However, a new and unique feature is 
its small, highly-efficient, constant- 
speed DC motor which runs the camera 
with full film load on only 500 milliam- 
peres of current per hour. The power 
source is a single small rechargeable 
nickel-cadmium battery which is fully 
contained within the chassis of the 
camera. The battery can be recharged 
right in the camera by means of a 
built-in charger. These features make 
the camera extremely portable, freeing 
it of the conventional heavy external 
power supply, dangling cords and bur¬ 
densome accessories. 

The NOMAG 200 has the capability 
to record either single-system or double¬ 
system sound. For double-system re¬ 
cording, the camera is equipped with 

either a 50 or 60-cycle sync-pulse gener¬ 
ator, a beep-slate and a remote control 
for tape recorders. 

Optically, the NOMAG 200 is 
equipped with an Angenieux 12mmito- 
120mm zoom lens and a three-inch, 
short viewfinder. 

Soluk describes his new model as 
"the only silent hand-held professional 
camera in the world which has all of the 
necessary apparatus incorporated into a 
single unit for sound-on-film pho¬ 
tography." 

Somewhat amazing is the fact that 
this self-contained unit, complete with 
zoom lens and a full film load, weighs 
only 11 pounds. 

Further information about the 
NOMAG 200 camera can be obtained 
from Sol-Lux Cinema, 6510 Santa Mon¬ 
ica Blvd., Hollywood, California 90038. 

Earlier "NOMAG 400" model of Cine-Voice conversion by Sol-Lux, shown with door removed, 
accomodated 400-foot daylight-loading spool of 16mm film inside camera body. "NOMAG 200" 
appears similar, but is smaller and electronically more sophisticated. 
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by Rank-Taylor-Hobson, 
manufacturers of the 
worldfamed Cooke Speed 
Panchros and Kinetals. 

C-mount is standard 
Available with other 
mounts. 

3.63 in. 
(92mm) 

(Actual size diagram 
of f3.8 zoom lens.) 

Schematic shows 
#3.8 lens. Photo 
shows f2 lens. 

f2. 17-85mm. With or with¬ 
out focusing viewfinder. 

Manual controls only. 

BO 17-85mm. With or with- 
out focusing viewfinder. 

Motorized or manual controls. List 
prices start at $208. 

SALES & SERVICE THRU AUTHORIZED 
PHOTOGRAPHIC DEALERS OR PHONE 
(914) 358-4450 Mort Russin (East) 

985-3963 Bob Jones (West) 

RANK PRECISION 
INDUSTRIES, INC. 
A SUBSIDIARY OF THE RANK ORGANISATION 

260 North Rt. 303,West Nyack,N.Y.10994 

(213) 

AMERICAN CINEMATOGRAPHER MANUAL 

COMPILED AND EDITED BY 
TWO VETERAN CINEMATOGRAPHERS 

ARTHUR C. MILLER, A.S.C. 
and 

WALTER STRENGE, A.S.C. 

More than 600 pocket-size pages of concise, practical, informative text, 
tables, charts, diagrams, drawings, and listings of all the latest 
production equipment and filming techniques in use today! 

Key word printed on the edge of every right-hand page provides 
INSTANT INDE X for quickly locating desired data! 

The most comprehensive 
compilation of 
cinematographic data 
ever published! Third Edition 

Complete shooting data for Theatrical, Non-theatrical and Television 

cinematographers filming 16mm, 35mm, or 65mm anamorphic or 

spherical motion pictures in any aspect ratio, in color or black and 

white, silent or sync sound, in the studio or on location. 

THE AMERICAN CINEMATOGRAPHER MANUAL 
P.O.BOX 2230 THIRD EDITION 
HOLLYWOOD, CALIFORNIA 90028 

Please send copies of the AMERICAN CINEMATOG¬ 
RAPHER MANUAL @ 15.00 each, postpaid. No C.O.D.'s. 

NAME  

STREET    

CITY STATE ZIP  

California residents please remit 5% Sales Tax (.75 per Manual). 
Foreign Buyers please pay by International Money Order or U.S. Funds 
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MICROFILMED 
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 
Per Page—Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY MICROFILMS 
EDITORIAL SERVICES 

300 N. ZEEB RD. 
ANN ARBOR, MICHIGAN 48106 

SURPLUS STOCK 

CLEARANCE SALE 
NOW IN PROGRESS 

SOS has moved to New Jersey. In the course of moving, we have uncovered tons of stock we’d like to 
clear out at any cost; not only old and obsolete items, but lots of new and good equipment. Included are 

Cameras 

Zoom Lenses 

Misc. Lenses 

Motors 

Accessories 

Tripods & Dollies 

Plus a Complete 

Mike Booms 

Projectors 

Recorders 

Screens 

Moviolas 

Synchronizers 

Tons of Used Lighting 

and Grip Equipment, 

Lab and Theatre 

Items and all sorts 

of other motion 

picture supplies 

Collection of Antique Movie Cameras 

EVERYTHING PRICED BELOW COST- 
MOST PRICED PENNIES ON THE DOLLAR! 

• Rules of the Sale: Cash and Carry—Bring • For Further Information Call Wally Robbins, 
a check (Charges Honored Only on Master Hy Roth or Marty Conklin in New York at 
Charge Cards). Bring Your Wagon, Load (212) JU 6-1420, or in New Jersey at (201) 
It Up. First Come—First Served. 393-5250. 

SALE HOURS: MONDAY-FRIDAY, 8:30A.M.T05:30 P.M. 
SOS PHOTO-CINE-OPTICS, INC. 

OUR NEW LOCATION 

40 KERO ROAD CARLSTADT, N. J. 
201 939-5250 

VIDEO WEST 
Continued from Page 140 

the performance of his actors, deter¬ 
mine if the scene does what he wants it 
to do and to provide a reference for him 
to decide if he needs to "cover" the 
scene from an additional angle or pos¬ 
sibly to eliminate a certain setup, since 
he might not need it in the cutting 
stage. 

CONSOLE 

The console of the Video West In¬ 
stant Replay System is its heart and 
control center. The console contains an 
Ampex 660 2" helical-scan video tape 
recorder. This recorder is a versatile and 
high quality solid-state unit and was 
selected for this use because of its 2" 

tape format and history of extremely 
reliable operation in many other appli¬ 
cations. This is most important due to 
the hard use which the equipment re¬ 
ceives while on location or shooting on 
a sound stage. 

The 2" tape was selected over 1" or 
1/2" tape in order to utilize maximum 
frequency response. While the outside 
appearance of the Ampex 660 is rela¬ 
tively unchanged, over 200 modifica¬ 
tions have been incorporated by Video 
West engineers within the recorder cir¬ 
cuitry. These design changes are an 
important factor in obtaining a superior 
quality video picture. 

MONITORS 

The video monitors used in the sys¬ 
tem are basically standard video moni¬ 
tors designed to accept a 75 ohm direct 
video input. A video distribution ampli¬ 
fier enables any number of monitors to 
be used at the same time. 

A standard arrangement includes a 
large 23" Conrac monitor mounted on a 
5-foot pedestal stand with large casters 
for mobility. This monitor is placed on 
the side in a position so that the picture 
on the monitor screen can easily be seen 
by the director. It is usually placed so 
that it can be seen by a number of 
people including the cameraman, gaffer, 
script supervisor, property men and 
many other members of the crew who 
use video picture to "check" a particu¬ 
lar setup of the scene. 

The second monitor, of course, is 
situated in the control console and 
enables the video tape operator to have 
constant viewing of any picture whether 
live or playback. 

All of the monitors used are modi¬ 
fied to accept the compressed picture 
signal that presents the Panavision or 
wide-screen format. This feature can be 

Continued on Page 167 
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GET THE PACKAGE DEAL FROM / / 

JACKA.FR 
COMPLETE PRODUCTION RENTAL SERVICE 

Lighting Complete Coordinated Ser- 
Generators vice from Start to Finish \ 
Camera Cranes and Dollies PLUS Speedier Delivery 
Transformers via Frost's Company Fleet 
Technical Consultants of Trucks 

JACK A.FROST 
Home Office Cobo Hall Office Canadian Office 
234 Piquette Avenue 1 Washington Blvd., Rm. 3143 335 Horner 
Detroit, Mich 48202 Detroit, Michigan 48226 Toronto, Ontario, Canada 
TR 3-8030 Wo. 2-1255 416-252-1 1 15 

Ww'S 

ANNOUNCING 
PROFESSIONAL CINEMATOGRAPHY 

By CHARLES G. CLARKE, ASC 

Professional Guidance For Aspiring Cinematographers 

SUBJECTS INCLUDE: Camera, camera mounts... Lenses, wide-screen lenses 
... Filters and Filter effects... Day-for-night photography ... Exposure for 
color and black and white films... Light meters and their use... Color 

temperature meters... Equipment for set lighting and its control... Camera 
angles and techniques... Special lighting problems... Color psychology 
... Composition ... Special photographic effects... Set operation on the sound 
stage ... New film emulsions... Forced development data. 

ABOUT THE AUTHOR: Charles G. Clarke, ASC, a 
top Director of Photography at 20th Century-Fox 
for many years, and an ASC member, taught 
Advanced Cinematography at the University of 
California at Los Angeles, where he recognized 
a need for practical professional guidance for 
students striving to be the industry’s future Di¬ 
rectors of Photography. It is this need which has 
given rise to his publication of a book on the 
subject and subsequently the latest revised edi¬ 
tion of Professional Cinematography. The first 
edition of this valuable book has become required 
reading at many universities and schools offering 
courses in cinematography. 

Order now and be assured of 
your copy of the revised edi¬ 
tion of this valuable book! 
Postpaid for only . . . 

The American Cinematographer 
P.O. Box 2230, Hollywood, California 90028 

Please send me copies of PROFESSIONAL 

CINEMATOGRAPHY @ $10.00 ea., postpaid. No 
C.O.O.’s. Single book orders will not be billed. 

Check or money order must accompany orders 

for single bocks. 

Name 

Street 

City 

State. 

California residents please remit 5% Sales Tax 
(50v per copy). Foreign buyers please pay by 

International Money Order or US funds. 
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Write for it. Read it. Then 
order from Glen Glenn. 
You’ll find your 8mm 
sound problems are over. 

TOPS IN ITS CLASS 

Dept. 
6624 Romaine Street 
Hollywood, Calif. 90038 • (213) 469-7221 

solve your 8mm 
sound problems 
in eight easy pages 

Things are looking up 
for you, the 8mm film-maker. 

Glen Glenn Sound places at your 
disposal the same know-how, the same 

qualitative techniques they utilize when producing sound for 
major motion picture and TV films, and they do it at competitive 
prices. It’s all spelled out in this 1970 Manual which covers every¬ 
thing from service to rate schedules, from in-lab time to sync 
information. 

FILMATIC 
COLOR PROCESSOR 

FOR EKTACHROME ME-4 

CONTINUOUS FILM PROCESSING 

at 50 Feet per Minute < 

Dry-to-Dry Time 
Only 26 Minutes 

• 
Simple Installation 

Requires Only Water-In, 
Water-Out and Tie-In 

to Replenishment Tanks 
• 

Fits Limited Space 
• 

Full View Monitoring 
of Replenishment 
Flow and Volume 

The ultimate in dependabiilty and performance. 
Proven-for-quality in its wide acceptance by 

leading TV stations and movie labs. Write, wire 
or phone for full details. 

• 
High Velocity 

Circulation-Filtration 
• 

Adjustable Automatic 
Thermostatic Controls 

Available with 
combination 16mm 
flush Super-8 rollers. 

MAGAZINE LOAD includes 
2—2,000' magazines $19,200 

DARK ROOM LOAD $18,900 

(F.O.B. Chalfont, Pa.) 
Prices Subject to Change 

Without Notice) 

HILLS Oil-Free 
Air Compressor for 
Squeegees Included 

MANUFACTURING CO., INC. 

CHALFONT, PA. 18194 
215-345-1944 

Mfrs. of Film Processing Equipt. for Color or Black/White Process 

OLD SOUND GEAR 
Continued from Page 147 

are available at most radio parts stores 
or wholesalers (such as Lafayette Radio, 
Allied Radio, or Burstein-Applebee), 
and they are called simply "battery 

holders." They usually are available in 
one- and two-cell configurations, and 
occasionally they are available in three- 
four- or multi-cell configurations 
(though usually only by special order). 
It is very important to make sure that 
the holders you buy are not "pre-wired" 
for you, as some holders are sold that 
way. The exact wiring of each set of 
holders will depend upon the battery 
configuration for which you want to 
substitute. 

Since batteries connected in series 
add their voltages, the number of cells 
required for each battery substitute will 
depend upon the voltage of the battery 
to be replaced. That is, two cells con¬ 
nected in series would give you 3 volts, 
three cells in series would give you 41/z 
volts, four cells would give 6 volts, and 
so forth. 

To facilitate the initial wiring, and to 
assist you in actual use, the battery 
holders should be fastened to some sort 

— of stiff backing. I have found that a 
small piece of wood, 1/z to % of an inch 
thick, is very useful for this purpose. In 
the case of a 6-volt battery, the opti¬ 
mum method would be to mount 2 
two-cell battery holders on a single such 
block of wood, leaving sufficient 
"margin" around the holders to act as 
some protection. 

After the battery holders have been 
mounted, their ends should be connect¬ 
ed by wire to form the proper connec¬ 
tion. Still considering a 6-volt battery 
replacement, the two 2-cell holders 
should be connected so that all their 
elements are in series. A reasonably 
thick wire, such as half a lamp cord, is 
preferred. Each connecting bridge 
should be a little longer than the 
distance between the connecting points, 
plus about 3/8 of an inch on each side 
to be stripped of insulation and soldered 
to the appropriate connecting point. 
Two longer wires will be used as leads to 
the connector. 

When soldering connections, a few 
precautions should be taken. First, be 
sure always to use rosin core solder to 
make the connections, and use no sup¬ 
plementary flux. (Often in hardware 
stores you can find acid-core solder; this 
may be good for fixing drainpipes that 
leak, but acid-core solder is terrible for 
electrical work.) If your connecting wire 
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is multi-stranded, such as lamp cord, 
twist the exposed ends before inserting 
them through the connecting point. 
Also, use your solder sparingly. Too 
much solder or a stray strand of wire 
can bridge the insulation of the elec¬ 
trical connection point and cause your 
battery to short-circuit itself. (All 
soldering should be performed, how¬ 
ever, before installing any batteries.) 
Wire between points should retain its 
insulation. 

For ease of remembering which wire 
to connect to which "pole" of the 
connector, I used a special clear-insula- 
tion lamp cord with a copper and a 
silvery wire running parallel to each 
other rather than using standard lamp 
cord. This special twinlead is usually 
available at high-fidelity salons, or it can 
be purchased from radio supply houses. 
The batteries can be inserted to con 
form to the "polarization"; the center 
post of the standard D-cell is positive 
and the bottom is negative. 

The salvaged battery top used as the 
connector should be soldered with the 
same care as the connecting points to 
the battery holder. Since the battery 
top does not have tie-down points (that 
is, the electrical connection points with 
holes in them) as the holders do, you 
will have to solder directly to the metal 
strip contacts that the internal cells used 
to connect to. For best results, wrap the 
wire around the contact strips and 
solder carefully (as with all soldering, 
heat the objects to be joined, not the 
solder, for the best results). 

Once the solder has cooled, flashlight 
batteries may be inserted and the unit 
checked—either with a voltmeter, or by 
placing the unit into the equipment, 
connecting it, and checking it with the 
test circuit of the equipment, if it has 
one. 

If your gear employs a 114-volt bat¬ 
tery, it was probably used to supply 
current to the tube filaments. To make 
a replacement for such a battery, it is 
necessary to connect a number of flash¬ 
light cells in parallel. Although the 
flashlight battery has the same voltage 
as the larger battery it could replace, the 
current drain would be too great for a 
single cell to handle. Again, using the 
Auricon amplifier as an example, the 
Burgess 8F battery (or its electrical 
equivalent) is such a 114-volt battery; to 
replace it, I connected 8 D-cells in 
parallel. As with the series-connected 
cells, I mounted the battery holders on 
an appropriate wooden backing. 

With higher-voltage batteries, paral¬ 
lel- or series-arrangements of smaller 
batteries will also work. Here, though. 

Continued on Page 164 

Cost Cutting Comments 
Many producers have asked us how they can cut costs. 
We have put all our suggestions into one helpful booklet, 
“Colburn Comments On Industrial Film Cost Reduction.” 
This useful information will help you anticipate and avoid 
the many mistakes that lead to costly problems. 

Send for your free copy now. 

GEO. W. COLBURN LABORATORY, INC. 
164 N. Wacker Drive • Chicago, III. 60606 
Telephone (area code 312) 332-6286 

FILTER 
SPECIALS 

from Alan Gordon Enterprises 
NEW GORDON STAR FILTERS 
The extremely popular special effect filters that pro¬ 
duce starlike patterns in your highlights. Offered at 
bargain prices never before available to the profes¬ 
sional. Filters are supplied in 1, 2 and 3mm spacing. 
Please indicate mm spacing on all orders. 

ORDER CODE DESCRIPTION PRICE 
557GE6-1   Series 6   12.50 
557GE7-1   Series 7   19.50 
557GE40.5TV For Norelco Color TV Camera 47.50 
557GE-72 72mm for 12-120 Angenieux Zoom lens 34.50 
557GE-2x2 '  2" sq. glass   19.50 
557GE-3x3   3" sq. glass   27.50 
557GE-4.5 414" Round for 25-250 Ang. Zoom Lens 69.50 

Special Set of 72mm   ... 85.00 
three 1, 2, 3mm 2"x2"   ... 46.50 
spacing. 3"x3"   ... 66.00 

414" Round ... ... 150.00 

NEW FLUORESCENT COLOR CORRECTION FILTERS 
The new FL-D and FL-B filters eliminate the blue- 
green cast which ordinarily results when shooting 
color film under fluorescent lighting. The FL-D, for 
daylight film, and the FL-B for tungsten, produce 
true-to-life color and pleasing skin tones without 
regard to the type of fluorescent light source or a 
mixture of fluorescent and other lighting. 
Series 5   $ 5.50 ea. 
Series 6   $ 7.00 ea. 
Series 7   $11.00 ea. 
Series 8  :. $21.50 ea. 
Series 9   $27.90 ea. 
2 x 2"   $23.00 ea. 
3 x 3"   $31.00 ea. 
4 x 4"   $41.00 ea. 
414" diameter   $85.00 ea. 

AGE Inc. carries a full line of professional filters for 
all purposes. Check with our Lens Department for 
your specific needs. 
All prices FOB Plant N. Hollywood. California resi¬ 
dents add 5% sales tax. 

, didngordon enterprises me. 
SALES AND RENTALS: 1430 N. CAHUENGA BLVD., HOLLYWOOD, CALIF. 90028 

Phones: Sales - (213) 985-5500 / Rentals - (213) 466-3561 
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in 
CANADA 

MONTREAL 
and 

TORONTO 
let 

CINEVISION 
supply your 

rental needs. 
CAMERAS 

• SPR Reflex BNC • R-35 
• Mitchells • Arriflex 35 
• 1,000' and 400' blimps 

Techniscope 35 Arri’s 
• Arri 16 • Arri BL 

(1200' magazines) 
• Eclair 16 • All lenses 

DOLLIES 
• Moviola • Colortran 
• Elemack • Worral 

• Fluid Heads • Tripods 

SOUND 
• Nagra III and IV 
• Electro-Voice and 

Sennheiser 

LIGHTING 
Complete Line of Studio 
and Location Equipment 

Authorized dealers for 
• Mole Richardson 

• Colortran • Sylvania 
• Westinghouse 

CAMERA SERVICE DEPARTMENT 

GENERATORS 

SOUND STAGES 

“Canadian Distributor for 
Sachtler and Wolf” 

CINEVISION 
,> LTEE 

2000 Northcliff Ave. 244 Simcoe St. 
Montreal, Quebec Toronto, Ontario 

Tel. (514) 487-5010 Tel. (416) 362-6611 

“FLASHING" EKTACHROME 
Continued from Page 143 

be run through the flashing camera tails 
out to avoid rewinding. Needless to say, 
each pass through the camera entails 
some risk; the flashing equipment 
should be kept in good condition and 
cleaned scrupulously before and after 
each roll. 

Once feasibility was proved, the next 
step was to reduce the process to 
measurement. Here, Eastman Kodak's 
Hollywood branch was most helpful, 
placing sensitometric exposures on our 
flashed footage and plotting the results. 

Curve 2-A is typical of i/rrflashed 
EF—note the steep slope and the base 
density approaching 3.5. Curve 2-B is 
characteristic of ECO, type 7255—a 
more gentle slope, denoting lower con¬ 
trast and a base density around 2.6. 

Now examine curve 2-C—EF, flashed 
as described. The base density of all 
three color layers averages around 2.6. 
This curve and that of ECO track 
astonishingly well, verifying what we 
have found to be empirically true—that 
the two emulsions can be intercut, scene 
by scene, with no significant change in 
contrast. 

Curve 2-D shows EF flashed to a base 
density of approximately 2.35, achieved 
by a shutter setting of 127° on the 
flashing camera. Subjectively—and I 
must emphasize this is a purely personal 
opinion—I find this curve more pleasing 
than the one that tracks with ECO. 
Colors are more natural, more pastel, 
and final image contrast very closely 
approximates what the eye sees during 
filming, without the aid of viewing 
glasses or other devices. It's possible to 
flash to even lower densities, but below 
about 2.25 the image takes on a 
greyed-out look suitable only for special 
effects. 

For the purist, I should mention that 
these curves represent an average of the 
response of all three color layers; all 
layers were plotted and track about as 
would be expected. 

At this point the reader might specu¬ 
late that flashing opens the door to a 
sort of selective contrast control. By 
shooting sequences on separate rolls, the 
subsequent flash exposure can be varied 
for different conditions. One might 
elect to flash very lightly a sequence 
shot on a grey, overcast day; or con¬ 
versely, flash heavily a sequence in a 
foundry with harsh, contrasting areas. 
But such manipulation should be 
approached with discretion and humil¬ 
ity. Standardization has its rewards, and 
the cameraman who establishes constant 
values for exposure and flashing—and 

8 things you 
should know 

about the 
Hervic 

Hydrofluid* Jr. 

Model "JB" 

The fluid tripod 
with integral ball 
for quick leveling. 

1. Built for use with cameras weigh¬ 
ing up to 20 pounds. 2. All aluminum 
construction. 3» Operates smoothly at 
temperature range from minus 60° f to 
plus 350° F, 4* Built-in spirit level. 
Telescoping pan handle, with adjust¬ 
able angle and right or left hand oper¬ 
ation. 6. Velvet smooth 360° pans, and 
tilts from minus 85° to plus 85°. 7« 
Weight of complete Hydrofluid Jr. tri¬ 
pod (including legs): 17 pounds. 
8. Precision ball bearings used 
throughout. 
Also available: 
Hydrofluid Jr. Heads with flat base 
(no integral ball), for use with Pro Jr. 
and otherflat base tripods. Baby Legs, 
Hi-Hats, Triangles, etc. 

Hervio 
For further information, write to: 
Hervic Corporation 
14225 Ventura Boulevard 
Sherman Oaks, California 91403 

The Hervic Corporation is the parent company of Cinema 
Beaulieu, exclusive distributor of Beaulieu 16mm and 
Super 8 motion picture cameras and Heurtier projectors. 

•Registered trademark, patent pending. Manufactured by 
National Cine Equipment, Inc. exclusively for Hervic. 
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sticks to them—will not overcorrect 
himself into trouble. 

Any transport mechanism that can 
produce a uniform, controllable, repeat- 
able exposure may be used in place of a 
camera. One simple, safe, and rapid 
flashing method is to use a standard 
continuous printer, and a number of 
commercial labs are offering this service. 
It is only necessary to set up a filter 
pack to cut down and diffuse the light 
and correct its color characteristics, and 
film can be flashed at several times 
camera speed with little danger of 
scratching and none of emulsion pile-up 
in the aperture. 

Any labs that wish to experiment 
may find the following specifications 
helpful. They are courtesy of Walter 
Rice and Ross Wiley, of Movielab's 
Hollywood plant: 

Using a Bell & Howell Model C 
printer operating at 180 feet per 
minute: 

Lamp Voltage: 90 v. 
Trimmers: Blue—19 + .10 N.D. in light path 

Green—16 + .10 N.D. in light path 
Red—19 + no N.D. in light path 

Main beam: 2B filter + 7.10 N.D. 
Printer tape punched for: 17 Red 

17 Green 
39 Blue 

The printer key number exposure lamp 
should be turned off. EF is of course far 
more sensitive than printing emulsions, 
and darkroom safelights should be ad¬ 
justed accordingly. 

Flashing level can be measured most 
accurately with a densitometer, and the 
curves of FIGURE 2 suggest some 
guidelines. Here the lab again has the 
advantage of accurate control. Even if 
the user wishes to flash his own footage, 
he can best check his results by having 
the lab where he does his work measure 
his film's base density. 

Many cameras don't have adjustable 
shutters, and many cameramen will not 
care to set aside space or equipment for 
flashing. An alternate method is to flash 
with the camera aimed at a neutral card, 
controlling flash exposure by adjusting 
the light on the card and the lens 
aperture. The card must be very evenly 
lit and should be thrown completely out 
of focus (to approximate the diffuse 
light source), which means using a rela¬ 
tively wide aperture. One might instinc¬ 
tively select a white card, but a neutral 
grey or even black one will work every 
bit as well, once proper light level and 
aperture settings are established (a white 
card with no light on it is black; a black 
card shot in sunlight at F/1.4 is white). 

We have done no work with flashing 
EF and having it forced-processed. Our 
objective has always been to obtain the 
best possible image consistent with 
reasonable speed, and the degradation 

TYLER CAMERA SYSTEMS Ell 
THE ULTIMATE IN VIBRATIONLESS CAMERA MOUNTS 

"ACADEMY AWARD WINNING" 16-35-70mm 
Adaptable To: Helicopter, Camera Car, Airplane, 

Boat, Dolly, Crane, Wheelchair, Tripod 
WRITE OR CALL FOR RENTAL OR SALES INFO TYLER CAMERA SYSTEMS - e/o EGON STEPHAN 
801 N.W. 111th STREET MIAMI, FLORIDA 33168 TEL. (305) 757-5988 

SHOOTING IN FLORIDA OR CARRIBEAN? RENT FROM 

CINE TECH INC. 
801 N.W. 111th ST., MIAMI, FLORIDA 33168 
Call EGON STEPHAN - Tel. (305) 754-2611 

CAMERAS • ZOOM LENSES • RECORDING EQUIPMENT 
COLORTRAN LIGHTING • PORTABLE GENERATORS 

UNDERWATER CAMERA HOUSINGS • SKYDIVING HELMET CAMERAS 
Camera Repair and Machine Shop on Premises 

FILMLINE Processors are 
DIFFERENT 

They work continuously, without downtime, maintenance prob¬ 
lems or lost film. Unmatched reliability and quality have been 
characteristic of all Filmline processors since 1947. 
Filmlines exclusive Overdrive Film Transport System guarantees 
100% performance. 

CAN YOUR OPERATION AFFORD ANYTHING LESS? 
There’s a Sensibly Priced Filmline processor for every Need — 
Portable . . . Spray . . . Color. Here’s a partial listing: 

Model Film Type Process Film Size Speeds 

R-15TC Rev. & Neg/Pos. B&W 16mm 15FPM 
RTS Rev. & Neg/Pos. B&W 16mm 85-125FPM 
R-36 Rev. & Neg/Pos. B&W 16mm 36-72FPM 
R-60S Rev. & Neg/Pos. B&W 16mm 60-100FPM 
NP36 Neg/Pos. B&W 16mm 90FPM 
S-150 Neg/Pos. B&W Spray 16/35 160FPM 
FE-30 Ektachrome Color 16mm 30FPM 
FE-50 Ektachrome Color 16mm 50FPM 
FE-100 Ektachrome Color 16 or 16/35 100FPM 
FEC-100 Eastman Neg/Pos. Color 16 or 16/35 100FPM 
FEC-150 Eastman Neg/Pos. Color 16 or 16/35 150FPM 
FEC-200 Eastman Neg/Pos. Color 16 or 16/35 200FPM 
FEC-300 Eastman Neg/Pos. Color 16 or 16/35 300FPM 

Custom Units Built To Specification for Any Installation 

PARTIAL LIST OF 
RECENT INSTALLATIONS: For literature write: 

Byron Motion Pictures, Capital Film La¬ 
boratories, Color Service Company, De 
Luxe Laboratories, General Film Labora¬ 
tories, Guffanti Film Laboratories, 
Movielab, Pathe Laboratories, Precision 
Laboratories 
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16mm EKTACHROME ECO-7255 PROCESSING 16mm CREATIVE & CONFORMING EDITING 
16mm EKTACHROME ME-4 PROCESSING 16mm CREATIVE SOUND PRODUCTION (INTERLOCK] 
16mm COLOR WORKPRINTING (I DAY SERVICE) PROFESSIONAL SLIDE PRODUCTION 
16mm RELEASE PRINTING TRANSPARENCY DUPLICATION FROM 
16mm SOUNDTRACK APPLICATION 35mm TO 30'x40' 
16mm ULTRASONIC CLEANING 35mm FILMSTRIP SERVICE 

905 JACKSON STREET/P.O. BOX 1410 
TAMPA, FLORIDA 33601 / 813 2 29-7781 

Camera Mart 
introduces the 
portable phone booth. 

Now, the man on the go can 
have instant communication 
with virtually any telephone in 
the country with the Melabs 
phone —a portable electronic 
telephone built into a hand¬ 
some leather case. It goes any¬ 
where you go and at the 
touch of a button you can place 
or receive calls anywhere... 
in a taxi, in an elevator, or even 
on a park bench. 

Features: Solid-State • 11 
Channels • Rechargeable 

  Battery • Lightweight 

For Rent, Long-Term Lease or Sale. 

TheCamera Martmc 
, J 456 W. 55th St., (Bet. 9th & 10th Aves.) New York. N. Y. 10019 

/ Phone: (212) 757-6977 

that accompanies forced processing goes 
one stage beyond any compromise we 
care to make. In some applications, 
getting the shot may take precedence 
over quality, and here the reader is 
encouraged to experiment. 

How does flashed EF look on the 
screen? Its contrast quite closely paral¬ 
lels ECO. Colors tend to be slightly less 
saturated, more pastel. Ruddy faces will 
tend to grow ruddier; we've found it 
wise to carry a neutral theatrical powder 
base and "dust down" talent before 
photography, even if other make-up is 
not used. This only takes a few seconds 
and simplifies color correction later in 
printing. 

EF's grain is undeniably more pro¬ 
nounced than ECO's, but the lower 
contrast and a full exposure tend to 
reduce its apparent size. From a normal 
viewing distance it is not easy to tell 
ECO and EF apart. Of course, close to 
the screen the difference is at once 
obvious. The user must decide for 
himself how acceptable the grain may 
be for his particular subject and applica¬ 
tion. 

With the film flashed to the 2.35 
density, the image comes very close to 
what the eye sees during photography. 
Generally, highlights should be con¬ 
trolled—scrimmed off or toned down, 
lest they wash out. Shadows and dark 
areas, always a headache in 16mm, tend 
to take care of themselves, and a lot of 
the supplementary lighting normally 
used to fill them in can be ignored. If 
the scene is lit hard, it will come out 
hard; if it's lit normally, it will look 
normal, without all sorts of manipula¬ 
tion to achieve a "normal" effect. And 
if it's lit soft, it will come out soft, and I 
don't know any other way to achieve 
this on 16mm. 

The image might be described as 
having a more "documentary" look 
than ECO. It's less painted-looking, less 
saturated—an image that says, by impli¬ 
cation, "This is the way it was". For 
certain subjects, this is desirable—a 
dramatic film on location, say, or a 
documentary in a police station or a 
hospital or a Synanon or on the streets. 
For others—glamor product shots, 
maybe, or a slick high-key comedy—it's 
not appropriate. 

Maybe this is the best guideline: If 
you are portraying reality, it works. If 
you are trying to glamorize, stylize, or 
suggest artificiality, stick to ECO. 

The real significance of the process 
becomes evident when you start consid¬ 
ering what can be done using it. 

The economies are obvious. A pro¬ 
ducer can work in areas with high 
ambient illumination without bringing 
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in lights, or he may cover with three or 
four units the same scope that with 
ECO would call for a station wagon full 
of equipment. But I feel very strongly 
that the process's main application 
should not be merely to save money, 
but to broaden the visual scope and 
interest of production. 

Flashed EF permits shots that would 
otherwise be difficult or even im¬ 
possible. Once, for example, we had to 
pick up tiny red indicator lights on a 
training panel. ECO light levels would 
have washed them out; EF recorded 
them perfectly. Part of this same train¬ 
ing system used projected motion pic¬ 
tures, and we were able to shoot the 
actual image on the screen right along 
with the foreground class responding— 
with some shutter flicker, true, but the 
result was far more believable than any 
matte shot. 

Another film dealt with contact 
lenses. ECO light levels for the extreme 
closeups of the lens transferring to our 
model's eye would have half blinded the 
poor girl by lunch time. As it was, we 
maintained very comfortable levels at all 
times, even with long lenses and her eye 
filling the frame. 

In more general applications, talent- 
no longer ringed by lights—can be given 
greater flexibility of movement, neither 
burning up when they move close nor 
going black when they move away. The 
same conditions widen the scope of 
camera movement. Single sources of 
illumination need no longer be pain¬ 
stakingly simulated; instead of four 
lights eight feet away, one can use a 
single unit 20 feet back. Multiple 
shadows are reduced. Weaker diffuse 
light carries further—in fact, can be used 
exclusively if the subject warrants it, 
spots no longer being required to build 
up a working exposure. If necessary, 
areas can be lit by bouncing light off 
ceilings or walls (we did this once in an 
elevator, where there simply wasn't any 
place to put a direct light). 

Shooting night-for-night becomes 
feasible. Ability to handle shadow detail 
opens up what has always been difficult 
in 16mm—effective low-key lighting. A 
director no longer need move his action 
close to a wall, or angle his shot to avoid 
large background areas that add scope 
to a film. Light-reducing dichroics be¬ 
come less trouble. 

Depth of field at smaller apertures, 
though not stylish today, can be 
achieved without pouring intolerable 
amounts of light on the people. Zoom 
lenses, stopped down, become sharper. 
Candid photography becomes easier, 
with a few strategic units placed and 
turned on well in advance so people 

If you shoot 
8, 16, 35 or 
70mm FILM... 
COLOR OR BLACK & WHITE 

you can process 
UP TO 100' LENGTHS, 
DRY-TO-DRY 
now in your own lab 
with Jobo’s professional 
table top system. 

You can have the time-saving convenience and the personal 
control of on-premises processing with a Jobo simplified pro¬ 
fessional system. Handles film up to 100 feet long in color or 
black and white, quickly, safely and easily. Unique loading 
system is fast. Reels are lightweight plastic with built-in shape 
retaining “memory”. Practically impossible to dent or bend out 
of alignment. 

Components consist of a film loader and appropriate reels, 
developing tank, separate washing tank and a forced air dryer. 
The Jobo Table Top Professional Processing system is 
designed to give you years of trouble-free service. 

See your dealer or write for detailed catalog sheets covering 
32', 50', and 100' systems. 

Marketed by Ehrenreich Photo-Optical 
Industries, Inc., Garden City, N.Y. 11530 

V  
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Precision Film Edition Eaoinnent 

F.O.B. Fac. 
All Prices are Subject to 
Change Without Notice Send for Free Literature. 

5(-l- ■■■ PRECISION LABORATORIES 
DIVISION OF PRECISION CINE EQUIPMENT CORPORATION 

894 East 51st Street Brooklyn, N.Y. 11203 

Magnetic 
film and 
tape 
sound 
reader 

Model 700 
$213.84 

NEW “PRECISION” 
FILM EDITOR 

Optical 
Sound 
Readers 

“PRECISION" MODEL 800 RL OPTICAL MAGNETIC SOUND Model 800 RL 
READER, shown mounted on a base with a “Precision” Model viewer Model s-16 
S-16 mm Jr. Viewer to obtain perfect lip-sync matching of pic- Base Mode, 1100  
ture to track. 

$291.06 
$149.50 
. $59.50 

Optical 
Magnetic 
Sound 
Reader 

Model 800 
$280.26 

Model 600 RL 
$210.60 Model 600 

$199.80 

■ KingKIapper ■ 
The KingKIapper is now available for 

the first time in the U.S. from Alan Gordon 
Enterprises Inc. It is a compact audio and 
visual clap board with an integral signal 
generator and synchronizing light. Gener¬ 
ator and light, both of low current con¬ 
sumption, are powered by a long life dry 
cell battery housed within the KingKIapper. 
Only 10"x7" in size, the KingKIapper can 
be secured to the casing of Nagra or simi¬ 
lar recorders and provides silent scene 
slating. price $150.00 

aiangordon enterprises me. 
1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 
Sales: (213) 985-5500 / Rentals: (213) 466-3561 

OLD SOUND GEAR 

Continued from Page 159 

rather than battery holders you would 
require battery clips that you would 
string together. The rules are the same, 
however: a 45-volt battery could be 
created by stringing five 9-volt batteries 
in series, etc. So far, however, I have 
had no trouble locating the high-voltage 
batteries, so I have not needed to take 
this step. If and when this becomes 
necessary, I will make sure that the 
replacement batteries will be large 
enough to carry the load, yet still fit 
within the confines of my battery case 
(note to worriers—an Auricon case is 
pretty roomy). 

When using battery substitutes, there 
are two things that you must look out 
for. First, make certain that when a cell 
is replaced, the new cell is always put in 
facing the right way. If a cell is put in 
backwards in a series chain, it's bad 
enough; in a parallel arrangement, it 
means ruining all the batteries without 
even turning the equipment on! Red 
enamel (or some of your wife's nail 
polish) at each positive pole on the 
holder might help to remind you. Better 
than that, it's an electrical standard, so 
if someone else is loading your batteries 
for you, it may guide him. 

The other item to be careful about is 
to make sure that all exposed metal sur¬ 
faces are protected against short 
circuits. The "margin” afforded by each 
wooden mounting board should help, 
but if you cannot be sure, cover the 
exposed surface with insulating tape. 

Replacing your obsolete batteries 
this way has a side benefit. Since there are 
many rechargeable batteries (such as 
nickel-cadmium cells) that fit standard 
flashlight holders, the upgrading of your 
equipment can be very economical. If 
you acquire a battery charger and re¬ 
chargeable batteries, the availability of 
batteries on short notice becomes 
almost academic. Yet if something does 
happen, you can still go back to the 
carbon flashlight cells. 

When replacing flashlight batteries, 
however, it is wise to replace them all at 
once from any given battery-substitute 
assembly. Otherwise, you may end up 
with batteries composed of cells with 
different degrees of strength, and your 
system will not work at its highest 
efficiency. 

In any case, for less than $10.00 
worth of parts and a little labor, you 
can save a piece of gear that may be 
worth several hundred dollars from 
oblivion. And if that isn't economy, I 
don't know what is. ■ 
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become used to them. Instead of lugging 
heavy cable and clip-ons or a generator, 
the gaffer pulls his power from wall 
outlets. 

Outdoors with an 85 filter, flashed 
EF has an ASA rating of 80. An 85N3 
cuts this to 40; an 85N6, to 20. The 
cameraman can literally pick his film 
speed and work at a reasonably constant 
aperture—or far later in the day. 

Applications in high-speed and 
instrumentation photography lie outside 
my own range of interests, but those 
who work in these fields will un¬ 
doubtedly think of many ways flashing 
might be put to good use, particularly if 
the material they generate ultimately 
finds its way into films for public 
showing. 

In conclusion, speculate on the light¬ 
ing problems (and opportunities) associ¬ 
ated with the following scene, drawn 
from my own experience: 

Night. Camera in the back seat of a 
cab, beside the passenger, looking 
toward the driver. Driver finishes a line, 
turns front as we round a corner, and 
over his shoulder we see a pharmacy (a 
pivotal location) a block away. As the 
cab pulls up, pan to hold the building, 
bringing the passenger into profile. He 
gets out and the driver leans toward the 
right window, making a two-shot. Con¬ 
versation. A brief reverse on the driver; 
when we return to the first angle it 
looks the same, but the camera has now 
moved outside the cab and shoots 
through the window. Then the cab pulls 
off—and we follow the passenger right 
into the pharmacy, past two long aisles, 
and finally to a reunion with his father 
at the back of the store. 

Sure, you could do it like we had 
to—in a series of cuts. But played 
continuously, you gain a sense of reality 
no cutting can duplicate. You know 
you're in a real cab, on a real street, that 
it's a real store—and the next thing you 
know, you start to believe the people— 
which is the name of the game. 

This shot, with ECO, would eat up 
half the lights in Hollywood. With 
flashed EF it wouldn't be simple— 
wouldn't be the kind of thing you'd do 
on a shoestring—but it would be com¬ 
pletely feasible. This flexibility, I think, 
is worth a little grain. 

The results of this work were pre¬ 
sented to the Society of Motion Picture 
and Television Engineers in November 
of 1967. Despite this—and doubtless the 
work of others who have independently 
explored the same avenues—surprisingly 
few people seem to be conversant with 
the process. It's not patentable, any¬ 
body can use it who's interested. Hope¬ 
fully, this article will be useful to them." 

TheCamera Martmc 
456 W. 55th St., (Bet. 9th & 10th Aves.) New York. N. Y. 10019 

Phone: (212) 757-6977 

Camera Mart offers the most complete line of Angenieux lenses anywhere-. 

• 16mm Zoom Lenses from 17-68mm f/2.2 to 12-240mm f/3.5 

• 35mm Zoom Lenses 35-140mm f/3.5 and 25-250mm f/3.2 

• Fixed focal length 16mm lenses from 5.9mm f/1.8 to 150mm f/2.7 

• Fixed focal length 35mm lenses from 14.5mm f/3.5 to 100mm f/2.0 

Camera Mart also carries a complete line of zoom lens accessories: the Camart lens 
support bracket, motor drives, Camart sunshade and filter holders, close-up 
adapters, lens multipliers, data rings, all filters and custom carrying 
cases and lens extension tubes — for all lenses. _ . 

Camera Mart has 
Angenieux lenses 
by the dozen 

For further information call or write today.* Sales division 212-757-6977 
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BEHIND THE SCENES OF "HELLO, DOLLY!" 
Continued from Page 131 

save considerable time during production. In the course of 
those six or seven weeks before shooting began we made 
many trips out into the Manhattan street set to check every 
spot for good camera angles. We had it so well lined out by 
the time shooting began that we knew exactly where to go to 
shoot every scene. There was no time lost with the entire 
crew standing around while someone decided where the next 
set-up should be." 

Stradling cites Alfred Hitchcock, with whom he worked 
both in England and in Hollywood, as a prime example of 
the film technician who makes exhaustive pre-planning pay 
off: "He has the shooting of an entire picture plotted out 
four or five months before shooting begins—and he knows 
exactly what he wants. He never has to look through the 
camera viewfinder. He simply gives the cameraman a little 
sketch he's drawn of what he'd like to see on the screen. 
Hitchcock is a master technician—probably the best in the 
business." 

The Manhattan street set, which Stradling calls "the 
biggest thing I've ever had to photograph," presented some 

(RIGHT) Director of Photography Stradling discusses an upcoming set-up with Director Gene Kelly on the set. Having photographed "FUNNY 
GIRL" and the Academy Award-winning "MY FAIR LADY," Stradling might easily be thought of as a specialist in high-key glamour photography. 
However, his complete versatility and command of the craft become obvious when one remembers that he also was responsible for the starkly 
realistic photography of such dramas as "A STREETCAR NAMED DESIRE". 

(LEFT) A night scene in the Manhattan Street set outside the Harmoma Gardens. Lush lighting creates an aura of nostalgia for turn-of-the-century 
New York. (CENTER) Sequence taking place in the cellar of Horace Vandergelder's emporium was filmed in an actual cellar on location in Garrison, 
N.Y. Low ceiling made it difficult to place even small lighting units. (RIGHT) A night scene in the park, another area of the 15-acre Manhattan 
Street set built on studio property. 

Production crew for "HELLO, DOLLY!" on location in Garrison, 
N.Y. Existing buildings in this historic town were temporarily vacated 
by tennants so that they could be "modernized" to authentically 
represent the 1890 period of the production. 

understandable problems when the entire length of it had to 
be lighted to film night-for-night long shots. 

"The fast 5254 color negative had just been introduced, 
but it was almost impossible to get any of it," Stradling 
recalls. "I talked to Sol Halprin, head of the Camera 
Department, and he was somehow able to order me about 
100,000 feet of the new emulsion. That saved the situation, 
because using that film made it possible for me to cut the 
amount of lighting needed right in half. I was able to shoot 
with 100 foot-candles at about F/4, without forcing the 
development." 

A tricky bit of lighting balance was required during 
shooting of the sequence inside the millinery shop. This set 
was built as an interior on the sound stage, but a portion of it 
was also duplicated inside the exterior store front, so that 
reverse angles from inside the shop would show the Manhat¬ 
tan street and park as visible through the plate glass windows. 
Ordinarily those windows would have been covered with a 
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i VIDEO WEST 
Continued from Page 156 

switched out of the circuit quickly in 
order to obtain any other format de¬ 
sired such as 1.85:1, or a standard 4.3 
television format. This 4.3 ratio has 
been used on commercials including 
those done by Stan Freberg. Mr. Fre- 

t berg finds the immediate viewing and 
instant replay features of this system so 
necessary to the production of his com¬ 
mercials that he does not wish to film 
them without it. 

If the director so desires, a monitor 
can be placed in his office on the set so 
that he may view his work in private or 
discuss it with his actors or production 
staff. However, it has become apparent 
that once the director has become famil¬ 
iar with using the video tape system, 
after one or two days, he generally 
views the monitor on the set where 
other crew personnel can also see it. 

VIDEO CAMERA 

The Video Camera is a solid-state 
unit designed and built by Jim Songer. 
It is basically similar to many closed- 
circuit Vidicon cameras. At that point, 
the similarity ends. Special circuitry 

^ makes it possible to electronically and 
optically adjust the camera to match the 
Vidicon picture with the image seen in 
the photographic camera viewfinder. 

The camera is about the size of a 
cigar box and weighs approximately 6 
lbs. It has its own self-contained power 
supply and the only cables attached to 
it are a 110-volt AC supply cord, and 
the RG 59U-75 Ohm coaxial cable for 
the video output. 

Standard 16mm C-mount lenses are 
} used in the optical portion and the 

proper selection of different focal 
length lenses together with the desired 
adjustment of the electronic compo¬ 
nents make it possible to achieve any 
desired frame format such as 1.85:1, 
or Panavision 2.33:1. 

The unique feature that is most 
noticeable about the entire system is 
that the Panavision wide screen ratio is 

^ not obtained in the usual manner as in 
other systems where the Video monitor 
is simply masked top and bottom to 
obtain the Panavision format. In the 
Video West system, a specially protect¬ 
ed circuit design compresses the picture 
into half the vertical area and yet 
maintains vertical linearity. In other 
words, a circle does not become an oval 
but retains its original shape. This, in 
effect, gives approximately twice the 
resolution and adds greatly to the pic¬ 
ture quality. 

North American Aviation, as well as other 
private industries and military establishments. 

What can we do for you? 
Write Dept. A, Underwater Inc. 
3131 N.E. 188th Street, 
N. Miami Beach, Fla. 33160 

Equipment. Ideas. 
Headed by Jordan Klein, well known cine¬ 

matographer, Underwater Inc. specializes in 
every conceivable area of underwater photo¬ 
graphic technology. 

We designed and built the fantastic under¬ 
water gadgetry in James Bond's "ThunderbaH" 
We also work for Ivan Tors Studio ("Flipper"), 
MGM, U. S. Navy, General Dynamics and 
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Ask these people 
how to process 
16mm and 8mm 
Ektachrome film fast. 
WANE 
Ft. Wayne, Indiana 
Corinthian Stns. 
KARD 
Wichita, Kansas 
Kansas State Network Inc. 
EASTMAN KODAK 
COMPANY 
Rochester, New York 
KAUZ 
Wichita Falls, Texas 
Bass Bcstg. Stns. 
RAY-CHRIS 
PRODUCTIONS 
Little Rock, Arkansas 
CBS NEWS 
New York, New York 
CBS NEWS 
Washington, D. C. 
KCBD 
Lubbock, Texas 
Caprock Bcstg. Co. 

WCTV 
Talahassee, Florida 
J. H. Phipps Bcstg. 
Stn. 

KDVT 
Dallas, Texas 
Doubleday Stns. 

GENERAL DYNAMICS 
CORP. 
Ft. Worth, Texas 

KFDA 
Amarillo, Texas 
Bass Bcstg. Stns. 

KHOU 
Houston, Texas 
Corinthian Stns. 

CHRYSLER 
CORPORATION 
Chelsea Proving Grounds 
Chelsea, Michigan 

WHTN 
Huntington, W. Virginia 
Reeves Bcstg. Stns. 
KHVH 
Honolulu, Hawaii 
Western Telestations 
WISH 
Indianapolis, Indiana 
Corinthian Stns. 
KJAC 
Port Arthur, Texas 
Jefferson Amusement Co. 
WJAR 
Providence, Rhode Island 
Outlet Company Stns. 
WKY 
Oklahoma City, Oklahoma 
WKY-TV System Stns. 
NEWS FILM LAB. INC. 
Hollywood, California 
WNDU 
South Bend, Indiana 
Notre Dame University 
UNIVERSAL LAB. 
Kowloon, Hong Kong 
KNXT 
Los Angeles, California 
CBS Owned Stations 
ROJANASIL COLOR 
PROCESSING LAB. 
Bangkok, Thailand 
KOSA 
Odessa,Texas 
Doubleday Stns. 
KOTV 
Tulsa, Oklahoma 
Corinthian Stns. 
KRBC 
Abilene, Texas 
Abilene Radio & TV Stns. 
WRDW 
Augusta, Georgia 
Rust Craft Bcstg. Stns. 

KRGV 
Weslaco, Texas 
Manship Stns. 
wswo 
Springfield, Ohio 
South-Western Ohio TV Inc. 
KTVT 
Ft. Worth, Texas 
WKY-TV System Stns. 
KVII 
Amarillo, Texas 
Marsh Media Ltd. 
KXTV 
Sacramento, California 
Corinthian Stns. 
RAI RADIO TELE¬ 
VISIONS ITALIANA 
Rome, Italy 
Italian National Network 
WBRZ 
Baton Rouge, Louisiana 
Manship Stns. 
KCST 
San Diego, California 
Bass Bcstg. Stns. 
WLUC 
Marquett, Michigan 
Post Corp Stns. 
KNTV 
San Jose, California 
Std. Radio &T.V. Co. 
KTUL 
Tulsa, Oklahoma 
Griff in-Leake Stns. 

SOUND PHOTO LAB. 
Lubbock, Texas 

WTVC 
Chattanooga, Tennessee 
Martin Theatres of 
Georgia Stns. 

KTVE 
Monroe, Louisiana 
Gray Communications Stns. 

KATV 
Little Rock, Arkansas 
Griff in-Leake Stns. 
WUSN 
Charleston, South Carolina 
Reeves Bcstg. 
WTTV 
Indianapolis, Indiana 
Sarkes Tarzian Stns. 
WPTA 
Ft. Wayne, Indiana 
Sarkes Tarzian Stns. 
WTVM 
Columbus, Georgia 
Martin Theatres of 
Georgia Stns. 
WTOK 
Meridian, Mississippi 
Southern TV Corp. 
KBMT 
Beaumont, Texas 
Liberty Corp. 
KFYR 
Bismark, North Dakota 
Meyer Bcstg. Stns. 
ABS-CBN 
Manila, Philippines 
Alto Bcstg. System 
WPRI 
Providence, Rhode Island 
John B. Poole Stns. 
NHK-NIPPON HOSO 
KYOKAI 
Tokyo, Japan 
Japan National Network 
J. OSAWA & CO., LTD. 
Tokyo, Japan 

Do they know 
something about 
Jamieson's Mark IV 
color processor 
you should know? 
Jamieson’s low-cost Mark IV 30 FPM color processor is the 
easiest of all machines to operate. It is fully instrumented. Auto¬ 
matically controlled. It has a warm-up time of just 10 minutes. 
A put-through time of just 23 minutes. And the Jamieson Mark IV 
delivers processed film at a rate twice that of other machines 
of its size. 
Write us for complete information on the Mark IV and our other 
processors. 

Jamieson Film Company 
EQUIPMENT DIVISION 
2817 CANTON ST., DALLAS, TEXAS 75226 
A/C (214) 747-5634 

The video camera is mounted on the 
front of the motion picture camera 
directly above the camera lens and 
facing down toward the floor. A 45° 
angle mirror is attached by a special 
bracket to the video camera which 
reflects a reversed image to the face of 
the vidicon due to the use of the mirror. 
This reversed image is converted back to 
a "correct" picture in the camera elec¬ 
tronics. 

Previous similar replay systems 
placed the video camera at the left of 
the film camera, either in place of or 
next to the optical viewfinder. This, of 
course, optimized horizontal parallax 
and was misleading. Vertical parallax is 
much less critical than horizontal paral¬ 
lax. 

Horizontal parallax is reduced to 
zero since the video and photographic 
lenses' center-lines are on the same verti¬ 
cal axis. The video camera is mounted 
on an adjustable bracket that is quickly 
and easily detachable from the film 
magazine housing. 

LOOPING 

A unique feature of the Video West 
system provides for instant looping, 
immediately following the scene or de¬ 
layed until desired by the director. This 
feature is especially important for loca¬ 
tion work where it is of great advantage 
to the director to record the dialogue of 
the actor that was not obtained during 
the actual scene. By recording or "loop¬ 
ing" his line at the spot where the scene 
was filmed, the same "room tone" is 
obtained and the "box-like" quality so 
often heard in studio-looped scenes is 
avoided. 

The process for the looping is simple. 
The desired scene to be looped is 
selected and the actor sits or stands in 
front of the monitor. Dialogue from the 
original scene is recorded on audio track 
one of the Ampex 660 video tape 
recorder which has two audio tracks 
with separate level controls. The signal 
from the audio track one with the 
original dialogue is fed into the left side 
or both sides of a pair of binaural 
earphones. 

In order to provide a visual start cue 
for the actor, a magnetically scribed line 
is placed on the video tape and appears 
on the video monitor as a gray line 
moving from the bottom of the frame 
to the top. (Film looping start cues 
generally move across the screen from 
left to right.) The actor simply begins to 
speak his line when the looping start cue 
line reaches the top of the frame. Now 
that we have the setup ready for loop¬ 
ing, the recording procedure is as fol¬ 
lows: 
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mm FILM COMPANY 
MARINA HOUSE 

HONG KONG 

COMPLETE 16/MM & 35/MM 
PRODUCTION FACILITIES 

CUTTING TIME THE EASY WAY 
BY USING MERCER'S FILM RULE 
AND MERCER’S FILM PATCHES 
FOR MORE INFORMATION CALL 

663-9331 
RAY MERCER&C0.42.4-1 NORMAL AVE. LA. CALIF 29 

FILM VALUABLE! 
Protect and keep in top 
condition the ECCO WAY! 

ECCO 202 
FILM CLEANING AND 
CONDITIONING SYSTEM 

Cleans Filmstrip and 

Movie Film in 8, 16 

and 35 mm. 

This compact system is for do-it-yourself 
users. An extremely simple system to use 
wherever continuous or instant cleaning 
and conditioning of film is needed, it 
will clean, condition and stop dust- 
attracting static in one operation. Cleans 
400 feet of film for less than 2 cents! 
Nationally accepted, by leaders in 
industry. 

See your supplier or write direct for 
literature and prices. 

ELECTRO CHEMICAL PROD. CORP. 
DEPT. 106, 89 WALNUT STREET 

MONTCLAIR, N.J. 07042 

1— The video tape recorder is placed 
into video playback mode. 
2— Audio track one, with original dia¬ 

logue of scene, is placed in playback 
mode with its signal going to ear¬ 
phone for actors' audio cue. 
3— Audio track two of the video tape 

recorder is in record mode. The "new 
dialogue" of the actor is picked up in 
a standard way by the same micro¬ 
phone used on the set. The signal 
from the microphone is fed by cable 
to the recording mixer on the set and 
from the recording mixer to the 
audio track to input on the video 
tape recorder. 
4— The actor begins speaking his "new 

lines" when the visual cue line 
reaches the top of the frame. 
5— When the actor has completed the 

loop, the video tape recorder is 
stopped and the tape rewound to its 
start mark for the scene. 
6— Both audio track one and audio track 

two are placed in playback mode. 
7— The recorder is placed in playback 

mode, and the audio signal from 
track one is fed to the left side of the 
binaural earphones, and the signal 
from audio track two with the new 
dialogue is fed to the right side of the 
earphones. This enables the director 
to instantly determine if the new 
dialogue is in sync with the original 
dialogue and if the new dialogue is a 
satisfactory performance. 
By listening to the new dialogue and 

watching the scene on the video moni¬ 
tor, the director can instantly determine 
if the lip sync is correct and if the voice 
matches the action. While the above 
process has been broken down as indi¬ 
cated, the actual time for the looping 
operation is very brief, in fact, much 
shorter than is possible in studio loop¬ 
ing. 

Recording the loops on location also 
eliminates the necessity of bringing local 
actors from the location to the studio 
for any recording. It is obvious that 
much expense can be eliminated by 
using this method. For example, on the 
Ralph Nelson production ". . . tick . . . 
tick . . . tick ..." a budget allotment of 
more than $5000 was saved by using the 
video system of looping. ■ 

MOVING? 

When changing your address, please 
notify us at least four weeks in 
advance. BE SURE to give your 
FORMER address as wefl as your 
NEW ADDRESS and ZIP CODE. 

AMERICAN CINEMATOGRAPHER 

QUALITY SOUND 
FOR MOTION PICTURES 

MIXING 
MUSIC SCORING 

SOUND EFFECTS 
RECORDING 

INTERLOCKS 
RESOLVING 

TRANSFERS 
EDITING 

Quality Sound, Inc. offers complete 
sound services for motion pictures, film¬ 
strips and slide film presentations. QSI is 
equipped with 35mm, 16mm and %" 

recording and playback capabilities as 
well as 35mm and 16mm interlock, slide 
and filmstrip projection. There is a large 
collection of sound effects as well as 
eleven music libraries. Let QSI show you 
how you can make your next picture a 
better one. Drop by for a cup of coffee, 
write or call for complete price informa¬ 
tion. Remember ... Quality doesn't 
necessarily cost any more . . . maybe 
even a little less. 

QUALITY SOUND, INC. 
5625 Melrose Avenue 

Hollywood, California 90038 
(213) 467-7154 

Finest-Quality Kodachrome 

COLOR or BLACK & WHITE 
★ ★ ★ 

PROFESSIONALS: We are Specialists in . . 
8mm to 16mm Blow-Ups. ★ 35mm or 16mm to 
8mm or Super-8 Reductions ★ A & B Roll 
Printing. if 8mm & 16mm Eastman Internegs. 
if 8mm i. 16mm Eastman Color Release Prints. 
if B & W Reversal Dupes. ★ Dupe Negs. 
if B 8. W Positive Release Prints, ★ Single 
8mm Printing, if Soundstriping, Splicinq, Etc 

'AT ^ 'A 
✓ FAST SERVICE on MAIL-ORDERS. 
* Finest QUALITY Work. 

J Guaranteed SATISFACTION! 

"A- "A- TAT 
Send for our Latest PROFESSIONAL Price-List. 

Write Dept. "A" 

'%<yCC<fCVOOct VALLEY FILM LABS. 
2704 W OLIVE Ave., BURBANK, CALIF. 91505 

J. Burgi Contner 
Director of Photography 

Have Mitchell BNC, NC, R-35, 
Arriflex, Lights, Sound 

P.O. Box F1532 
Freeport, G.B., Bahamas 
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(LEFT) A classic colonial chapel under construction on a bluff overlooking the Hudson River, part of the setting for the final (Wedding) sequence of 
"HELLO, DOLLY!". (RIGHT) Hundreds of extras and crew members swarm about the area for shooting of the wedding sequence, while 
anachronistic freighters move down the river. A giant "Titan" crane was brought along, but the film's final breath-taking scene was actually a slow 
zoom shot made with the camera tied down atop a high parallel. 

BEHIND THE SCENES OF "HELLO, DOLLY!" 
Continued from Page 166 

combination of 85 and neutral density filter materials to 
balance the color temperature and intensity of the exterior 
light with that of the incandescent lamps being used inside. 

What prevented that approach from being practical in this 
case was the fact that characters had to be able to make 
entrances through the doorway opening onto the park. As a 
result, the lights inside the shop were rigged for a daylight 
balance and the scenes were shot with an 85 filter over the 
lens. The artistic judgments involved included deciding how 
high the interior light level should be built up in relation to 
the exterior light. Of this Stradling says, "In balancing an 
interior-exterior situation like this, I feel that a good normal 
ratio would have the outside light reading about two full 
stops brighter than the inside. That means that if the inside 
light was F/4, the outside light should be F/8—or you could 
let it go to F/11 if you wanted a more extreme effect." 

The Harmonia Gardens Interior Set 

The Harmonia Gardens, a combination bar, restaurant and 
nightclub of the type popular in the '90's, is an extraordinary 
example of rococo interior decoration. Its decor was sug¬ 
gested by Castle Gardens, Maxim's in Paris and by London's 
Crystal Palace. Built on four different levels, it is filled with 

fountains, candelabra, chandeliers, statues and greenery: \ 
marble, gold and crystal; carpeting, upholstery and curtains, 
in mutations from basic red to salmon. The walls are 
translucent plastic and the sound stage was draped with 
10,000 yards of white muslin from which an overall general 
lighting was "bounced" onto the set. This spectacular 
construction, which Production Designer DeCuir considers 
"different but proximate" to the most lavish sets he created 
for "CLEOPATRA", serves as a locale for approximately 
25% of the film's action. It is here that Barbra Streisand 
makes her grand entrance singing the title number and makes 
a 360-degree tour of the elegant salon, accompanied by the ^ 
energetically capering singing waiters. 

The antic "Waiters Gallop" number, which quite possibly 
may set new standards of inventiveness in musical slapstick, 
was staged here. Choreographer Michael Kidd had to have 
stairs for falling down; fountains for falling into and all kinds 
of different devices to assist his routines. One movement in 
this number consists of a diner and his lady waving away 
bowls of live trout and lobster. The waiter brings a large 
covered cart and suggests wild duck. The cart is opened and 
out fly real ducks which the waiter shoots. All this is done in 
time to music. 

In order to enhance the mellow quality of the gold 
painted walls of this set, Stradling illuminated them with 
amber light. The walls were lined with gaslight fixtures, but 

(LEFT) Production Designer John DeCuir's magnificent Manhattan Street set populated by day with strolling New Yorkers and horse-drawn vehicles 
authentic to the 1890 period. (RIGHT) At night the same set takes on a mellow glow, representing a momentous accomplishment of the motion 
picture lighting art. Problem was eased by nick-of-time introduction of fast 5254 Eastman color negative which made possible shooting of such 
scenes at an average stop of F/4, with a 100 foot-candle light level. Stradling calls this set "the biggest thing I ever had to photograph." 



★optical works 
★ blow-ups 

★ reductions 
★ titles 

Slides from 16mm Movie Frames 
Super 8 - 16-35 • Liquid gate printing 

We blow up 35mm negatives from 
your 16mm originals. 

^ WE DO OUR OWN PROCESSING 
AND PRINTING. COAST TO COAST SERVICE. 

Slide Strip Laboratory, Inc. 
432 West 45th Street, New York, N.Y. 10036 

Phone (212) 247-4125 • (Cable: Slidestrip, Newyork) 

FOR LIAISON AND 
PRODUCTION 

INDIA FACILITIES 

ASIAN FILMS 
72 JANPATH, NEW 

f 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

• Rite Lite Projector Iris 
• HGA Film Cleaner Pad 
• HGA Ft Lambert meter 
• Special Audio devices 

to your specs 
Send lor literature 
519 S. Fifth Ave., 
Mt. Vernon, N.Y. 10550 

(914) 664-5393 

Henry 
Grossman 
Associates 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 

(215) 923-0650 

Y ■ KEM Universal Editing Tables- 

■ KEM Standard-Rapid Editing Tables 

■ KEM Transfer and Dubbing Systems 

Revolutionary Systems for the Film Industry 

KEM 
ELECTRONIC 
MECHANIC CORP. 

a division of The Intercraft Corporation 

630 Ninth Avenue, New York, N.Y. 10036 

(212) 757-5017 

* 

16mm & 35mm b&w processing and 
printing. Complete 16mm COLOR Ekta- 
chrome processing. Magnetic sound strip¬ 
ing for 16mm-8mm and Super 8mm- 
H m M Mat M Vacuumate film 
U In |B IB treatment. 

NAUA 
QUEBEC 

FILM LABS 
265 Vitre Street West, Montreal, Quebec 
Telephone (514) 861-5483 

actual gaslight proved to be too faint to 
show up against the set lighting. As an 
alternative, bulbs having a flame-like 
flicker were acquired and the glass was 
dyed amber to simulate a realistic ef¬ 
fect. 

In other interior sequences through¬ 
out the picture, Stradling used #54 light 
straw-colored filters in front of the 
lights to cast a warm glow over the 
scenes suggesting lamplight. 

The Yonkers Exterior (Garrison, N.Y.) 

Garrison, N.Y., 60 miles up the 
Hudson from New York City and direct¬ 
ly opposite West Point, was chosen for 
the Yonkers exterior setting for reasons 
both artistic and practical. Yonkers, 
itself, was out of the question because 
almost nothing remains of the 1890 
period. 

The buildings in Garrison had been 
erected about 1840 and production 
designer DeCuir had to "modernize” 
many by adding gingerbread touches 
characteristic of the '90's. 

Garrison was on a railroad—the main 
line of the Penn-Central—and this was 
essential to several story points, most 
notably the "Put On Your Sunday 
Clothes" number which ends with Miss 
Streisand, Michael Crawford and other 
members of the cast boarding a period 
train enroute to New York City. The 
station is architecturally admirable and 
once was the pride of the old New York 
Central Railway, which was undoubt¬ 
edly inspired by the fact that J. P. 
Morgan, Hamilton Fish and other finan¬ 
cial titans had their great estates in the 
back country there. 

Garrison is one of the most beautiful 
spots in the entire Hudson River Valley 
and nearby the company found a mead¬ 
ow on which a church setting was built 
for the "Finale Number", in which Miss 
Streisand and Walter Matthau are mar¬ 
ried. 

Garrison, despite its illustrious past 
as the railhead for West Point which 
involved such names as George Wash¬ 
ington, Abraham Lincoln, Robert E. 
Lee, the Prince of Wales and Queen 
Marie of Romania, had run down and 
local residents of the area formed two 
associations to restore it. These groups 
owned the railway station, park and 
marina, having bought them from the 
New York Central Railroad. 

Since director Gene Kelly and his 
troupe wanted to beautify the place in 
accordance with the essentially idyllic 
character of the period, agreement was 
soon reached. There are 16 structures in 
the village, including what was formerly 
a small hotel, an ancient ferry house and 

Continued on Page 176 

Photo 
Processors Inc. 

Now Serving The 
Entire United States 

and Mexico 
With Custom Service 

SCHEDULED 
PROCESSinG! 

Permits Us To Offer 
1 to 24 hour service! 

★ 16mm Ektachrome 
ME-4 Process 

★ Super 8mm Ektachrome ME-4 
process X B/W reversal 

★ 16mm Ektachrome ECO 
★ Ektachrome R (7388) Sound 

Track Application 
★ Va" 4 channel Audition Tapes 
★ Bell & Howell Model 'C' 

Ho Extra Charge For Express Service 

for further information Write 
or Call: __ 

Photo 
Processors Inc. 

909 N. Congress • Austin, Texas 78701 
Telephone AC 512-472-6926 
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MANUFACTURING, INC. 
46 DARBY ROAD, PAOLI, PA. 19301 

ZYCO MODEL *26-0002 DOUBLE RANK % SLITTER SHOWN ABOVE PATENT PENDING 

CLEAN FILM SLITTING! 
WITH NO POWDERY EDGES TO SHED DUST 

ERNESTO CAPARROS *sc 
Director of Photography 

MU 8-0263 
New York City 

' - 
: ■■ 

PARAMOUNT STUDIOS 
5451 MARATHON STREET 

HOELyWOOD. CALIFORNIA 90038 
HO 3-0100 

HOWARD A. ANDERSON CO. 

CREATORS OF DISTINCTIVE IDEAS AND DESI6NS FOR 
SPECIAL PHOTOGRAPHIC EFFECTS AND OPTICALS FOR 

MOTION PICTORES AND TELEVISION. 

THE PACESETTER IN TECHNOLOGICAL ADVANCES. 

•MINIATURES -BLUE BACKING 

•MATTE PAINTINGS 

111 

INDUSTRY 

FILM FESTIVAL DATES 
ANNOUNCED FOR MAY 8-10 BY 
FOOTHILL COLLEGE 

Dates for the ninth annual Independ¬ 
ent Film-Makers Festival at Foothill 
College, Los Altos Hills, Calif., are 
announced as May 8, 9, and 10, 1970, 
by the college's Associated Students, 
sponsors of this internationally known 
film event. Again this year, prize money 
will total $1,200 in cash awards. 

Competing films must have been 
completed between January, 1969, and 
April, 1970, and must be received by 
the college film committee no later than 
April 25, 1970. Independent film¬ 
makers may contact the college for 
entry information and entry forms. 

An innovation of the ninth annual 
festival will be judging by categories. 
Judges, still to be announced, will be 
free to distribute prize money as they 
see fit among seven listed categories or, 
where the film-maker prefers, a catagory 
will be assigned by the pre-screening 
committee. 

Categories of competition include 
cartoon and animation, documentary, 
abstract and fiction and/or fantasy, 
nature/process, about children, protest 
and criticism, and syncategormatic. 

According to Denos P. Marvin, ex¬ 
ecutive producer, and Bill Meese, direc¬ 
tor of the festival, purposes of the 
festival are to encourage individual ex¬ 
pression and experimentation in the 
visual, technical, and esthetic aspects of 
film-making and to provide Foothill 
College's students and the community 
with an opportunity to see and discuss 
the best in recent experimental and 
independent film-making. The term "in¬ 
dependent," according to the sponsors, 
connotes a quality of mind, rather than 
the financial state of the film-maker. 

The 1969 festival attracted the cream 
of 170 new films, judged by Jimmy 
Murakami, partner in Murakami-Wolf 
Films, Hollywood, and one of the first 
independent film-makers to receive an 
award from the American Film Insti¬ 
tute; Sheldon Renan, author of the 
definitive book, "Introduction to the 
American Underground Film," pub¬ 
lished by E. P. Dutton in 1968; and 
Claire Clouzot, Paris native and estab¬ 
lished European and U.S. film critic 
whose book, "A Decade of French 
Cinema: 1960-70" is in preparation. 
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ACTIVITIES 

Of the 1969 prize money, judges 
gave a top award of $400 to David 
Lourie for "Untitled Project One;" sec- 

4 ond prizes of $150 each to Michael 
Stewart for "Free Form," James A. Hill 
for "Numbers," D.B. Jones and J.K. 
Jennings for "Campus Christi," and 
Tom DeWitt for "The Leap;" $100 to 
Charles Braverman and David Adams for 
"World of '68;" and $50 each to James 
Douglas for "Speedqueen" and to the 
Yellow Ball Workshop for "Rainbow 
Reel," a collection of animated films by 
11-16 year olds. 

I Capacity audiences attended the fes¬ 
tival's six weekend programs shown on 
May 24 and 25, 1969. 

Judges pronounced: "The overall im¬ 
pression of the judges was a constant 
feeling of excitement. Foothill has be¬ 
come a vital festival which is the only 
one of its kind on the West Coast, if not 
in the whole of America." 

• 

BIRNS& SAWYER, INC. 
GETS G.S.A. AWARD 

Birns & Sawyer, Inc. has been award¬ 
ed a contract to supply Omnitar lenses 
to all agencies of the U.S. Government. 
The General Services Administration 
award was based on the adaptability of 
Omnitar lenses to all 35mm single reflex 
cameras, as well as 16mm and 35mm 
motion picture cameras, high speed in¬ 
strumentation cameras, etc. Delivery of 
the lenses range from receipt of order to 
60 days, depending upon model. Those 
desiring copies of the G.S.A. Schedule 
may request them on government sta¬ 
tionery to Birns & Sawyer, Inc., 1026 
North Highland Avenue, Los Angeles, 
California 90038. 

PRESENTS 
THE 

"HAND-HELD" 
ZOOM 

■■ 

THE angemeilX 6xl2.5B, WITH A PRACTICAL ZOOM 
RANGE 0F12.5miTrT0 75mm AND AN APERTURE OF f/2.2 IS 
MOST SUITABLE FOR NEWS AND DOCUMENTARY FILMING OR 
WHENEVER THE “HAND-HELD” TECHNIQUE IS EMPLOYED. ONLY 5Vz 
INCHES IN LENGTH AND 1 LB. 3 OZ. IN WEIGHT, THIS LENS 
PROVIDES ALL OF THE FEATURES OF THE CONVENTIONAL WIDE, 
NORMAL AND TELEPHOTO FIXED FOCAL LENGTH LENSES PLUS 
THE ADDITIONAL CONVENIENCE OF THE ZOOM ACTION, WITH ITS 
INFINITE VARIETY OF FOCAL LENGTHS. 

AVAILABLE WITH OR WITHOUT VIEWFINDER WITH MOUNTS 
FOR MOST 16mm CAMERAS. 

■■ 

SEE THE 6x12.5 ZOOM AND OTHER flliyCrildJXLENSES 
AT LEADING CINE EQUIPMENT DEALERS THROUGHOUT THE WORLD. 
FOR FURTHER INFORMATION AND TECHNICAL SPECIFICATIONS, 
CALL OR WRITE: 

i 
"1970 FILM FESTIVAL" 
CALL FOR FILMS 

This call invites the nomination of 
motion pictures to be included in the 
1970 ASZD Film Festival which will be 
part of the program of the 1970 Ameri¬ 
can Society for Zero Defects Third 
Annual National Symposium in Ana¬ 
heim, California, April 6, 7 and 8, 1970. 

The Film Festival Theater makes 
I 

angemeux 
corporation of america 

440 MERRICK RD. 
TELEPHONE 516 678-3520 

OCEANSIDE, N. Y. 11572 
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LOWELl QUARTZ D 
"UNIUERSATIL TY" 

3 lights in one 
1,000 Watt focusing light. . . 

& also a 500 Watt 
focusing light when 
you change bulbs. . . 

& also a long ‘throw’ 
high-intensity light 
when you change to 
an accessory reflector. 

any bulb or 
reflector can be 
used with any 
of 9 accessories . 
& all interchange with the 
Lowell Quartz ‘Remote’ model. . . 

& unprecedented 
spot flood range . . . 

& a plug with swing away 
ground pin & wall mounting 
with Lowel-Light Gaffer Tape . . 
& accurate daylight filter. . . 

& location Kits . . . 

Lowell Quartz “D” only 
$5750 

LOWEL-LIGHT 
421 W.54th ST., NEW YORK 10019 

available a full program of outstanding, 
informational films to the ASZD audi¬ 
ence. Provisions for a screening room 
will be made, and a program will be 
planned to screen all of the award¬ 
winning films for the attendees. 

All films submitted will be judged for 
their message content and technical 
suitability by professional members of 
the Information Film Producers of 
America. IF PA is a professional associa¬ 
tion dedicated to the advancement of 
communications through the film medi¬ 
um. 

Companies, universities, government 
agencies, and other organizations are 
invited to nominate films produced and 
released since January 1, 1969. The 
exception to this are those films which 
were submitted to the Second Annual 
Film Review held in’ May of 1969. 
These films are not acceptable. 

Although there is no restriction, be¬ 
cause of the desire to present a wide 
range of information to the diversified 
audience, it is preferred that the films 
not exceed twenty-five minutes in 
length. Short, concise, message-type 
films are encouraged. 

OFFICIAL RULES 
1970 FILM COMPETITION 

1. All films submitted must have been 
completed or declassified for gen¬ 
eral release within the period Jan. 
1, 1969 through Dec. 31, 1969. 
Films submitted to 1969 ASZD 
Film Review are not eligible. 

2. All films submitted must be 16mm 
prints with optical sound tracks. 

3. There is no limit to the number of 
films which can be submitted by an 
organization or individual. 

4. Films may be entered by members 
and non-members of ASZD. 

5. Entry fees are: 
ASZD Members—$15.00 per film 
Non-Members—$25.00 per film 

6. ASZD membership—$12.00 per 
year—can be obtained by qualified 
applicants from any local chapter, 
or from the National Office, 790 
Broad St., Newark, N.J. 07102. 

7. All fees shall be submitted by check 
and made payable to: American 
Society for Zero Defects Film Com¬ 
petition. 

8. All entry forms and fees should be 
submitted immediately, but in no 
case postmarked later than Feb. 1, 
1970. Films may accompany entry 
forms and fees, or may be sent 
subsequent to entry. But in no case 
will films be accepted later than 
March 2, 1970. 

9. Entry forms, fees and films should 
be submitted to: 

FILM ROLLER 

Regular & Fiberglass 

Many sizes 

Other Processing 

Machine Parts 

COMPLETE FILM DEVELOPING MACHINES 

New and Used 

METAL MASTERS 
5699 University Ave. 

San Diego, Cal. 92105 

Phone: (714) 582-2755 

BOLEX ACCESSORIES 
■ 24-Frame Sync. Camera motor—115V 
■ Var. Speed Battery Camera motor—24V 
■ 400-ft. Magazine w/400' counter in camera 
■ Intervaltimer—Range IV2 sec. to 36 min. 
■ Animation motor for new single-frame shaft 

Write for New Bolex Accessory Cataloy. 

STEVENS ENGINEERING CO. 
Oept. A, 340 Newport Blvd., 
 Newport Beach. Calif. 92660 

QUALITY 16mm PRINTS 
Our Specialty 

B&W KODACHROME—EKTACHROME 
COLOR INTERNEG—POSITIVE 

TEKNIFILM, INC. 
1923 N.W. KEARNEY ST. 

PORTLAND, OREGON 97209 

 PHONE (503)224-3835 

723 Seward St., Hollywood. California / 90038 

(213) 467-8185 

COMPLETE MOTION 
PICTURE TITLE SERVICE 

IINLER MOTION PICTURE 
I PILU PRINTERS I 

35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B&W films 
Please write for information and prices: 

UhlerCine Machine Cable: Uhlcima 
15762 Wyoming Ave., Detroit, Mich. 48238 

(313) 861-4663 
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feet. The Victor Duncan 
50CC Crystal Controlled In¬ 

verter. Created by Transist-O-Sound. 
Shoots a lot of footage. Saves a lot of 
feet. Send for free brochure. 

VICTOR DUNCAN, INC. 
the check and double check people 

11043 Gratiot, Detroit 48213,(313) 371-4920 
155 E. Ohio St„ Chicago 60611,(312) 321-9406 

2659 Fondren, Dallas 75206 (214) 369-1165 

SYNC SOUND for 
the CANON SCOOPIC 

Now you can add synchronous sound to 
the Canon Scoopic. In less than a week, 
Cinema Engineering can turn this great 
candid motion picture camera into a truly 
professional tool. Here’s what you need: 
SYNC PULSE GENERATOR ($225) tells 
your tape recorder what speed the camera 
is running and keeps the two in perfect 
sync. ELECTRIC START MARKER 
($145) does away with the need for 
clapping in front of the camera to achieve 
initial synchronism. SOUND BARNEY 
($110) cuts out more than 2/3 of the 
camera noise making it suitable for most 
documentary, industrial and cinema verite 
assignments. CABLE ($20) to connect 
your camera to your tape recorder. The 
conversion is very small and light (it adds 
less than the weight of 2 silver dollars) and 
does not interfere with the operation of 
the camera in any way. The Cinema 
Engineering sound conversion does not 
void your new camera guarantee! These 
conversions have been in use at profes¬ 
sional motion picture rental houses for 
over a year (Gordon Enterprises, F & B 
Ceco, Jack Pills’). SPECIAL MAIL OR¬ 
DER OFFER: Ship your camera with this 
ad and save $50! Send a check or money 
order for $450, tell us what kind of a tape 
recorder you use so we can make the 
cable, ship your camera in its original case 
and insure it. We will convert your camera 
and ship it back to you, return shipping 
and insurance prepaid, in less than a week. 

Write for further information about this 
and other products. We also manufacture 
400 foot magazine conversions for the 
Canon Scoopic and Bolex, sound conver¬ 
sions for the Beaulieu 16 and 8, the 
CineCon conversion for the Auricon, the 
CasSync cassette synchronous motion pic¬ 
ture tape recorder, resolvers, crystal con¬ 
trols, bloop oscillators, sync pulse gener¬ 
ators, transformers, motors for Arriflex, 
Bolex and Bell & Howell, sync and selsyn 
adaptations for sound and projection 
equipment, stop motion 16 and 35mm 
projectors. 

CINEMA ENGINEERING • 
5625 Melrose Ave., Hollywood, 
Calif., 90038, (213) 467-7154 

ASZD 1970 Film Competition 
Committee 
C. S. MacCrone, Chairman 
HOLEX Incorporated 
2751 San Juan Road 
Hollister, California 95023. 

10. No refunds will be made after 
March 2, 1970. 

11. Ship films in reusable cartons with 
a return address label enclosed. 
Insure your films. All films will be 
returned Insured Parcel Post, unless 
you specify otherwise. 

12. Winners will be announced and 
awards presented at the Awards 
Dinner on April 8, 1970. 

UFA ANNOUNCES STUDENT 
FILM COMPETITION 

The University Film Association has 
announced the beginning of competi¬ 
tion for SEVEN SCHOLARSHIPS IN 
FILM to be awarded to students in 
American universities and colleges. 

Although film has been one of the 
fastest-growing academic disciplines in 
recent years, the amount of financial aid 
available to students has not kept pace. 
Therefore, the University Film Associa¬ 
tion, a professional organization of 
more than six hundred individuals, insti¬ 
tutions, and companies has embarked 
upon a program to increase the number 
of scholarships available to students of 
the art. 

The Association is especially interest¬ 
ed in encouraging minority students to 
consider careers in film. 

Any graduate or undergraduate 
student is eligible to apply for these 
scholarships, which will be awarded 
principally on the basis of the student's 
past work in film production, scholar¬ 
ship, or criticism. Competition will close 
February 14, 1970. 

The awards currently available are: 
Two McGraw-Hill Book Company 
Scholarships of $1,000 and $500; the 
University Film Association Minority 
Scholarship of $500, donated by UFA 
member Rose Blyth Kemp; The Univer¬ 
sity Film Foundation Scholarship of 
$500; the Ken Edwards Scholarship of 
$500, donated by UFA member John 
Flory; the University Film Association 
Scholarship of $500; and the White 
House News Photographers Association 
Scholarship of $1,000. 

Information on the organization's 
scholarship program can be obtained 
from Professor Howard Suber, Scholar¬ 
ship Chairman, University Film Associa¬ 
tion, in care of the UCLA Motion 
Picture Division, Los Angejes 90024. ■ 

CREATE THE 
Right MOOD 
EVERY TIME 

with the 

"MAJOR" 
PRODUCTION 

MUSIC 
LIBRARY 

"MAJOR" offers you a full 

65 hours of background 

production music for titles, 

bridges, background-for 

scoring, editing, recording and 

dubbing music for your: 

• FEATURE PRODUCTIONS 

• DOCUMENTARIES 

• TV FILMS 

• SLIDE FILMS 

• ANIMATION 

• INDUSTRIAL FILMS 

• SALES PRESENTATIONS 

• COMMERCIALS 

• EDUCATIONAL FILMS 

"MAJOR" specializes in sound 

-you get exceptional technical 

know-how and beautifully- 

recorded original music on 

LP records or %-lnch Tape, 

or on 16 or 35mm Mag.Tape 

ready for a mix. 

IMPORTANT: "Major" owns its own 
copyrights on all production mood 
music in its library. World rights availa¬ 
ble to you on a completely sound legal 
basis. Re-recording rights available on a 
"per selection" or "unlimited use" flat 
fee arrangement. 

WRITE FOR 150-PAGE CATALOGUE: 

THOMAS J. VALENTINO 
INCORPORATED 
Established 1932 

150 W. 46 St. New York 10036 
or phone (212) 246-4675 
Also available: Detailed Catalogue 
of our complete LP library of 
471 Sound Effects. 
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STANDARD 

OF THE 
WORLD 

— SEND FOR FREE BROCHURE — 

Distribution—Service—Sales 

NAGRA MAGNETIC RECORDERS INC. 
565 Fifth Ave., New York, N.Y. 10017 

Southern California Sales and Service 
RYDER MAGNETIC SALES CORP. 

1147 N. Vine St., Hollywood, Calif. 90038 

Exclusive Distribution in Canada 
BRAUN ELECTRIC CANADA, LTD. 

3269 American Dr., Malton Ontario, Canada 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

(OUR ONLY BUSINESS) 

Stock Shots Enlarged to Match-in with 
your 35mm Negative 

Complete Pictures Transferred to 35mm 

Call—Adrian at (213) 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

16mm Production of.. 

• Industrial 
• Commercial 
• Animation 

AVERBECK-WARREN 
ASSOCIATES, INC. 

815 Ohio 
Box 763 
Quincy, Illinois 

62301 

Phone 217 

224-1966 

" HELLO DOLLY" 
Continued from Page 171 

a store. Seven families lived there, of 
whom two moved to outlying houses 
and one left the area. This was necessary 
to provide offices and dressing rooms 
for the movie-makers. Those who re¬ 
mained in the center of things may have 
regretted it. Particularly on Sunday 
when the set was open to the public and 
thousands visited it, people strolled into 
living rooms and kitchens in the mistak¬ 
en belief that the whole area was a set. 

There was a good deal of new con¬ 
struction, including a $30,000 period 
barn erected to conceal the modern 
automobiles of 80 commuters who regu¬ 
larly used the railroad station. This was 
important to a helicopter shot of the 
entire village thronged with people as 
Barbra Streisand, on the observation 
platform of the train, sings "Put On 
Your Sunday Clothes". All the com¬ 
muters cooperated except one, who 
insisted on parking where he had always 
parked. There were a number of sugges¬ 
tions on coping with this problem, 
including building a portable outhouse, 
complete with peaked roof and a half 
moon in the door, to cover the vehicle. 
Ultimately it was noticed that the com¬ 
muter didn't work on Saturday—the 
film company did—and so the helicopter 
shot was made then. 

An interesting aspect of the Garrison 
location was provided by the steam 
engine and three cars, which came from 
a railroad built in 1832 and which has 
been in continuous operation. It is the 
only scheduled, steam-powered, stand¬ 
ard gauge passenger train running in the 
U.S. today. Its normal operation is on 
"The Road to Paradise", (Paradise, 
Penn.) a nine-mile trip through the 
Amish country in the vicinity of East 
Strasburg, Pa. The road's long life was 
about to end ten years ago when a 
group of railroad buffs took it over and 
preserved it, starting the Strasburg Rail¬ 
way Museum. 

There was a division of opinion 
among the people of Garrison as to 
whether to keep the set intact after the 
"HELLO, DOLLY!" troupe departed. 
Ultimately it was decided by producer 
Lehman that everything should come 
down except a little bandstand in the 
park and the park itself. 

In Case of a Break in the Weather 

Since the best planned location 
shooting schedules often go sour due to 
spells of bad weather, several cover sets 
were built inside a local gymnasium- 
turned-sou ndstage while the company 
was shooting in Garrison. However, the 

When filming in 

the New York City Area 

...or anywhere else... 

CONTACT 

JOHN WEBER 
"The King of the Generators 

FOR 

We go anywhere in the USA. 

We also custom build generators to 
your specifications. 

Write for literature. 

JOHN WEBER CO. 
6944 76th St. 

Middle Village, New York, 11379 

SMITH-VICTOR 

QUARTZ ? 
STUDIO I 

f 

A 
4\ 

XV 

Model K3 Deluxe Professional Kit 
• 3 - 600 watt Q1P 3200 °K Quartz Lights 

• 3 - SA210 Aluminum Light Stands; extend 

to 10 ft. 

• 1 - 670 Case. Holds complete outfit. 

Complete Outfit No. K3 $150.00 

Model K2 
• 3 - 600-watt Q1P 3200 K Quartz Lights 

• 3 - S6 multi-purpose Stands 

• 1 -512 Adapter for background Stand 

with an almost indefinite combination of 

heights. 

• 1 - 630L Case. Holds complete outfit. 

Complete Outfit No. K2 $100.00 

AT YOUR DEALER OR WRITE EOR CATALOG 

SMITH-VICTOR CORP. 
Griffith, Indiana 46319 
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FOR ALL 16mm LAB SERVICES 

WESTERN Oe 
312 S. Pearl St.—Denver, Colo. 80209 

8764 Beverly Blvd., Hollywood, Ca. 90048 

SOUND 
TRIPING 

AERCO 
Pox 171 Pennsauken, N.J. 08110 

LINWOOD DUNN, ASC 
Former Head of RKO Studio Effects Dept. 

CREATIVE 
SPECIAL EFFECTS 
Complete Advisory and Technical Services 

From Story Ideas to Theater Screen. 

“West Side Story, ” “My Fair Lady, ” 
“It’s a Mad, Mad World, ” “Hawaii, ” 

“The Bible, ” “Thoroughly Modern Millie, ” 
“The Great Race, ” “Darling Lili, ” 

“Catch 22, ” Expo 67-70 Shows, “Airport” 

FILM EFFECTS of Hollywood 
1140 N. Citrus Ave., Hollywood 38, Calif. 

Phone: 469-5808 Cable: FILMEFX 

Industrial 

Colorfilm 
Services 

16mm and Super 8 
Ektachrome Service 

3911 Sinton Road 
Phone (303) 636-1408 

COLORADO SPRINGS 
Colorado 80907 

AUTOMATIC DAYLIGHT PROCESSOR 
• Processes up to 200 Ft. 

• Super 8 to 105mm 

• Movie—X-Ray—Microfilm 

• Motor Driven—Portable 

• Black & White—Color 

O 400 Ft. Tank Available 

• Guaranteed 

Write for Free Literature. 

MICRO RECORD CORP. E;" ftfiafe 

HARRISON 

■dH CAMERA & 

JKL JML LIGHTING CORP. 
RENTALS AND SALES OF MOTION PICTURE 

EQUIPMENT AND SUPPLIES 
Harrison, where the service is 24 hour service 

^74^J^3rdAve^iamUFIa^313M305)758-440^ 

EDITING AND 
ALL POST 
PRODUCTION 
SERVICES 

300 NORTH WINDSOR BLVD. 
Los Angeles, California 90004 
Phone (213) 469-7705 

contingency never materialized, because 
the sun continued to beam brightly 
during the entire location period. Since 
the cover sets had already been built, 
the company utilized them, moving 
indoors to shoot while perfect weather 
prevailed outdoors. 

The ultra-smooth helicopter shots 
filmed on location were photographed 
by ace aerial cameraman Nelson Tyler, 
utilizing the famed vibrationless camera 
mount which he designed. Of Tyler, 
Stradling says: “This man is just great— 
the best in the business—and I'd like to 
give him a lot of credit for the work he 
did on the three pictures I've made with 
Barbra Streisand." 

Besides “DOLLY" these include 
"FUNNY GIRL" (the unforgettable 
tugboat sequence) and "ON A CLEAR 
DAY YOU CAN SEE FOREVER". 

The opening railroad station se¬ 
quence, during which Dolly boards the 
train for her trip to Yonkers, was filmed 
in the picturesque glass-roofed terminal 
at Poughkeepsie, N.Y. The harsh sum¬ 
mer sunlight streaming down through 
the glass from directly overhead had to 
be softened by means of intricately 
rigging many yards of diffusion material 
above the shooting area. 

The breath-taking wedding sequence 
at the end of the picture, which looks 
like a Currier & Ives print come to life, 
was filmed on a magnificent bluff over¬ 
looking the Hudson River near West 
Point. A giant Chapman Titan boom 
was moved into the location and some 
scenes were filmed using it. However, 
the actual fadeout scene was photo¬ 
graphed with the camera tied down atop 
a high platform, utilizing a 10-to-1 
zoom lens. The scene begins with the 
lens racked out to its 500mm telephoto 
extreme to show the happy pair as they 
are about to enter the little white 
colonial chapel built for the picture. As 
they move forward, the lens slowly 
racks back to its 50mm extreme, tilting 
up simultaneously to end on a pano¬ 
rama of spectacular scope. 

Of the use of zoom lenses, Stradling 
comments: "Personally, I think zoom 
shots can be good if there is a need for 
them on the picture, but, in general, I 
don't care too much for them. I have 
the feeling that they are being overused 
in a lot of pictures. People zoom in and 
out for no logical reason, and I think 
this is very distracting. The zoom lens 
can be used once in a while very 
effectively, but I think that in future 
films we will be getting away from so 
much use of the zoom—because it's too 
much of a mechanical device and it 
usually shows up like what it is." 

Continued on following page 

we’re in a position 
to give you 

OVERNIGHT 
PROCESSING 
& PRINTING 
PSI is located in the center of the 

nation and has access to over 700 

flights daily to all parts of the U.S. 

and Mexico. We can process your 

original and make a color workprint 

overnight. 

• 24 HOUR OPERATION 
• PROCESSING 16MM 

ECO EF MS B&W NEG & POS 
• EASTMAN COLOR 

INTERNEG & POS PRINTS 
• 1 DAY SERVICE ON 

KODACHROME ANSWER 
PRINTS 

• NO EXTRA CHARGE 
FOR FAST SERVICE 

• COMPLETE FACILITIES FOR 
SOUND RECORDING 
SOUND MIXING 
MUSIC SCORING 

• COMPUTERIZED PRINTING 
• ADDITIVE SCENE TO SCENE 

COLOR CORRECTION 
• VARIABLE LENGTH 

FADES & DISSOLVES 
NO EXTRA CHARGE 

• ULTRASONIC FILM CLEANING 
NO EXTRA CHARGE 

• RCA ROYALTY FREE 
OPTICAL SOUND TRANSFERS 

• 35MM FILM STRIPS & 
SLIDE DUPES 

FILM LABORATORY 
A division of Lane Industries Inc. 

(214) 631-5670 
3011 Midas Dallas. Texas 75247 

,.v Vi .if..; 
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WESTHE I IVI Company 

Joseph ff'estheimer, A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

n 
35mm COLOR FILM 

EASTMAN MOTION PICTURE FILMS 
NEW ROLLS OF 35 & 16mm 

Current emulsions only 

35mm B&W, Px, Dx, 4x 3.5tf 
16mm EKTA Color 5.25tf 
16mm B&W Neg & Reversal 2.50ip 

ENDS 
35mm 5254 100’ to 900’ from 6 
16mm EKTA Color 100’-350’ 4.5<t 
35mm 5385 150’-600’ ltf 

Write for complete brochure 

STUDIO FILM EXCHANGE 
11555 Ventura Blvd. Studio City, Ca 91604 

(213) 985-3303 

• 4 Times Normal Angle of View • Lowest Priced 
• 16 Times Normal Area Coverage • No Focusing Required! 

Covers the extreme angle of 90 degrees, four times more than a 
normal lens! Covers full 16mm frame without vignetting. Avail¬ 
able in 16mm "C" or Bolex 
RX fixed focus mounts. ONLY 

/ui viyuei uny. MVdll 

$349.50 
A $600.00 Value 

Precision Cine/Optics 
10661 Burbank Blvd., North Hollywood, Cal. 91601 • (213)766 3715 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
35 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOGRAPHICS 
P. O. Box 25007, Portland, Oregon 97225 ■ 503-292-5569 

No Stranger to TODD-AO 

In relation to the 70mm TODD-AO 
format used to photograph "HELLO, 
DOLLY!", Stradling considers that he 
has, in a sense, come full circle—because 
he was one of the first cameramen to 
experiment with the equipment when it 
was first developed. He spent ten weeks 
in Europe with Mike Todd shooting 
tests in the then-new format before it 
was ever used on a feature production. 

"At the time the TODD-AO system 
used a lens called the 'bug-eye', with 
which you could practically see around 
corners," he recalls, "but that lens was 
done away with because there was just 
too much distortion. Now the TODD- 
AO people have lenses that compare 
favorably with the very best anywhere. I 
was very delighted that I had such good 
lenses to use in shooting this picture." 

The huge scope of the sets and 
action in "DOLLY" often called for the 
use of a wide-angle lens. Having run 
tests on all of the lenses in advance, he 
discovered that the 35mm had a bit of 
distortion, so he used the 40mm when a 
wide-angle was called for. However, the 
bulk of the footage was shot using the 
50mm, 75mm and 100mm focal 
lengths. 

In order to keep pace with Michael 
Kidd's free-swinging choreography, de¬ 
signed with wide patterns to match the 
scope of the film version, a great deal of 
camera movement was necessarily called 
for, much of it employing giant camera 
cranes. However, it is so skillfully exe¬ 
cuted as to be quite unobtrusive. 

"Sometimes on the stage you have a 
very difficult series of movements with¬ 
in a shot, where the camera goes here, 
there, up and down—and it seems very 
complicated during the shooting," 
Stradling comments, "but then, when 
you see it on the screen, it doesn't look 
complicated at all. That simply means 
that it has been very well executed by 
the camera operator, who plays a very 
key role in getting the movements and 
compositions to look well. I'd like to 
give special praise and credit to the crew 
that worked so conscientiously with me 
on 'HELLO, DOLLY!'—my operator, 
Richard Johnson; my assistant, Elmer 
Faubion and also my key grip, Richard 
Boland. 

"After all—as the old saying goes— 
you're only as good as your crew." ■ 

Processing, editing, 
animation, titling, sound, 
for 8,16, and 35mm b/w 
or color. Super 8 printing 
and cartridginjj Dailies 
in Florida and Bahamas. 
65 N.W Third Street, 
Miami, Florida 33128 
Call collect: (305) 377-2611 

Herron’s 42 years of experience have cre¬ 
ated another first in the field of photog¬ 
raphy. The first eight-pointed star burst 
effect, made commercially available, for still 
or motion pictures. 

Now you can create dreamlike or startling 
star burst effects in your own studio, with 
much lower light level than present tech¬ 
niques ... Durable, high quality, optical flat 
glass. Sold in sets of 3 different sparkle 
effects (2x, 3x, 4x) or individually. Sizes 
from IV2" to 6”. Priced from $20.00. Write 
today for technical data, or the name of 
your nearest dealer. 

HERRON OPTICAL COMPANY H 

V 
A Division of Bausch & Lomb 

2035 E. 223rd St., Long Beach, Ca. 90810 
Phone: (213) 830-5404 J 

H^NAGRA IV 
W/ RECORDERS 
J/ IN STOCK Vl 
y America’s Midwest distributor Y 
/ of professional recording, mo- \ 

tion picture, audio-video and 
broadcasting studio equipment. 

(AUDIO DISTRIBUTORS, INC.; 
\ 2342 S. Division Ave. / 
L\ Grand Rapids, Michigan 49507 /k 

(616) 452-1596 /A 

WE BUY, SELL, y^A 

TRADE y^^A 

The World’s Best 
Dichroic Daylight 
Conversion Filters 

ALL SIZES 

BOSTON RESEARCH CORP. 
77 Summer St. (617) 542-1944 

Boston, Mass. 02110 
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BUY - SELL - SWAP HERE 
STUDIO PRODUCTION EQUIPMENT STUDIO PRODUCTION EQUIPMENT SERVICES AVAILABLE 

SYNC BEEP—1/4 inch tape prerecorded with 
high-level 1000 eye. tone, backed with special 
pressure-sensitive adhesive for quickly affixing 
visual and audible sync indication on any 
magnetic film or tape. Industry-wide accept¬ 
ance. Send $2.50 cash, check or money order 
for postpaid packet containing 20 strips total¬ 
ling 100 35mm frames. (NEW ADDRESS) 
D. P. UPTON COMPANY, P. O. Box 5052 
Tucson, Arizona 85703. 

PROFESSIONAL CINE PRODUCTS sells 
all types of CONVERSIONS. 

STELLAVOX pilotone recorder, complete 
$495; 1200 ft Mauer mags., $475 ea; Canon 
scoopic demonstrator $795; Folding shoulder 
pods, new $49.50. PROFESSIONAL CINE 
PRODUCTS, 2959 Ladybird Lane, Dallas, 
Texas 75220. 

400' 16mm B&H Mags. $95.00. MOTORS for 
B&H Filmo or Eyemo; 12VDC $50, with 
transformer for 120VAC $60, prepaid. 
PHOTOMART, 228 S. Franklin, Tampa, Fla. 
33602. 

AR RIFLEX—M16mm, Angenieux 12-120 
zoom lens, governor-controlled motor, TV- 
field finder, 8-15 volt box battery, 2 maga¬ 
zines., fitted case. Also Pan Cinor 25-100 
f/3.4 zoom lens Y and C mount. WILLARD 
PRODUCTIONS, 1842 Briarwood Rd., N.E., 
Atlanta, Ga. 30329. 404/634-2433. 

AR RIF LEX 35mm, 3 lenses, 3-200' maga¬ 
zines and case. $1050.00. Arriflex tripod, 
35mm synchronizer. 1153 Queens PI., Kansas 
City, Mo. 64131. 

BOLEX H-16 Rex-5 400'—Complete—all com¬ 
ponents, two additional magazines, Vario 
Switar 860E lens. Matte Box, Aluminum case, 
several extras. Cost over $2,800.00. To settle 
estate $1,700.00. New guarantee—C. MAX¬ 
WELL ASSOCIATES, LTD., P.O. Box 577, 
Kenosha, Wise. 53141 

BOLEX S 321—Optical/Magnetic Sound Pro¬ 
jector Complete, Brand New—Cost $1,400.00. 
To settle estate $900.00. C. MAXWELL 
ASSOCIATES, P.O. Box 577, Kenosha, Wise. 
53141. 

HERCULES—Industrial Tripod with Dolly 
and Panhead. New—Cost $525.00. To settle 
estate $350.00. C. MAXWELL ASSOCIATES, 
LTD. P.O. Box 577, Kenosha, Wise. 53141. 

NEW ANGENIEUX Zoom F 2.2, 17-68mm 
with viewfinder $400.00. SPORTS FILM 
CENTER, Box 14504, Gainesville, Fla. 
32601. 

AURICON "PRO-600"—2 mags—2 doors— 
Has best of everything including NR amp. 
Absolutely like new. Magnasync X400. Other 
misc. equip. FOSTER, 5475 Woodhaven Dr., 
Cinti, O. 45211. 513-922-4813. 

16mm MAGNETIC Sound camera—transis¬ 
torized—Mitchell type magazines (one fur¬ 
nished )-$750.00. WRITE: P.O. Box 671, 
Wisconsin Rapids, Wis. 

BELL & HOWELL 16mm Time Lapse Camera 
Model 200 PA. Takes 50 ft. magazine (C 
mount) 28V DC. Ideally suited for stop- 
motion for time study photography. Original 
cost $450.00. Sale price $225.00. ALAN 
GORDON ENTERPRISES, 1430 N. Cahuen- 
ga Blvd., Hollywood, Ca. 90028, (213) 
466-3561. 

PROFESSIONAL CINE PRODUCTS builds a 
14-oz. combination optical magnetic amplifer 
for Cine Voice. 

Free from PROFESSIONAL CINE PRO¬ 
DUCTS 1 set ZOOM-SEE RINGS 1 sunshade 
and 1 series 9 glass filter with every 12 to 120 
zoom we sell. 

WANTED 

WANTED: 16mm Skinner Optical Film Re¬ 
corder. Send details to AMERICAN CINE¬ 
MATOGRAPHER Box 1702. 

NAGRA MIXER BM. DENNIS MARTIN, 
Box 1511, Raleigh, N.C. 27602. 

WANTED any optical printers, animation 
stands, and accessory equipment. Any age 
considered. All details in first instance to G. 
NESBITT, 25 Centre Heights, London, N.W. 
3. England. 

POSITIONS WANTED 

CINEMATOGRAPHER Newsreel, 12 years' 
experience, middle aged, Canadian citizen 
from India, self-starter; work appreciated by 
clients in States, Canada, England. Hungry to 
learn more to serve better. Seeking employ¬ 
ment in any field of cinematography in states. 
Will relocate. Contact: Batra, 4450 Gatineau, 
Chomedey, Quebec, (514) 681-9852. 

MISCELLANEOUS 

16MM USED FEATURES & SHORTS. BUY, 
SELL, TRADE LOWEST PRICES. FREE 
CATALOG. WALBERG FILMS, P.O. BOX 
352, SHAWNEE MISSION, KANSAS 66202. 

FREE—news tabloid. Write FILM JOURNAL 
ADVERTISER, 391 Hoboken Ave., Jersey 
City, N.J. 07306. 

PROFESSIONAL CINE PRODUCTS HAS 
MOVED TO 2959 LADYBIRD LANE, 
DALLAS, TEXAS 75220. AC 214 FL7-3045. 

BUSINESS OPPORTUNITY-Est. Theatre 
screen adv. business, ideal for comb. M.P. 
Producer/salesman. Box 172, East Detroit, 
Mich. 48021 

16mm PHOTOGRAPHY, sound. Mathewson, 
9551 James Circle, Villa Park, Calif. 637-5910 

PROFESSIONAL CINE PRODUCTS repairs 
all types of CONVERSIONS. 

OUR SPECIALTY—editing, titling of travel 
and documentary movies. Fades, dissolves, 
animated inserts, maps, to "professionalize" 
your motion picture. ALEC TAYLOR, 6455 
Westmoor, Birmingham, Mich. 48010 

PROFESSIONAL CINE PRODUCTS gives 48 
hours service on FILMO & AURICON 
FILTER SLOTS. Also quick service on Auri- 
con and filmo repairs. 

POSITIONS AVAILABLE 

A large motion picture company in the 
midwest is interested in not acquiring just any 
cameraman. He must have at least 7 years 
experience in motion pictures. He must know 
studio lighting. He must be interested in all 
kinds of motion picture photography, i.e. TV, 
Industrials, documentaries, training films, 
etc., and he must want to live in St. Louis, 
Missouri. Good starting salary and outstand¬ 
ing fringe benefits. Write: COMMUNICO, 
11735 Administration Drive, St. Louis Coun¬ 
ty, Missouri 63141. Attn. Ralph Pasek. 

400- and 
1200-foot 

Conversions 

FINEST 
conver¬ 
sion on 
the mar¬ 
ket today. 
Convert 
your 
Cine- 
Voice or 
Pro 200 
to a fine 
camera 
that will 
handle 
4 0 0 or 
1200 ft. 
of film 
with per¬ 
fect jam- 
free, 
w o w - f ree 
operation. Including Veeder-Root footage 
counter, filter slot and holders, Super 
Quiet Sync Motor and COMPLETE refin¬ 
ishing. 

Quick Service . . . Finest 
Workmanship . . . Mitchell or 
Bell & Howell Maga¬ 
zines.. .2 Day Serv¬ 
ice... Filmo Repairs — Film 
Filter Slots . . . Finest Quali¬ 
ty .. . Write for Pictures and 
Complete Details. 

PROFESSIONAL CINE PRODUCTS 
(GORDON YODER) AC #214 FL 7-3045 

2959 Ladybird Lane 
Dallas, Texas 75220 

RATES: Ads set in lightface type, 30r per word. Minimum ad, $3.00. Text set in 
lightface capital letters (except 1st word and advertiser’s name) 50r per word. 
Modified display format (text set in boldface type, capitals or upper-and-lower 

case) $3.00 per line. Send copy with remittance to cover payment to Editorial 
Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
close 1st of month preceding date of issue. 
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BUSINESS FILM 
HEADACHES 

m F I L M SERVICING 
M COMPLETE TV FILM EXPEDITING 

M MOTION PICTUKt SERVICING 
 8mm CARTRIDGING  

FILM STRIPS CUT CANNED PACKAGED. 

VACUUMATE FILM PROTECTIVE TREATMENT 

LASTING PROTECTION Against 

OIL - WATER-WEAR- CLIMATE 
SCRATCHES- FINGER MARKS 

NO-EN GIVES TROUBLE-FREE 
PROJECTION TO LOOP AND 
CARTRIDGE LOADED FILMS NO-EN 
INSURES SMOOTH UNINTERRUPTED 
SHOWINGS AND EXTENDS THE LIFE 
OF THE PRINTS. 

For information, write or call 

VACUUMATE CORPORATION 
427 WEST 42nd ST., NEW YORK, N.Y. 

NO-EN ALSO AVAILABLE AT 
FILMLINE PRODUCTION ASSOCIATES, INC. 
1467 Tamarind Ave., Hollywood, Cal. 

CINE-LABS, INC. 
970 Beaumont, Montreal, Que, Canada 
FILM HOUSE LTD. 
22 Front St. W., Toronto, Canada 
AV CORPORATION 
2518 North Blvd.. Houston. Texas 

CALVIN PRODUCTIONS INC. 

1125 Truman Rd., Kansas City, Mo. 

GEORGE W. CULBURN FILM LABS. 
164 No Wacker Drive, Chicago, III. 

XICOM, INC. 

RFD 1, Sterling Forest, Tuxedo, New York 

super 8 city, inc 

201 North Washington St , Alexandria. Va 

USED EQUIPMENT 
Angenieux 25-250 Zoom $1,600 
16mm Magnasync Recorder $1,100 
Arriflex II B, w/28-50-75 mm $1,000 
Auricon 1 200 $3,000 

ABC CAMERA CORP. 
356 W. 44th St. (212) JU2-1441 
New York, NY 10036 

PROFESSIONAL 
LAMINATED SOUND STRIPING 

SINCE 1MC 

THE 16mm 
Super 8mm 
& reg. 8mm 
$.03 per ft 

“Tbe Best hi the World” — 380 Ft Minimum order 
736% SO. ATLANTIC BLVD. 

LOS AN8ELES, CALIFORNIA 80022 
Fast Service — Free Brochure 

MOTION PICTURE LABORATORIES. 
INC. 781 S.Main St., Memphis, Tenn. 38106 

IN FLORIDA IT’S 

WARREN SOUND STUDIOS' 
Complete sound production facilities 

■ Mixing ■ Dubbing ■ Transfer ■ Interlock Screen¬ 
ing Facilities ■ 16 or 35 mm ■ Editing ■ Loc. 
Sound Trucks ■ Westrex, Nagra & RCA Equipment 

35 NE 62nd St. • Miami, Florida 33138 
Telephone: (305) 754-9539 

INDEX TO ADVERTISERS • 

ABC Camera  ... 181 Harrison Camera   177 
Aerco   . . . 177 Herron Optical    178 
American Cinematographer Manual . 155 Hervic Corp   160 
Howard A. Anderson . . . 172 Hills Mfg Co   158 
Angeneux Corp  . . . 173 O. H. Hirt Inc   171 
Arriflex Corp   Hollywood Valley Film Lab . .  169 

114, lib, 128, 129, 141 Jamieson Film Co   168 
Asian Films  ... 171 Kem Corp   171 
Audio Dist  ... 171 1 ndustrial Colorfilm    177 
Averbeck-Warren .... ... 176 Lowel-Light    174 
Bach-Auricon   Magnasync/Moviola   167 
Berkey-Colortran . . . ... 95 Magnatech  . 137,152 
Birns & Sawyer  ... 98 Mako Products    167 
Boston Research .... ... 171 Ray Mercer  . 156,169 
Brooks Cameras .... . . . 127 Metal Master   174 
Byron, Inc  
Camera Mart  

Micro Record Corp   177 
136, 165,168 Modern Bookstore    125 

Camera Service Center ... 94 Mole Richardson   152 
Canon USA  . . . 126 Motion Picture Camera   151 
Ernesto Caparros .... . . . 172 Motion Picture Labs   181 
Century Precision Optics . . . . . 178 Photo Mart   181 
Channel 8 Color .... . . . 168 Photo Processors   171 
Cinema Beaulieu .... . . . 105 Plastic Reel   110 
Cinema Engineering . . . . 175 Precision Labs   164 
Cine Magnetics   . . . 153 Producers Service    177 
Cinema Products Dev. . . . 101 Professional Cinematographer .  157 
Cinequip   . . . 149 Quebec Film Labs   181 
Cineservice, Inc  ... 176 Quality Sound Inc   169 
Cine 60  . . . 134 Rank Precision Ind   155 
Cinevision  . . . 160 Don Record    150 
Cine Tech   ... 161 Reela Films   169 
Colburn Labs   . . . 159 Rosco Labs   107 
Columbia College . . . ... 181 Charles Ross   109 
Custom Photographies ... 178 Ryder Sound Services   176 
CUT!  . . . 177 Samuelson   108 
DeWolfe   ... 174 SOS  . 132,156 
Victor Duncan, Inc . . 113, 175 Slide Strip Lab .     171 
Eclair Corp  111, 134, 144,145 Smith-Victor   176 
Ehrenreich POI  . . . 163 Stevens Engineering    174 
Electro-Chemical Corp . . . 169 Studio Film Exchange   178 
F&B/Ceco  ... 100 Tallmantz Aviation   169 
Farkas Film Co  . . . 169 Teknifilm Inc   174 
Filmeffects  . . . 177 Title House   174 
Filmline Corp  . . . 161 Treise Eng  . . 102-103 
FR Corp  . . . 102 Uhler Cine Machine   174 
Frezzolini   ... 181 Vacuumate Corp   181 
Jack A. Frost   . . . 157 Thomas J. Valentino, Inc   175 
GAF Corp  ... 99 The Vitatone Co   181 
General Camera Corp ... 96 Warren Sound   181 
Alan Fordon Ent. . . . 148, 159,161 John Weber 1 nc   176 
Henry Grossman .... ... 171 Western Cine   177 
Glen Glenn Sound . . . . . . 158 Westheimer Co  

Zyco Mfg. Co  
 176 
 172 

MGM 
LABORATORIES, INC. 

Excelling in 35mm to 70mm, 
65mm to 35mm "wet gate" printing 
■ Sound striping ■ Optical effects 

■ Titles 
10202 West Washington Boulevard 

Culver City, California 90230 
Telephone: (213) 836-3000 

SHOOT 
SOUND ANYWHERE 

'with portable 115 volt AC power:' 
9 RUBYIITEP°CER * 
' FOR AURICON CAMERAS $269.50 ’ 

with life-time nickel-cad battery ' 
and charger. 

FILTER SLOT Filmo or Auricon, quick i 
. service. Also Rubylite Microphone . 
^ Mixer. Mixes 4 low-z mikes into Auricon “ 
_ or any pro tape or film recorder. _ 
Rt Write for Full Information H 

m. PHOTOMART 
228 So. Franklin Street 
Tampa, Florida, 33602 

J 

E COLUMBIA 1 1 COLLEGE A 
i COLUMBIA 1 1 COLLEGE 1 

Approved for Veterans 

A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin¬ 
guished faculty. 

Now Registering. Write for a descrip¬ 
tive brochure. 

COLUMBIA COLLEGE 
2328 West Seventh Street 

Los Angeles, Calif., 90057 
DUnkirk 8-0551 
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Model 100DX 
The Newest Heavy-Duty 
Standard. Runs them all! 

Model 1000DX ’ 
The Lightweight Standard. 
Runs all 400 ft. conversions, 

Frezzolini rechargeable power packs are self-contained, 
ready for use. All feature 50/60 cycles operation. Crystal 
control available for double-system sound. See your quality 
dealer for demonstration or call us, or write, for details. 

Frezzolini Electronics Inc.^. 
PHONE: (201) 427-1160 # 

,4 General Research Laboratories 
^^7 Valley St., Hawthorne, N. J. 07506 

DIVISION OF 

Map Copyright Rand McNally & Company. 



65 K Street, Northeast, Washington, D.C. 20002 • 202/783-2700 

World’s Most Sophisticated Film Laboratory 

* 

* 

* 


