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Vicon...the 
ultra-silent 

zoom drive 

Master Charge Honored 

A zoom drive should be seen, 
not heard. You can’t hear Vicon’s 
unless you use a stethoscope. 
Even then your own heart may 
beat louder. Important for sound 
stage shooting where silence is 
critical. Just as important, Vicon’s 
advanced engineering gives you 
a zoom drive that works smoothly 
even at low speeds. If you have 
an Angenieux zoom lens, 12mm- 
120mm or 25mm-250mm, or an 
Arriflex 16BL, we have a Vicon 
Ultra Silent Servo or DC Zoom 
Drive for you. For information 
call or write Dept. 

Manufactured by 
Vicon Industries, Inc. 

Distributed by 
F & B/CECO, INC. Division of F & B/CECO Industries Inc. 

315 West 43rd St., New York, N.Y. 10036 (212) JU 6-1420 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 (213) 469-3601 
51 East 10th Avenue, Hialeah, Florida 33010 (305) 888-4604 
2215 M. St., N.W., Washington, D.C. 20037 (202) 659-9600 
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Studio in a Case 
by Colortran 

“Quartz” lights in 

compact kits for 

your lighting needs. 

Stands, power 

distribution and 

accessories included. 

Tested and proved in 

fast-moving location 

setups around the 

world. Dependability, 

portability and 

performance guaranteed. 

Write for detailed 

literature. 

Berkey-Colortran, Inc. 
1015 Chestnut Street 

Burbank, Calif. 91502 

(213) 843-1200 

A DIVISION OF ] 

Berkey 
Photo Inc. 
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"Ok, quiet down. 
Hit the lights. 
Slate in. 
Camera. 
Camera... 
What the hell’s 
wrong now?” 

Who knows? 
A gear? A cable? A little 

gizmo in the motor? 
You’ve got to learn to live 
with things like that when 
you rent equipment. Or 
do you? 

We’re in the camera 
rental business and we’ve 
been at it for about five 
years now. We learned a 
good lesson when we 
opened our doors and 
we’re not about to forget it. 
It’s simply this: give a 
customer just one piece of 
apparatus that isn’t letter 
perfect, just once in a 
hundred rentals, and he’ll 
forget every good thing 

you’ve ever done for him. 
And do you know what? 
He’s right. 

That’s why we check 
every single piece of 
equipment when it comes 
in off a job. And then 
re-check it before it goes 
out again. If there’re 97 
pieces in your order, you 
can be damn sure you’ll 
receive 97 pieces on 

your set. If there’s a 0.95 
lens or a high speed 
Milliken on your list, we 
don’t have to scour the 
town looking for one. It’s 
in our inventory. 

It’s the only way we 
know how to do business 
and we don’t ever expect 
to change. 

We don’t want anyone 
asking us “what the 

hell’s wrong now?” 
GENERAL CAMERA 
CORPORATION 

321 West 44th Street 
New York, N.Y. 10032 
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The Making of "OMEGA" 
A UCLA graduate Cinema student, working alone, fashions a 12-minute, 16mm color and 

sound film replete with highly sophisticated special effects created on an optical printer, and 

fills the screen with spectacular "cosmic” images. 

Barbara Prevedel 
accounting 419 The 42nd Annual Academy Awards Presentation 

Hollywood defies the crepe-hangers by staging the most exciting Awards show to date. 
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The classic golden statuette awarded by their peers is still the highest accolade to motion 
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"BUTCH CASSIDY AND THE SUNDANCE KID" 
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440 How to Build Your Own Low-cost Double-system Sync Generator 
For film-makers on a shoestring budget: a painless way to convert your %-inch tape recorder for 
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446 The "Erector Set" Camera 
A modification of the Canon Scoopic-16 camera that greatly extends its film-load capacity and 

equips it for double-system sound filming-while keeping the basic camera intact. 

Harold Rosson 

Walter Strenge 

Editorial-Business Offices 

448 Filming a Documentary to "Sell" a California City 
A two-man crew, using basic equipment and lots of ingenuity, films a picture to spur interest in 

West Coast "fun city”. 

1782 North Orange Drive 

Hollywood, Calif. 90028 

876-5080 

Advertising Representative 

456 A Slating Method for Crystal-controlled Wireless Sync Systems 
A functional way of identifying picture and track, while severing the "umbilical cord” between 

camera and recorder. 
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485 Fifth Avenue 
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ON THE COVER: Repeat motif abstracted from the basic lines of "Oscar", the famed 
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Here is the new Beau 

Variable-speed 
electronic zoom 

Point-blank-range 
macrocinematography 
New! Beaulieu’s power focusing lets 
you take sharp pictures up to 1/25” 
(1 millimeter) from the subject 
without accessories. Frame and focus 
(without moving the camera) 
either with the zoom or macro 
control. Fill the entire 
frame with a field measuring 
just over 3/4” x 1/2". 

Reflex viewing 
on a giant 
focusing screen 

New! You’ll see the actual 
image you will be filming 
through the giant viewfinder... 
enlarged to cover your entire 
field of vision. 
Spot every tiniest detail thanks 
to the brilliant virtual image 
in Beaulieu’s reflex viewfinder. 

70 filming 
speeds 
New! Step up your filming 
speed to 70 fps 
(for slow-slow motion effects) 
or down to 2 fps 
(for filming a static subject 
under very poor light conditions). 
Change filming speeds 
from one extreme to the other 
or anywhere in between... 
while you are filming. 

New! Vary the duration of 
your zoom shots anywhere from 
2-12 seconds...with an 8 : 
1 ratio between maximum and 
minimum focal lengths. You will 
enjoy perfectly smooth action 
from 8 mm wide-angle to 64 mm 
telephoto with the mere touch 
of a button. And you can stop just 
where you want to with 
Beaulieu’s inertia-free zoom system. 

In | | 1§| 

...and what other 
“plus” features? 

The new Beaulieu 4008ZM features the “Reglomatic” system 
with a micromotor which transmits exposure data from the 

photocell to the iris diaphragm of the zoom lens. 
The diaphragm setting ring adjusts automatically to the 
slightest change in light intensity and unfailingly selects 

the ideal aperture. Beaulieu’s automatic exposure system 
can be disconnected and for special effects you can 

manually select your own aperture. Other Beaulieu “plus” 
features include : longer-lasting nickel-cadmium 

rechargeable battery (shoot 8 to 12 Super-8 50 ft. cartridges 
without recharging)...interchangeable lenses.-.variable shutter 

for fades...remote control socket...single frame filming- 
retractable ground-glass focusing screen...frame counter and 

footage counter. 

And there is much more ....get all the facts on the Beaulieu 4008ZM, 
the Ultimate Super-8 I See a demonstration at your finest camera store or 

write Cinema Beaulieu, 14225 Ventura Boulevard, Sherman Oaks, 
California 91403. We will send you a handsome full color 16-page 

brochure on the new Beaulieu 4008ZM. 

CINEMA 
A DIVISION OF 

Hexud/eu. 
HERVIC CORPORATION ♦ 





There’s nothing new about 
a film lab. 

Nothing fancy. 
Nothing spectacular. 

Nothing dramatic. 
Nothing glamorous. 

It’s just the place with the respon¬ 
sibility of printing and processing every¬ 
thing you’ve struggled to capture on film. 

You want perfect prints. Usually in 
quantity. Always on a rigid schedule. 

And no lab understands this better 
than Cine Magnetics. 

It’s why we’ve invested so heavily 
in modern equipment, like our new high¬ 
speed Optronics Mark X Quad Printer 
and our new Filmline black-and-white 
processor. 

It’s why we’ve created new facilities 
and enlarged old ones. 

And it’s why we’ve accepted only 
the most experienced people. 

Today, we have a complete 8mm, 
Super 8mm and i6mm center for motion 
picture duplication and preprint services. 

(The man to call: Ed Schuller, 
General Manager. He’ll be glad to discuss 
your print needs, arrange a tour of the lab, 
or send one of our salesmen to see you.) 

We print. We process. We load car¬ 
tridges; Kodak, Technicolor, Fairchild, 
Jay ark, Bohn-Benton and others. 

Not terribly exciting. 
But incredibly professional. 

Cine Magnetics Film Laboratory 
A DIVISION OF CINE MAGNETICS, INC. 

520 North Barry Avenue, Mamaroneck, N.Y. 10543 (914) 698-3434 
New York Receiving Center: 202 East 44th St. (212) 682-2780 
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Fifty years is a long time to enjoy the reputation of being a prime source for supplying 
the very finest in lighting equipment. We take this opportunity to thank our many 
customer-friends in the motion picture and television industries for making the last five 
decades possible. 

The oldest firm of its kind in the East, Charles Ross has been fulfilling the lighting 
requirements of thousands of the country’s foremost producers. And the list keeps 
growing. We must be doing something bright. 

THE EAST’S ONLY SPECIALIST - LIGHTING, GRIP EQUIPMENT, PROPS, GENERATORS 

RENTALS / SALES / SERVICE Sole distributor of Mole-Richardson Company Products in Greater New York 

INC 333 WEST 52nd STREET, NEW YORK, N. Y. 10019, Area 212, Circle 6-5470 

fflOTfflffilffllfflD 
If & mm am 
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16’s precise pin-registration*assures 

PRINTING ACCURACY 
Arriflex 16mm film transports provide the critical registration es¬ 
sential for the most sophisticated opticals... and each camera comes 
to you with the proof! 

The test film that accompanies each new 16mm Arriflex shows why these cameras 
are so successful in shooting master footage for optical effects. Multiple-image, 
split-screen, 16 to 35 blow-ups and other complex effects are as important in 
16mm production today as in larger-format production—and absolute registra¬ 
tion of the camera original is a pre-requisite if opticals of superb quality are to 
be made later in the laboratory. That such techniques can be produced without 
compromise in 16mm will be proven when you project the Arriflex test film. 

The test film was made in two exposures, with the test grid offset before the 
second pass. Had registration been anything less than perfect, you'd see it 
immediately on the screen as movement of the grid lines in relation to one 
another. But there is no such movement—you see the illusion of a single ex¬ 
posure—because of the unfailing constancy of each frame’s registration. 

The reason for such consistently steady footage is not only because of a true 
registration pin film movement but also due to the design and construction of 
the mechanism as a whole. It features many unique concepts for absolute film 
stability, followed through with the most durable materials. Its quiet, vibration¬ 
less precision prevails at all running speeds, forward and reverse, over millions 
of feet of film. Its ability to withstand shock and environmental extremes has 
been proven countless times over, since its introduction nearly twenty years ago. 

Picture quality is the essence of any film, of course; whether or not a production 
involves opticals, registration and sharpness are among the elements producers 
and cameramen stake their reputations on. This offers one explanation why there 
are more Arriflexes in use throughout the world than any other professional 
camera. For the complete story, write for brochures. 

*THE SOURCE OF ARRIFLEX’S 
OPTICAL PRINTING ACCURACY 

Pin mov.ement locks each frame into position for 
exposure; long film channel with spring-loaded 
side pressure rail produces absolute lateral sta¬ 
bility. Solid cast, hardened double cam mecha¬ 
nism resists wear, sustains vertical registration 

ARRIFLEX 16S/B ARRIFLEX 16M/B ARRIFLEX 16BL 

accuracy over millions of feet of film. Rear pres¬ 
sure plate (removed in this illustration to show 
registration pin) is an integral part of the move¬ 
ment assuring longitudinal stability (no film 
breathing). mnrniEX 

Woodside, N.Y. 11377 • Burbank, Calif. 91502 CORPORATION OF AMERICA 

I 
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INDUSTRY ACTIVITIES 

TYLER CAMERA MOUNT USED TO 
COVER APOLLO 13 SPLASHDOWN 

The CBS network used a standard 
16mm Tyler Mini-mount with their new 
color TV camera to shoot coverage of 
the Apollo 13 capsule when it splashed 
down in the Pacific after a danger- 
wrought voyage through space. 

Tyler Camera Systems announces the 
addition of a new and valuable acces¬ 
sory to its growing line of specialized 
camera equipment, the REMOTE TEL¬ 
EVISION RECEIVER. 

This system incorporates a small mi¬ 
cro-television camera and space age 
transmitter that attaches to any regular 
or Panavision Mitchell Mk II. By utiliz¬ 
ing a special dual-optical system it picks 
up the same through-the-lens view seen 
by the operator. The picture is trans¬ 
mitted via microwave to a small 
(12"x22''x24") self-powered remote re¬ 
ceiver where it is monitored by the 
Director who is in two-way radio com¬ 
munication with the camera operator. 

The scene can be simultaneously 
taped for repeated viewing. 

For further particulars, write or call: 
Tyler Camera Systems; A division of 

NTT Enterprises Inc.; 6335 Homewood 
Ave., Hollywood, Calif. 90028; (213) 
466-1666 

LARGEST STUDENT FILM FES¬ 
TIVAL ANNOUNCED 

Plans for the largest student film 
festival in history, with the new spon¬ 
sorship of a major American business 
organization, the Jos. Schlitz Brewing 
Co. of Milwaukee, were announced 
today. 

Schlitz is sponsoring the competition 
in co-operation with the American Film 
Institute and the National Student As¬ 
sociation. The contest is aimed at stimu¬ 
lating the creative talent of young film 
makers on the college campuses of the 
country where interest in film is mount¬ 
ing. 

World premiere screenings of prize¬ 
winning films, to be held in New York 
and Los Angeles in September, will 
highlight the festival. 

Robert A. Uihlein, Jr., board chair¬ 
man and president of Schlitz, said the 

brewery would provide five cash prizes 
of $2,500 each, 20 prizes of $500 each, 
and two Fellowships worth $30,000 
each. 

The two Schlitz Fellows will be 
chosen from those entrants in the com¬ 
petition who apply and qualify for 
admission to the AFI's Center For 
Advanced Film Studies in Beverly Hills, 
Calif., and will study for two years at 
the Center. 

"Film is an exciting and expanding 
art which can inform, entertain and 
inspire an already turned-on generation 
of bright and idealistic college stu¬ 
dents," Uihlein said. "Film is the lan¬ 
guage of today. It talks in terms of what 
is happening now—to us—and we at 
Schlitz are delighted to be involved in 
such activity on the college campuses of 
America." 

Judges noted for excellence in their 
fields—critics, film makers, directors, 
producers, technicians, and performers 
—will select the 25 winning films, each 
judge setting his own criteria. 

This year for the first time a major 
film journal will be published for distri¬ 
bution, free of charge, to every student 
attending the festival's premiere screen¬ 
ings and to every student taking a film 
course in a college or university. The 
journal will contain a wide range of 
articles by noted film authorities. 

This year's competition will be the 
fifth annual National Student Film Fes¬ 
tival. Last year it drew 146 entries from 
44 colleges and universities. Due to the 
exploding interest in film on campuses, 
about 300 entries are expected this 
year. 

Following the New York and Los 
Angeles premieres, similar screenings 
will be shown in 30 other major cities 
and campuses. Then the show, consist¬ 
ing of a two hour package of award 
winning films, goes on the college cir¬ 
cuit, to some 500 campuses across the 
country. There, student organizations 
will sponsor screenings. 

Schlitz also plans to show the film 
package to U.S. servicemen, here and 
abroad. 

NSA, the largest and oldest student 
organization in the country, founded 
the film festival in 1965. NSA has 450 
member campuses representing approx¬ 
imately two million students. 

Charles Palmer, Washington, D.C., 

president of the National Student As¬ 
sociation, said, "We welcome and appre¬ 
ciate the participation by a major busi¬ 
ness organization, the Schlitz brewery, 
and by the American Film Institute in 
our student film competition. This sup¬ 
port from business and the AFI will 
result in the largest and finest competi¬ 
tion of this kind ever presented. We 
look forward to an exciting festival." 

National Academic Services, Inc., a 
student marketing group, will organize, 
promote and administer the film festival 
on behalf of NSA. 

The AFI is headed by George 
Stevens, Jr., Los Angeles. AFI was 
founded in 1967 as a nonprofit, nongov¬ 
ernmental organization concerned with 
the motion picture in American life—in 
theaters, homes, libraries, classrooms 
and wherever films are found. 

AFI is considered a major link be¬ 
tween students, independent film 
makers and the motion picture industry. 

Stevens said: "The Center For Ad¬ 
vanced Film Studies was established to 
bridge the gap between programs at 
existing film schools and the profession. 
Several past participants in the National 
Student Film Festival are part of the 
initial group of Fellows at the Center. 
AFI's commitment to student film mak¬ 
ers and the use of film as a tool in 
education is already established. Devel¬ 
oping film makers is expensive, and by 
sponsoring Fellowships at the Center, 
Schlitz has become one of the leaders in 
recognizing the importance of film as 
the art form that reaches all Amer¬ 
icans." 

AFI's aim, Stevens adds, "is to bring 
cinema to its fullest stature in the 
country of its birth; to preserve, stimu¬ 
late, enrich and nurture the art of film 
in America." 

And that is Schlitz's aim, too, 
Uihlein said. 

Schlitz's involvement in film adds to 
its sponsorship of other art forms which 
brought to it three consecutive "Busi¬ 
ness in the Arts" awards from Esquire 
magazine and The Business Committee 
for the Arts—the only firm to be so 
honored that often. 

Schlitz has sponsored New York Phil¬ 
harmonic concerts in New York area 
parks, has been a sponsor of the New¬ 
port Jazz Festival, and has put other 
jazz festivals on tour. ■ 
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tension and constant speed! 
Any laboratory that changes film sizes frequently or plans to 
process multi-perforated film will find the new Treise Pro¬ 
cessors a dream to operate. They feature a revolutionary new 
type of demand-drive that assures uniform controllable tension 
and constant film speed throughout the processor. 

The heart of the Treise SBR-Drive is a unique new film 
roller with a flexible heavy-duty 5-leaf spring insert. The spring 
bearing rollers (SBR) are mounted on a stationary shaft at the 
top of each rack and are free to rotate. An overdrive shaft is 
mounted directly underneath. As film tension increases (or 
decreases), the SBR contact (or pull away from) the drive 
shaft. The result is individual strand control! Due to the un¬ 
usual construction of the Treise spring insert, the distance 
between the rollers and the drive shaft is so small that the 
slightest change in film tension creates a response and thus 
maintains a remarkable degree of equilibrium. 

All SBR are equipped with “soft touch tires” that firmly 
grip the film and smoothly move it along without the slightest 
scratch or abrasion. Treise processors operate smoother, too, 
because they feature heavy-duty gear box drive and torque 
motor take-ups. 

ALLIED FILM LAB modified a 10-year-old processor 
with SBR-Drive ... and now it runs like new! 

Join the many leaders, like Allied Film Lab, Foto-Kem, News Film 
Laboratories, University Microfilm, etc., who are already benefiting 
from this revolutionary “step forward” in processor design. Write to¬ 
day for complete details about our modification program. Modernize 
your processor with Treise SBR-Drive! 

Bill Smith, Allied Film President, 
checks over his SBR-Drive. 

Write for full information about SBR-Drive! 

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

When using SBR-Drive, 
the elevator is kept at a 
fixed position less than 
an inch from the bottom 
of the tank, thus permit¬ 
ting full utilization of 
chemical solutions. SBR- 
Drive comes either in individual lift-out racks or as part of 
a complete unit lifted out by hoist, for quick easy servicing. 

SBR-&rive includes an automatic braking system to stop 
the processor, in the event a film breaks due to some 
error in handling. 

The new Treise SBR-Drive Processors feature stainless 
steel tanks, with hastelloy or titanium components in ferri 
bleach areas. Models are available to accommodate any 
film size from 8mm to 105mm, to handle any kind of pro¬ 
cess, and to operate at speeds from 30 fpm to 250 fpm. 



BIRNS & SAWYER 
?fTopless” Sale Half off! 

ARRI BODY CAPS $ 1.50 $ .75 
ARRI back LENS CAPS 1.50 .75 
MITCHELL 16 HI-HATS 46.00 23.00 
MILLER TOP PLATES, PRO. lr. 19.95 9.98 
1/4" MASKING TAPE 70% off! 
USED MITCHELL HEAVY-DUTY 

TRIPODS 165.00 82.50 
B & S FELT PENS 
(Set of 4) 1.99 1.50 

DISCOUNTS ON ITEMS 
THROUGHOUT THE STORE. 
OTHER SPECIALS AT 20%, 25% 
AND 40% OFF. ALSO MANY 
BARGAINS ON USED 
EQUIPMENT! 

ARRI 35mm MANUAL — Bares camera parts 
for naked information. Sixty-eight important 
pages, 100 “how-to” illustrations listing fac¬ 

tory parts numbers. 
Regular $12.50. With a 
60% discount— 

NOW 
$4.95 

ARRI 35mm HI-HATS — Low, low price for a 
low, low mount. Accepts Arri 35 Friction 
Head for dramatic low shots. Stay below the 

low Regular price of 
$35.00 

NOW 
$17.50 

B & S CINE CALCULATORS, 16mm or 35mm 
—Keep abreast of film per second, filter fac¬ 
tors, aperture scale, camera speeds, etc. 

Buy two, keep two 
abreast. Regular $4.95 

NOW 
$2.47 

* R Restricted to rich audiences only. Please 
bring money. 

LIGHTING SPECIAL: SYLVANIA SYLVAC, 120- 
volt A. C. Line and color temperature regu¬ 
lator; color temperature meter, high-low 

switch, variable con¬ 
trol; stand clamps. 
Regular $64.00. With 
66% discount—brand 
new in boxes, close¬ 
out special 

NOW 
$19.95 

RUBBER EYEPIECE FOR ARRI, 16mm and 
35mm, with FOAM RUBBER CUSHIONS for 
eyepiece. The two together—regular price, 

$5.95. With a 66% 
discount, you can’t top 
the saving here. Give 
some to your friends. 

Both 

NOW 
$2.00 

SHE 
WAS 

SUPPOSED 
TO TURN 
AROUND 

THIS MONTH, 
BUT WE 

COULDN’T 
GET HER TO! 

MEASURABLE 
VALUE 

REGULAR NOW 

ANGENIEUX 10 x 12 GEL HOLDER SETS-for 
Backless Zoom Lenses. Easy slip-on rear gel 
holders in fine spring steel. Five filter hold¬ 

ers, a cutting tem¬ 
plate, and plastic see- 
through case. This is a 
real buy. Regular 

$29.95 

NOW 
$14.97 

There’s no bottom to this topless sale. President 
Nixon cooled the economy and we’re trying to heat 
it up a bit (and save you 50% !). We’re just bust¬ 
ing out with (s) excess inventory. All you mid¬ 
night cowboys, downhill racers and easy riders, 
send in your order today, if not sooner. 

Sale Rated * I 

COPY OF ARRI SHOULDER POD for all cam¬ 
eras—Arri 16, Beaulieu, Bolex and Bell & 
Howell—a real measurable value. Homemade 

# and looks it. Regular 
8 $39.50 

NOW 
$19.75 

B & S INSERT SLATES—Handy 4"x5", use 
erasable grease pencil or felt marker, on 
white opaque plastic. Regular $2.95 

DATE 

// 
UNIT CAMERA' 

SCENE TAKE ROLL 

CAMERAMAN PROD. NO. 

NOW 
$1.47 

BIRNS Su SAWYER, ll\lC. 
1026 NORTH HIGHLAND AVENUE 

HOLLYWOOD, CALIFORNIA 90038 • PHONE (213) 466-8211 

Remember—People expect a 
great deal from BIRNS & SAWYER! 
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EXTENDS SALE! 
ColorTran Lights 40% Off! 
276 Special Purchase Floor Samples and Demos Only—(The 
Famous ColorTran Multi-Beam "1000” and the Focusing 
Fresnel Quartz "Pup”) —Savings you’ve been looking for! 
Money is tight, but loosen the purse before it gets worse! 

The MULTI-BEAM “1000" focuses from spot to flood with 
fingertip ease... A Great Buy! Fills the need for a lightweight, 
compact, varibeam Q.l. light for wide applications in TV, mo¬ 
tion picture and still photography, both on location and in 
studio. Color temperature 3200° Kelvin, optimum intensity 
for full’ rated life of 150 hours. ColorTran list price is $75.00. 
Birns & Sawyer special price of 40% discount, brings it to you 
at $45.00 — a great price from a great company for a great 
product! 

NOW 
ONLY 

$67.50 

The English-made COLORTRAN “PUP" is a compact and 
efficient 1000-watt “quartz" focusing fresnel light. Rugged 
construction provides long-life, continuous duty operation. 
Both stand-mounted and hanging models, with a wide range 
of accessories available. ColorTran list is $112.00. At 40% off 
— a great discount from a great company: the great net is 
only $67.50! 

Hanging model: with adjustable aluminum yoke plus C-clamp for over¬ 
head mounting. 
Barndoors not included in special price. 

Special from Birns & Sawyer 
(The outfit with the great deal!) 

SAMCINE CALCULATORS (from England), 
Regular $4.95 - Now, SPECIAL BIRNS & 
SAWYER PRICE, $2.50 (16mm or 35mm). 
HURRY WHILE THEY LAST! 

NOW 
ONLY 
$45. 00 

BIRNS & SAWYER, INC. 
1026 NORTH HIGHLAND AVENUE 

HOLLYWOOD, CALIFORNIA 90038 • PHONE (213) 466-8211 

Remember—People expect a 
great deal from BIRNS & SAWYER! 
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The Money-Makers 
FILMLINE’S professional color film processors 

for motion picture laboratories. 
The Filmline Models FE-30 and FE-50 are fast, foolproof, troublefree and long-lasting. They turn out con¬ 
sistently superior work. The design is backed by Filmline's reputation as the world’s leading manufacturer 
of film processors for the motion picture laboratory industry. 

Now enjoy the benefits of professional equipment incorporating exclusive Filmline features that have paced 
the state-of-the-art in commercial, industrial and defense installations at a cost lower than processors 
offering less. 

Check the exclusive Filmline features below: 

MODEL FE-50: 
16 mm Color Processor 

U* Ektachrome Film. Speed 
50FPM $22,500 

MODEL FE-30: 
16mm Color Processor for 
Ektachrome film. Speed 30 
FPM. $16,400 

• "FILMIINE OVERDRIVE FILM TRANSPORT SYSTEM” 
This marvel of engineering completely eliminates 
film breakage, pulled perforations, scratches and 
operator error. The film can be deliberately 
stalled in the machine without film breakage or 
significant change of film footage in solutions. 
The heart of any film processor is the drive 
system. No other film drive system such as 
sprocket drive, bottom drive or simple clutch 
drives with floating lower assemblies can give 
you the performance capability of the unique 
Filmline Overdrive Film Transport System. 

• “TORQUE MOTOR TAKE-UP” gives you constant film 
take-up and does not impose any stress or strain 
on the film itself. Completely independent of the 
film transport system. This FILMLINE feature is 
usually found in professional commercial pro¬ 
cessors but is incorporated on the FE-30 and 

FE-50 models as standard equipment. Don’t 
settle for less! 

• “TEMP-GUARD” positive temperature control sys¬ 
tem. Completely transistorized circuitry insures 
temperature control to well within processing 
tolerances. Temp-Guard controls temperatures ac¬ 
curately and without the problems of other 
systems of lesser sophistication. 

•"TURBO-FLOW” impingement dryer. Shortens dry- 
to-dry time, improves film results, and carefully 
controls humidity content of your valuable (and 
sometimes rare) originals. Immediate projection 
capability is assured because the film dries flat 
without the usual curl associated with other 
film processors. 

“ZERO DOWN TIME” The reputation of any film 
processor is only as good as its reliability. The 

combination of the exclusive and special added 
Filmline features guarantees trouble-free opera¬ 
tion with absolute minimum down-time and with¬ 
out continual operator adjustments. Recapture 
your original investment in 2 years on mainten¬ 
ance savings alone. Filmline’s “Push the button 
and walk-away processing” allows inexperienced 
operators to turn out highest quality film. 

•“MATERIALS, CONSTRUCTION AND DESIGN” All 
Filmline machines are constructed entirely of 
metal and tanks are type 316 stainless steel, 
heliarc welded to government specifications. The 
finest components available are used and rigid 
quality control standards are maintained. 
Compare Filmline features to other processors 
costing more money. Feature-by-feature, a careful 
evaluation will convince you that Filmline offers 
you more for your investment. 

Additional Features included in price of machine (Not as extras). 
Magazine load, daylight operation ■ Feed-in time delay elevator (completely accessible) ■ Take-up time delay 
elevator (completely accessible) ■ Red brass bleach tank, shafts, etc. Prehardener solution filter ■ Precision 
Filmline Venturi air squeegee prior to drybox entry ■ Air vent on prehardener ■ Solid state variable speed D.C. 
drive main motor ■ Bottom drains and valves on all tanks ■ Extended development time up to two additional 
camera stops at 50 FPM ■ Pump recirculation of all eight solutions thru spray bars ■ Temperature is sensed in 
the recirculation line ■ All solutions temperature controlled, no chilled water required ■ Built-in air compressor 
■ Captive bottom assemblies assure you constant footage in each solution ■ Change over from standard develop¬ 
ing to extended developing can be accomplished in a matter of seconds ■ Impingement dryer allows shorter put 
through time. 

All prices F.O.B. 
MILFORD, CONN. 

Partial listing of Filmlint Color Installations: — NBC- New York, 
NBC- Washington, NBC- Cleveland, NBC- Chicago, CBS & ABC Net¬ 
works, Eastman Kodak, Rochester. 
Laboratories: De Luxe Labs, General Film Labs (Hollywood), Pathe- 
Labs, Precision Labs, Mecca Labs, Color Service Co., Capital Film 
Labs, Byron Film Labs, MGM, Movie Lab, Lab-TV, Technical Film 
Labs, Telecolor Film Labs, Guffanti Film Labs, A-One Labs, All¬ 
service Labs, NASA Cape Kennedy, Ford Motion Picture Labs. 

Send for Literature. 

Time & Lease 
TV Stations: WAPI-TV. WHP-TV, WMAL-TV, WXYZ-TV, WWL-TV, WMAR- 
TV, WJXT-TV, KETV-TV, WTOP-TV, WEAT-TV, WCKT-TV, WAVE-TV, 
WAVY-TV, KTVI-TV, WCPO-TV, KTAR-TV, WSYR-TV. “When you buy quality Filmline Costs Less” 

Plans Available. 
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a dimmer for the sun... 

Cine ND30 
When the sunlight coming in is too bright, Rosco Cinegel 
ND30 gives you fast, easy dimming control. This high clarity 
neutral density filter is made of Roscolene, a strong, semi¬ 
rigid plastic material available in 48" rolls. So it can go up 
fast, with a minimum of framing. 
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. Roscolar is designed 
to withstand the concentrated heat of quartz lighting. Rosco- 
vin is a highly flexible material which adheres to glass. And 
Roscolene is a rugged plastic of good rigidity. 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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QUIET AS A CAND 
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! 

-Jr Write for your free copy of this 74-page Auricon Catalog. ^ 

MLC. 

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

LAM 
16 MM 

SOUND-ON-FILM 
CAMERAS 

A CINE-VOICE II 
$1180.00 & UP 

100 ft. Runs 23A min. 

AURICON PRO-600 
$1820.00 & UP 

V 

600 ft. Runs j 6Vi min. 

%] AURICON SUPER-1200 
36425.00 & UP 

1200 ft. Runs 33 min. 

MANUFACTURERS OF E3 O IT 1ST U)-OUST-FI I-iIM RECORDING- EQUIPMENT SINCE 1931 



THE MAKING OF "AMIGA" 
By DONALD FOX 

Briefly, ''OMEGA'' is a film which 
deals with the end of mankind on the 
earth. It is not the death of man, but his 
re-birth that is, his liberation from his 
earthly bounds to roam the universe at 
will. Unlike "2001: A SPACE ODYS¬ 
SEY" and "CHILDHOOD'S END", 
there is no extra-terrestrial intelligence 
to give man a helping hand, for he 
accomplishes what he does alone by 
projecting a ray at the sun which ab¬ 
sorbs the vast energies there, making 
possible the transformation. 

As one can see, it would be an almost 
impossible challenge to put such an 
ambitious concept onto the screen, let 
alone on the small budget available for a 
student film. But fortunately I was able 
to raise $7,000 for the production and 
with this I somehow completed the 
project. The film took approximately 
12 months to make: 10 months to 
prepare art materials and shoot, one 
month to do the optical printing, and a 
month to edit; in all about 3600 hours, 
or about 10 hours a day, seven days a 
week for a year. I had very little help 
and had to do most things myself. I had 
an incredibly difficult time making it 
and there were many times when I felt 
that I was doomed to failure, not only 
because of the tremendous technical 

A student film-maker, working alone, uses highly 

sophisticated special effects techniques to 

fill the screen with images of "cosmic" beauty 

difficulties encountered, but from sheer 
exhaustion. 

From the outset of the production, I 
had no idea of the extent of the 
difficulties that would arise. The film is 
composed almost entirely of special 
effects and, although I had a rather 
extensive theoretical knowledge of spe¬ 
cial effects gained from a number of 
books and articles on the subject, I had 
gained none of the practical experience 
which is necessary to production of this 
magnitude. Thus, I virtually had to learn 
how to do everything, for there was 
nothing taught at UCLA on the subject 
of special effects, nor did any of my 
professors have the least knowledge of 
this extremely important area of cine¬ 
ma. I knew what sort of images I 
wanted on the screen, but how to create 
them was another matter. 

The most difficult part of the film 
was the shooting. Except for a sequence 
of solar flares, I had to shoot every¬ 
thing. I wanted the film to open with a 
spectacular title sequence suggesting 
travel through space. But before getting 
to the stars, I wanted something outside 
of the universe, a sort of light, through 
which we could travel to reach the stars, 
but I did not have the least idea of what 
it should look like. 

Actually, I happened onto the design 
while working with a sponge. I poured 
some black, Cel-Vinyl paint onto the 
sponge and pressed it against an anima¬ 
tion cell. The result was a rather inter¬ 
esting design, but the texture pattern 
was too large. So I tried some coarse 
cloth, dipping it into the paint and 
pressing it onto the cell. This texture 
pattern was much smaller, so I began to 
experiment with different shapes until I 
liked one in particular. It had a dark 
round area in its center into which the 
camera could be zoomed. I experi¬ 
mented with another design of a more 
random pattern, which could be super¬ 
imposed over the first one. This second 
design would be zoomed at a faster 
speed, thus being placed in a plane 
separate from the other. 

The star field sequence was relatively 
easy to create. I made the stars by 
painting a piece of aluminum foil black 
with poster paint. Once dry, I punched 
small holes in it with a needle. The foil 
was placed in front of a 12-inch diam¬ 
eter reflector holding a 250-watt photo¬ 
flood. I tried using a 500-watt photo¬ 
flood, but the reflector got so hot inside 
that the bulb exploded after about five 
minutes of shooting. Even with the 
250-watt lamp, the reflector became 

(LEFT) On the animation stand built by the author for $75.00, the pipe and camera are held steady by the side, back and overhead boards. (CENTER) 

Shooting transparency material lighted from below. The light source was provided by three 1000-watt quartz lamps reflecting off of a white cardboard 
beneath the glass surface. (RIGHT) Artwork lighted from the top is photographed on the animation stand-in this case, a rotoscoped cell used to make a 

male matte. 

\ 
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(LEFT) Photographing the spinning "stars" by mounting the photoflood reflector on a turntable. (CENTER) The white background used to photograph 
the silhouettes was simply a large piece of seamless paper hung from a board and illuminated with a number of lights. Usually the subject would sit on the 
table top. 7362 high contrast film was used in the camera. (RIGHT) Rotoscoping a Bolex, using small slide projector as a light source and a strip of 

4 aluminum foil as a mirror. 

♦ 

♦ 

terribly hot, and I had to let it cool off 
every so often. 

To shoot the star sequence, I rented 
a powered 12/120 zoom lens which I 
mounted onto the University's Arriflex. 
I began by zooming in on the "stars” 
using the slowest zoom speed and run¬ 
ning the camera at 48 fps. The actual 
F-stop did not matter very much, but I 
had tested it at around F/8 at 24 fps. At 
48 fps, the farthest plane of stars was 
created. Next, I set the camera at 24 
fps, set the zoom speed of the lens 
faster, and shot that. I kept increasing 
the lens zoom speed toward its fastest 
stop on each successive take until I got 
to the limit, at which time I slowed the 
camera to 12, 6, and finally 3 fps. This 
gave me a vast number of zooming 
speeds or planes. In addition, as I would 
change the speed to make a new set of 
"stars" I would change the direction 
of the camera pointing at the "stars" 
so that the star pattern would vary. 
Also, I made up new star patterns for 
various takes in order to lend additional 
variety to the star planes. With the 
optical printer I superimposed four dif¬ 
ferent star planes to create a striking 
three-dimensional effect. 

Shooting the design which supposed¬ 
ly represented the outside of the uni¬ 
verse was done somewhat differently, in 
that I shot it out of focus so that, as the 
zoom range increased, the pattern be¬ 
came more blurred and indistinct. This 
covered up the "phony" look of the 
design when the zoom reached its tele¬ 
photo extreme and also made it possible 
to zoom right into the black shape in 
the center of the design. The first design 
was shot at the slowest setting of the 

zoom lens on Plus-X Reversal film. The 
second design was shot in the same 
manner, but at a faster speed. In the 
optical printer the two were superim¬ 
posed, the former exposed through a 
violet Wratten 34 filter, and the latter 
through a blue, Wratten 47B filter. The 
final sequence is quite striking as the 
camera travels through this three-dimen¬ 
sional design into the stars and the title 
of the film appears. 

After traveling through the stars, I 
wanted the sequence to end with a 
zoom in on the earth. For this scene, I 
had Producer's Photo Lab make an 
8x10 color transparency of the earth 
from a Hasselblad shot taken during one 
of the Apollo missions. Because the 
black area which surrounds the earth in 
the transparency was not truly opaque, 
I had to make a black matte that would 

Continued on following page. 

(EDITOR'S NOTE: During the course of a career that cries out for 34-hour days, i somehow 

manage to include in my jam-packed schedule the viewing of quite a few films made by student 

film-makers. This is not only because / recognize the importance of training skilled young 

technicians to fill the ranks of our ever-expanding industry, but because / find in some of these 

efforts (along with the inevitable chaff) a certain verve, originality and zest that adds up to 

considerable excitement on the screen. 

Out of the hundreds of student films / have viewed, the finest by far is "OMEGA" by Donald 

Fox—but the term, in this case, is a misnomer. "OMEGA" is a “student film" only in the sense 

that it happens to have been made by a graduate student in Cinema at UCLA. Discounting that 

fact, / can say with the utmost sincerity that "OMEGA" is a picture of such consummate skill, 
artistry and professionalism that any of the top veteran special effects experts in the industry 

might well be proud of having made it. 

Donald Fox, a modest and soft-spoken young man of 23, causes the screen to pulsate with a 

total sensual experience of such stunning beauty that more flamboyant critics might be moved to 

call it "sheer poetry in sight and sound” or “a lyrical feast of the senses". Being somewhat more 

down to earth, / will simply say that "OMEGA" is an incredible achievement—not only 

artistically, but technically. First, Mr. Fox had to see, with the imaginative eye of his mind, each 
spectacular image required to make his statement. Then, with no actual previous training in the 

intricate field of special effects, he had to work out and execute the enormously complex 

technical realization of each image. 
The 12-minute, 16mm, color and sound film consists of almost wall-to-wall special effects, 

many of them realized by dint of multiple passes through the optical printer. Fox had not 

operated such equipment before, nor had he been given any first-hand instruction in its use. He 

performed the tremendously sophisticated technical feats required by the project solely on the 

basis of knowledge gained from journals and books he had read on the subject. And he did 
everything himself, working the equivalent of a solid year of 10-hour days, seven days a week. 

The result might well have been a series of unrelated spectacular effects, but instead, 

"OMEGA" emerges as a cohesive statement of man's unquenchable faith and idealism, expressed 

in cosmic images. Because of this latter characteristic, there are inevitable echoes of "2001: A 

SPACE ODYSSEY"—but "OMEGA" is in no way imitative of Stanley Kubrick's space 

masterpiece. The similarity lies in the dedication, the skill and the uncompromising perfectionism 

which both Kubrick and Fox have applied to their respective projects. 

"OMEGA" is an auteur film in the fullest sense of the term. Donald Fox's blood, sweat and 

figurative tears are upon the emulsion—along with some of the most magnificent images this 
viewer has ever been privileged to enjoy. 

HERB A. LIGHTMAN, Editor) 
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A B CD 

(A-B) Two shots of the beginning of the film showing a long shot and close shot of the "outside of the universe." (C-D) Several shots of the earth and ray 

showing a close shot and long shot of this difficult in the camera composite. 

ABC 

(A-D) This series of shots shows the various stages in this difficult pan over from the "star" to the sun. 

E F G H 

(A) Original reversal of matted positive litho still. (B) Original reversal of matted negative litho still. (C) High contrast positive matte of litho image. (D) 

Kodachrome original of bubble. (E) Neg of C made on 7385. (F) Plus-X Reversal background of glass image. (G) ECO composite made by bi-packing A 
with E, B with D, and C with F through a blue filter. (H) Another ECO composite example showing a similar type of image of a bubble flowing through 

the figure's face. 

(A) High contrast positive made from infrared camera negative of tree. Since infrared renders foliage white and sky black, the separation of the two is 

great enough to achieve a high contrast matte of the tree. (B) Male matte made from A. (C) Two color background of yellow clouds and red sky made 

from black and white infrared shot of clouds which was later bi-packed with B and finally exposed to A through a blue filter to produce D. 

(A) Positive print of the sun taken in time-lapse through a chronograph camera. (B) A passed through orange filter showing it without the rotoscoped 
matte. (C) Rotoscoped, female matte of A. (D) Final ECO composite made by superimposing C through orange filter onto B. 



A B 

(A) Camera original, female matte of silhouetted figure. (B) Positive matte made from A. (C) Original reversal background of glass image. (D) ECO 

composite made by bi-packing C with B and exposing it to A through a red filter. 

(A) High contrast negative. (B) High contrast positive. (C) Rotoscoped high contrast neg matte of band. (D) Final composite made by exposing A through 

a blue filter, B through a red filter, and C through a red filter, but overexposing 8 stops to get glow. 

i 

(A) Positive print of figures, made from original high contrast female matte. (B) Kodachrome original of bubble. (C) Negative of B, printed on 7385 

stock. (D) ECO composite made by bi-packing high contrast female matte with C, and A with B. 

G H 

(A) Original camera neg of figure. (B) Positive print of A. (C) Roto¬ 

scoped, high contrast neg matte made by projecting the image of B 

onto animation cells and matting the image by hand. (D) Positive print 

of C. (E) Positive matted foreground action made by bi-packing B with 

C. (F) Matted neg of foreground action made by bi-packing A with C. 

(G) Original background made from image of illuminated, turning 

glass. (H) ECO original made by passing G through the printer three 

times, staggering each image through a different filter. (I) Matted 

background action made by bi-packing D with E. (J) Final composite 

background action made by bi-packing D with E. (J) Final composite 

made by exposing E through red filter and F through blue filter onto I. 

opaque it so that the surrounding gray 
square of the transparency would not 
show as I zoomed in on it. The matte 
was made on an animation cell, and 
mounted against the transparency. Once 
this was done, I mounted the transpar¬ 
ency and matte onto a glass window on 
the front side of a four-foot-square box 
containing a 250-watt photoflood. Be¬ 
tween the photoflood and the window. 

I mounted a piece of frosted glass to 
diffuse the light. I placed the camera 
about thirty feet from the box and 
adjusted the zoom lens to 12mm so that 
the transparency of the earth looked 
like a tiny star. I zoomed in on it during 
the take and then, after finishing the 
shot, I moved the camera in closer to 
the box and zoomed the lens out to 
12mm to match the size of the last shot 

which had ended in a telephoto posi¬ 
tion. I repeated the entire process until I 
was at last about four inches from the 
transparency with +3 and +1 diopters 
over the lens. This was the last take, and 
I zoomed in and panned the camera 
very carefully across the transparency to 
the dark side of the earth to give the 
effect of the camera crashing into it. 

Continued on Page 428 
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“We knew whatever the cold conditions, 
our Arriflex would keep turning... 

we never had a freeze-up...we never lost a shot” 

Brian Probyn, Director of Photography 

“DOWNHILL RACER” 
A man, alone, whizzes by at 80 miles per hour, bereft of any protection 
against bone-cracking collision, riding two slender slats, defying the glare, 
the slips, the skids and the possibility of death that form his wager against 
the glory of championship. He is the professional skier, and portrayed by 
Robert Redford in the Paramount feature, “Downhill Racer”, his story 
is told with realism, candor and honesty. 

In their striving for artistic integrity, the production company shot every 
scene on location in the world’s most jarring ski courses—Kitzbuhel and 
Wengen in Europe, and on training courses in Colorado. To describe some 
of the set-ups as inaccessible would be to understate. Wrote Director of 
Photography, Brian Probyn in “American Cinematographer”, “sometimes 
we’d have to walk through snow up to our waists, but that was the easy 
jaunt, going uphill. Coming downhill was something else again, for it’s 
often almost perpendicular. Sometimes the continuity girl refused to go 
and had to be sort of handed down. Skiing was often the only way to get 
places, but since very few of us were skiers, there was sometimes nothing 
else to do but to slide down on your bottom and hope for the best. It's 
a bit hair-raising to watch your favorite camera coming down that way”. 

Two Frenchmen, the twin brothers Jean-Paul and Jean-Pierre Janssen and 
skier Joe Jay Jalbert, were contracted to capture authentic skiing footage 
that would intercut with the staged action, contributing to the production’s 
documentary flavor. Of the brothers, Mr. Probyn wrote, “they would do 
just about anything to get exciting shots. A bloke would be ready to leave 
off at the start of a race and he’d look down to find that one of the 
Janssens would be sticking a camera under his skiis or between his crotch 
or somewhere”. 

Freezing temperatures, grueling terrain, set-ups that were exhausting to 
reach, and still the requirement for absolutely professional footage with a 
realistic feel—the demands upon the cameras were as great as those upon 
the crew. “We used every form of camera,” said Director Michael Ritchie, 
“but the workhorse was the Arri 35. For interiors in which we wanted the 
operator to be able to work the zoom himself, we used the blimped Arri 
16S” whose footage was blown up to 35mm. “We rolled over 200,000 
feet of film through our Arriflexes and never had a problem”. 

Mr. Probyn, veteran of such features as “Poor Cow”, confirmed his 
director's praise. “We knew that whatever the cold conditions, the 
cameras would keep turning without snapping the film. We never did have 
a freeze-up. Our top competitive skier went down the courses at speeds 
up to 70 mph, carrying an Arriflex. The camera stood up to the tre¬ 
mendous bumps and jolts—we never lost a shot.” 

None of this will surprise the world’s thousands of Arriflex devotees. They, 
like the crew of this terse, exciting and realistic feature, have learned that 
the time to go with Arriflex is when the going gets rough. 

7VRRIFLEX 
CORPORATION OF AMERICA Woodside, N.Y. 11377 • Burbank, Calif. 91502 
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Professional Skier, Joe Jay Jalbert shoots tight close-up of Robert Redford. 

f 
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Some companies produce 
recorders and reproducers — 
Some companies produce 
master-recorders and reproducers 

ONLY AMEGA 
PRODUCES 
THE FULL LINE! 

Dual Studio Master 
Recorder/ 
Reproducer 

WE INVITE... 

With full line versatility, Amega spends more on engineering, 
substantially reducing your cost — 

your engineers to examine our advanced solid-state, 
trouble-free switching circuitry — 

...your technicians to check the full-view, full-use control 
panels and meters — always unobstructed during operation — 
... your studio manager to check the unique Amega design that 

allows any combinations of 16mm, 171/2mm or 35mm — 
...AND WE INVITE YOU TO CHECK OUR PRICE! 

See us LAST at Booth 50 — SMPTE Show 

RRMEER AMEGA CORPORATION, 8750 SHIRLEY AVENUE/NORTHRIDGE, CALIFORNIA 91324 
For immediate information contact Irv Brodsky at (213) 987-3456 
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Hollywood puts its best foot forward and 
expresses faith in its future by staging 
the most sparkling Awards presentation yet 

On the night of April 7, at the 
Dorothy Chandler Pavilion of the Los 
Angeles Music Center, Hollywood rose 
from the ashes under which the crepe- 
hangers had already buried it and did 
itself proud. The 42nd Annual Academy 
Awards Presentation, most hands agree, 
was the best yet. It was a fast-paced, 
beautifully staged, sincere and exciting 
production—in short, a helluva show— 
and all those associated with it can be 
justly proud of the result. 

As Academy President Gregory Peck 
pointed out, the show was being telecast 
live and by satellite directly to 
250,000,000 viewers in the United 
States and several foreign countries—and 
the Hollywood film colony didn't let 
them down. 

There were well-earned awards 

("MIDNIGHT COWBOY" as Best Pic¬ 
ture) and sentimental awards (John 
Wayne as Best Actor), but for those of 
us optimistic enough to believe in a new 
and far more productive Hollywood 
film industry just up ahead, the signifi¬ 
cant statements were made by Cary 
Grant in the moving acceptance speech 
for his special "Oscar" when he spoke 
of "a more glorious era right around the 
corner" with more production in the 
hands of a new generation of film¬ 
makers. And, lest we forget, he remind¬ 
ed us that "ours is a collaborative 
medium. We all need each other." 

Of prime interest to readers of Amer- 

Conrad Hall, ASC, winner of the Best Achieve¬ 
ment in Cinematography "Oscar" for his in¬ 
spired photography of "BUTCH CASSIDY 
ANDTHESUNDANCE KID". 



(LEFT) Cheering fans in bleachers outside the Dorothy Chandler Pavilion greet their favorites during the parade of stars preceding the Awards 
Presentation. (CENTER) Cinematography Award winner Conrad Hall, ASC, enters the Pavilion escorting Katherine Ross, lovely star of “BUTCH 
CASSIDY" and "THE GRADUATE". (RIGHT) Backstage in the Press Room "nerve center" the winners are chalked up on a giant blackboard. 

of Governors, upon recommendation of 
the Scientific or Technical Awards Com¬ 
mittee: 

Class I (Academy Statuette) ^ 

None 

Class II (Academy Plaque) 

To Hazeltine Corporation for the design 
and development of the Hazeltine Color 
Film Analyzer. 

This motion picture color film ana¬ 
lyzer employs a cathode ray tube by 
which color quality can be observed 
and desired corrections made that 
relate directly to the printing pro- \ 
cess. In design and operation the 
analyzer exhibits a high degree of 
engineering skill using solid state 
circuitry to provide reliability and 
stability with faithful correlation to 
the color print. 

To Fouad Said for the design and 
introduction of the Cinemobile series of 
equipment trucks for location motion 
picture production. M 

These mobile carriers are integrated 
units which transport motion picture 
production equipment and personnel 
to locations. The overall design is 
modular and provides easy and rapid 
access to camera, electric, sound, and 
grip compartments. The trucks in the 
series differ in size and exhibit the 
high degree of engineering merit im¬ 
portant to the progress of the indus- 

ican Cinematographer was the Oscar 
awarded to a jubilant Conrad Hall, ASC, 
for Best Achievement in Cinematog¬ 
raphy, as a result of his wonderfully 
versatile and dramatically powerful tens¬ 
ing of "BUTCH CASSIDY AND THE 
SUNDANCE KID" (see story on Page 
436). Twice nominated in previous 
years, Hall expressed his joy at winning 
with an honesty familiar to those who 
know him well. 

Important, also, to those of us who 
are primarily camera-minded was the 
Special Visual Effects statuette awarded 
to Robie Robinson for his stunning 
outer space blue-screen effects in the 

Columbia thriller, "MAROONED". 
Omitted from the show as usual 

(because they lack the glamor of the 
other awards) were the presentations of 
Statuettes and Plaques for Scientific or 
Technical achievement. To the quiet 
craftsmen behind the cameras these 
accomplishments are far more signifi¬ 
cant than the splashier honors heaped 
upon actors, directors, writers, etc. 

And so, it is with pride in the 
technicians of our industry, those large¬ 
ly unsung heroes of the drawing boards 
and laboratories, that we call attention 
to the following Scientific or Technical 
Awards, as voted by the Academy board 

Two of the winners in the Scientific or Technical Awards categories. (LEFT) Fouad Said with Class 
II Academy Plaque awarded for the design and introduction of the Cinemobile location trucks. 
(RIGHT) Fenton Hamilton with Class III Academy Citation for the concept and engineering of a 
mobile battery power unit for location filming. 



To Juan De La Cierva and Dynasciences 
Corporation for the design and develop¬ 
ment of the Dynalens optical image 
motion compensator. 

This device attaches to a motion 
picture camera lens and compensates 
for unwanted camera movement in 
mobile photography. The Dynalens is 
a gyroscopica/ly servocontrolled fluid 
prism in which correction for para¬ 
sitic motion is introduced in the 
optical path by controlled refraction 
of light. 

Class III (Academy Citation) 

To Otto Popelka of Magna-Tech Elec¬ 
tronics Co., Inc., for the development of 
an Electronically Controlled Looping 
System. 

This computer control in a dialogue 
replacement system automates opera¬ 
tional instructions such as start, stop, 
and repeat thereby reducing time, 
tedium and expense in post-synchro¬ 
nization operation. 

To Fenton Hamilton of Metro-Gold- 
wyn-Mayer Studios for the concept and 
engineering of a mobile battery power 
unit for location lighting. 

Location lighting generator noises 
prevent the recording of usable 
sound tracks unless the generator is 
remotely located and baffled. This 
mobile battery replaces the generator 
unit providing noiseless power during 
photography. It consists of lead acid 
battery banks with a small generator 
for rapid recharging during scene 
changes. 

To Panavision Incorporated for the de¬ 
sign and development of the Panaspeed 
Motion Picture Camera Motor. 

This silent camera motor has an 
electronic control which maintains 
constant speed of such accuracy that 
synchronism with a crystal control¬ 
led sound recorder can be maintained 
without connecting cables. The con¬ 
trol is adjustable so that the motor 
may also be operated at variable 
speeds. 

To Robert M. Flynn and Russell Hessy 
of Universal City Studios, Inc. for a 
machine-gun modification for motion 
picture photography. 

This modification of the .50 calibre 
machine-gun features malfunction- 
free operation and provides synchro¬ 
nization of its firing with the camera 
shutter, either by wire or radio. It 
may be operated in close-ups without 
firing or when photographed, the 
color and length of flame can be 
predetermined. ■ 

ACADEMY AWARD WINNERS 
FOR CINEMATOGRAPHY-1928 to 1969 

Year Class. Cameraman Picture Title Studio 

1969 Conrad Hall, ASC "Butch Cassidy and the 
Sundance Kid" 

20th-Fox 

1968 Pasqualino De Santis "Romeo and Juliet" Para. 

1967 Burnett Guffey, A.S.C. "Bonnie and Clyde" WB-7 Arts 

1966 B&W Haskell Wexler, A.S.C. "Who's Afraid of 
Virginia Woolf?" 

WB 

1966 Color Ted Moore, B.S.C. "A Man For All Seasons" Col. 

1965 B&W Ernest Laszlo, A.S.C. "Ship of Fools" Col. 

1965 Color Freddie Young, B.S.C. "Doctor Zhivago" MGM 

1964 B&W Walter Lassally "Zorba the Greek" Fox 

1964 Color Harry Stradling, A.S.C. "My Fair Lady" WB 

1963 B&W James Wong Howe, A.S.C. "Hud” Para. 

1963 Color Leon Shamroy, A.S.C. "Cleopatra" Fox 

1962 B&W 1 Jean Bourgoin, 1 
Walter Wottitz j 

"The Longest Day" Fox 

1962 Color Freddie Young, B.S.C. "Lawrence of Arabia" Col. 

1961 B&W Eugene Shuftan "The Hustler" Fox 

1961 Color Daniel Fapp, A.S.C. "West Side Story" U.A. 

1960 B&W Freddie Francis "Sons and Lovers" Fox 

1960 Color Russell Metty, A.S.C. "Spartacus" Univ. 

1959 B&W William Mellor, A.S.C. "Diary of Anne Frank" Fox 

1959 Color Robert Surtees, A.S.C. "Ben-Hur" MGM 

1958 B&W Sam Leavitt, A.S.C. "The Defiant Ones" U.A. 

1958 
1957 

Color 
One 

Joseph Ruttenberg, A.S.C. "Gigi" MGM 

award Jack Hildyard "Bridge on the River Kwai" Col. 

1956 B&W Joseph Ruttenberg, A.S.C. "Somebody Up There Likes Me" MGM 

1956 Color Lionel Lindon, A.S.C. "Around the World in 80 Days" Todd-U.A. 

1956 Effects John Fulton, A.S.C. "The Ten Commandments” Para. 

1955 B&W James Wong Howe, A.S.C. "The Rose Tattoo" Para. 

1955 Color Robert Burks, A.S.C. "To Catch a Thief" Para. 

Effects John Fulton, A.S.C. "Bridge at Toko-Ri" Para. 

1954 B&W Boris Kaufman, A.S.C. "On the Waterfront" Col. 

1954 Color Milton Krasner, A.S.C. "Three Coins in the Fountain" Fox 

1953 B&W Burnett Guffey, A.S.C. "From Here to Eternity" Col. 

1953 Color Loyal Griggs, A.S.C. "Shane" Para. 
1952 B&W Robert Surtees, A.S.C. •. "The Bad and the Beautiful" MGM 

Color 1 Winton Hoch, A.S.C. 
Archie Stout, A.S.C. | 

"The Quiet Man" Argosy 

1951 B&W William Mellor, A.S.C. "A Place in the Sun" Para. 
Color j Alfred Gilks, A.S.C. 

John Alton | 
"American in Paris" MGM 

1950 B&W Robert Krasker "The Third Man" British 
Color Robert Surtees, A.S.C. "King Solomon's Mines" MGM 

1949 B&W Paul Vogel, A.S.C. "Battleground" MGM 
Color Winton Hoch, A.S.C. "She Wore A Yellow Ribbon" R.K.O. 

1948 B&W William Daniels, A.S.C. "The Naked City” U-l 
Color I Joseph Valentine, A.S.C. 

. William V. Skall, A.S.C. 
VWinton Hoch, A.S.C. 

j^'Joan of Arc" R.K.O. 

1947 B&W Guy Green "Great Expectations" Rank —U-l 
Color Jack Cardiff "Black Narcissus" Rank —U-l 

1946 B&W Arthur Miller, A.S.C. "Anna and King of Siam" Fox 
Color | Charles Rosher, A.S.C. 

. Leonard Smith, A.S.C. 
[Arthur Arling, A.S.C. 

("The Yearling" MGM 

1945 B&W Harry Stradling, A.S.C. "Picture of Dorian Gray" MGM 
Color Leon Shamroy, A.S.C. "Leave Her to Heaven" Fox 
Effects John Fulton, A.S.C. "Wonder Man" Para. 

1944 B&W Joseph LaShelle, A.S.C. "Laura” Fox 
Color Leon Shamroy, A.S.C. "Wilson" Fox 

1943 B&W Arthur Miller, A.S.C. "Song of Bernadette” Fox 
Color , Hal Mohr, A.S.C. 

W. Howard Greene, A.S.C. 
1 "Phantom of the Opera" Univ. 

1942 B&W Joseph Ruttenberg, A.S.C. "Mrs. Miniver" MGM 
Color Leon Shamroy, A.S.C. "The Black Swan” Fox 
Effects Farciot Edouart, A.S.C. "Reap the Wild Wind" Para. 

1941 B&W Arthur Miller, A.S.C. "How Green Was My Valley" Fox 
Color Ernest Palmer, A.S.C. 

Ray Rennahan, A.S.C. i 
"Blood and Sand" Fox 

Effects Farciot Edouart, A.S.C. "1 Wanted Wings" Para. 
1940 B&W George Barnes, A.S.C. "Rebecca" Selznick 

Color Georges Perinal "Thief of Bagdad" Korda 
1939 B&W Gregg Toland, A.S.C. "Wuthering Heights" Goldwyn 

Color 1 Ernest Haller, A.S.C. 
i Ray Rennahan, A.S.C. 

"Gone with the Wind" Selznick-MGM 

1938 v Joseph Ruttenberg, A.S.C. "The Great Waltz" MGM 
Effects Farciot Edouart, A.S.C. "Spawn of the North" Para. 

1937 Karl Freund, A.S.C. "The Good Earth" MGM 
1936 Tony Gaudio, A.S.C. "Anthony Adverse" WB 
1935 Hal Mohr, A.S.C. , "Midsummer Night's Dream" WB 
1934 Victor Milner, A.S.C. "Cleopatra" Para. 
1933 Charles B. Lang Jr., A.S.C. "A Farewell to Arms" Para. 
1932 Lee Garmes, A.S.C. "Shanghai Express" Para. 
1931 Floyd Crosby, A.S.C. "Tabu" Para. 
1930 1 William Van Der Veer 

[ Joseph T. Rucker 
, "With Byrd at the So. Pole" Para. 

1929 . Clyde DeVinna, A.S.C. "White Shadows in the So. Seas" MGM 
1928 Charles Rosher, A.S.C. 

Karl Struss, A.S.C. 
^ "Sunrise" Fox 
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The magnificent Dorothy Chandler Pavilion of the Los Angeles Music Center takes on an aura of special magic on Academy Awards night, 

THE STORY OF “OSCAR” 

High among the biggest international 
news stories of any year is the annual 
Awards Presentation of the Academy of 
Motion Picture Arts and Sciences—the 
Oscar Awards. 

On his big night, Oscar reaches more 
than 30,000,000 homes in the United 
States and Canada on the combined 
television networks of the American 
Broadcasting Company and the Cana¬ 
dian Broadcasting Corporation, and 
news of the Awards is carried to every 
corner of the world by a corps of more 
than 500 press representatives of all 
media. 

Those 500 newsmen and women 
outnumber by twice the total atten¬ 
dance at the first Academy Awards 
ceremony, held May 16, 1929, at the 
Hollywood Roosevelt Hotel. Only 250 
people attended that first ceremony. It 
was slighted by the press and totally 
ignored by radio. 

The Academy of Motion Picture Arts 
and Sciences came into being on May 4, 
1927, when 36 leaders of the burgeon¬ 
ing film industry met and organized the 
Academy as a non-profit corporation, 
dedicated to the ideal of enhancing the 
cultural, educational, and technical 
progress of motion pictures. 

A week later, on May 11, more than 

That classic golden statuette awarded by 
their peers is still the highest accolade 
to motion picture artists and technicians 

300 gathered at an industry banquet at 
the Biltmore Hotel. Douglas Fairbanks, 
the Academy's first president, was mod¬ 
erator. Talks were presented by such 
industry leaders as Louis B. Mayer, 
Joseph M. Schenck, Will Hays, Mary 
Pickford, Cecil B. DeMille, Frank Lloyd, 
and Conrad Nagel. 

Mayer suggested that the Academy 
could focus attention on cinematic 
achievements by presenting awards of 
merit. Conrad Nagel agreed, saying 
"Whatever we give, it should be a 
symbol of continuing progress—militant, 
dynamic." 

One man was inspired: art director 
Cedric Gibbons began sketching a figure 
on the tablecloth. It was that of a 
stalwart man, standing on a reel of film 
and holding a crusader's sword. He later 
put his idea on paper and a sculptor, 
George Stanley, molded the figure. 

Oscar has remained unchanged to 
this day though the base on which he 
stands has been raised to give better 
proportion to the design. 

In that first formative year, it took 
time for events to move; it was January, 
1929, before voting was conducted for 
achievements during the year which 
ended July 31, 1928. The results were 

Continued on Page 475 
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Presenting... the all-new 

i 

t 

< 

DAYLIGHT PHOTO LAMP 

First of its kind! 
Exceptional brilliance! 

Completely dependable! 

The Boston PAR-36 AIB Daylight Halogen- 
Tungsten lamp — with its exclusive blue reflec¬ 

tive coating—provides amazing daylight brilliance 
during the life of the lamp. Here's a lamp that gives 

full performance all the time ... every time! 

Some of its outstanding features: 
• Non-fading special blue re- • The correct color temperature 
Hector coating — guaranteed. — always. 

Cooler light beam. • Increased foot-candle output. 

The Boston PAR-36 AIB lamp lists for $28.60 
Special quantity discount prices available. Send 

for our price list today. Order now for early delivery. 

BOSTON RESEARCH CORP. 
77 Summer Street, Boston, Mass. 02110 Phone (617) 542-1944 

Manufacturer of the world’s best Dichroic Daylight Conversion Filters 

The Boston Research Corp. is the developer 
and exclusive distributor of 
the all-new Boston PAR-36 AIB Daylight Photo Lamp. 
PATENT PENDING 

BOSTOH 
PBB-3B BIB 
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Can a tough, 

low-priced 
microphone 

make the 
big time? 

(A success story.) 

/g\ A good little microphone, the E-V 
635A. But just how good? After 

all, it was intended to replace the “work¬ 
horse” Model 635... a dynamic micro¬ 
phone that had earned its title under 
fire in studios and on remotes all around 
the world. 

So when we introduced the 635A we 
put it to a critical test. A major recording 
studio was loaned a dozen 635A’s and 
asked to test them. The engineers weren’t 
told the price, but they got the idea that 
it was somewhere near $300.00. 

They were so delighted with the sound 

that they cut several big band recordings 
with nothing but 635A’s. “Best $300.00 
microphone we’ve got.” Then we told 
them the price. They were shocked. 
They couldn’t believe their ears. 

Meanwhile, 635A’s were beginning to 
appear in force on music and variety 
shows on every TV network. Mostly hand 
held. Something to do with ruggedness 
and good balance... but mostly because 
of the sound. Especially during ultra¬ 
close miking. 

The rest is history. Radio and TV 
newsmen quickly adopted the 635A as 

high fidelity systems and speakers • tuners, amplifiers, receivers • public address loudspeakers 
• microphones • phono needles and cartridges • aerospace and defense electronics 

their new “workhorse”. After all, news 
only happens once, and the 635A was 
their best insurance against bad sound. 

To most professional sound engineers, 
the E-V 635A is already an old friend, al¬ 
though it’s only been around since 1965. 

At the price, they can afford to use it 
almost everywhere. And they do. (We 
told you it was a success story.) 

ELECTRO-VOICE, INC., Dept. 501AC 
681 Cecil Street, Buchanan, Michigan 49107 
MODEL 635A Omnidirectional dynamic. Response 80—13,000 Hz. 
Output—55db. Balanced low impedance. Includes Model 310A 
stand clamp and lavalier neck cord. Fawn beige Micomatte finish. 
$88.00 list, less normal trade discounts 

A SUBSIDIARY OF GULTON INDUSTRIES, INC. 
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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. 

Belt shown above 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 

1®U.S. Patent 

#3274476 

Cine 60—First in Sales, 
Service, Rentals, Repairs. 

Write now for complete 
information and specifications. 

CINE 60, INC 
MOTION PICTURE 
EQUIPMENT 

• SALES-RENTALS-SERVICE 
630 9TH AVENUE NEW YORK, N Y. 10036 (212) 586 8782 



Eclair, 

Goodbye to jerky starts. Goodbye to mid-zoom hesita¬ 
tion. Hello to long, steady zooms. If you have been 
afraid to simulate dolly moves, forget it . . . Cinema 
Product's two new “Joy Stick” zoom controls (inte¬ 
grated J2 for sound stage use, and the J3, the “one 
armer," for documentary and one man camera crews 
. . . tapes to panhandle) practically eliminate dollys. 

Steady zooms are guaranteed at all speeds, be¬ 
cause drive unit incorporates an exclusive 
feedback generator to accurately sense 
speed and torque demands. Motor provides 
all the torque needed for constant zoom 
even with rough spots on lens. This unique 
servo feedback system assures smooth per¬ 
formance not heretofore available; from 
iy2 seconds to IV2 minute zooms, a 60 

to 1 ratio. 
Max rate knob is set to desired speed. By grad¬ 
ually pushing "Joy Stick” in desired direction, you 
then have continuously variable control from zero at 

Arri BL 

Arri 

Mitchell 

mid-position to the pre-set maximum speed 
in either direction, and you can “feather” on 
and off zooms that result in gradual starts 
and stops to duplicate dolly performance. 
All TV shows at Universal and Paramount 
are photographed with “Joy Stick” zoom 

controls. Cinema Product “Joy Stick” controls 
meet sound stage requirements for si¬ 
lence at all zoom speeds of 5 seconds or 
slower for full zoom. Bracketry available 
for use with 3 lenses . . . Angenieux 12- 
120mm and 12-240mm (16mm format) and 
25-250mm (35mm format) and cameras such 
as Eclair, Arriflex 16, Arri BL (16mm) and Arri 

and Mitchell (35mm). Highly efficient motor and large 
capacity, internal rechargeable battery guarantee all 
day shooting without auxiliary power. 

Goodbye Dolly. 
Detailed specifications available. 
Samuelson Film Service in Europe; Victor Duncan in the Midwest. 

CINEMA PRODUCT DEVELOPMENT COMPANY 
2044 COTNER AVENUE, LOS ANGELES, CALIFORNIA 90025 
TELEPHONE (213) 478-0711 • CABLE ADDRESS CINEDEVCO 

> 
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Dynalens, winner of an Academy Award 
from the Academy of Motion Picture Arts 
and Sciences, is the revolutionary image 
stabilizing system introduced to the motion 
picture industry in 1968 by Alan Gordon 
Enterprises. A product of Dynasciences 
Corporation, Dynalens has literally taken 
the shakes out of cinematography by pro¬ 
viding rock-steady pictures no matter how 
unsteady the shooting platform. 

Dynalens is available exclusively in the 
Western United States from Alan Gordon 
Enterprises. 

Before checking anywhere for your profes¬ 
sional motion picture equipment, check 
with the leader — Alan Gordon Enterprises. 
Most pros do. 
* Class II Scientific or Technical Award to Juan de 
la Cierva and Dynasciences Corporation for the 
design and development of the Dynalens Optical 
Image motion compensator. 

SERVING THE WORLD 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD. • HOLLYWOOD, CALIFORNIA 90028 
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Several composite stills used in the film: (LEFT) Building silhouetted against an early morning sky. (CENTER) Top of the tower silhouetted against 
clouds. (RIGHT) A group of plants silhouetted against sunrise clouds. 

- wm. . i 

■ 
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MV 

Two examples of the 2% x 2% (still) composite 
shots used in the film: (A1) High contrast litho 
positive of building. (A2) Background shot of 
sunrise. (A3) Final composite made by sand¬ 
wiching A1 and A2. (B1) High contrast litho 
positive of tower. (B2) Background of sun- 
tinted clouds. (B3) Composite of B1 and B2. V- 

(FAR LEFT) Long shot of the earth, taken 
during one of the Apollo missions. (LEFT) 
Matte used to obscure everything except the 
earth, thus insuring an opaque black back¬ 
ground for the shot. 

MAKING OF "OMEGA" 
Continued from Page 415 

Through a series of A and B roll 
dissolves, the earth begins as a point of 
light, becoming larger until it fills the 
entire screen. 

One of the main problems of photo¬ 
graphing the transparency was the heat 
generated from the lamp. The box was 
really no more than an oven, for after 

the lamp had been left on for any length 
of time the glass window became so 
terribly hot that the transparency would 
buckle and warp under the heat. After 
each take I turned off the lamp, but the 
box still retained the heat, so that every 
so often I would have to remove the 
transparency and let the glass cool off. 
Of course, once I was in close enough so 
that the front of the box filled the 
frame, I was able to remove the back 

and sides to let the heat dissipate more 
quickly. For the panning shot at the end 
of the sequence, I used a fluid head 
tripod which I found to be absolutely 
necessary in shooting all pans and tilts 
for the film. 

One sequence which gave me particu¬ 
lar trouble was the sunrise near the 
beginning of the film, in which I wanted 
to show futuristic buildings with a 
silhouette effect. I placed the cutout 



Frame blow-ups of the separate stages used in producing various effects: (A) Positive male matte of silhouetted figure. (B) Negative of Kodachrome shot 
of the bubble surface. (C) Final ECO composite made by bi-packing A and B. 

Progression of various effects: (A 1) High contrast male matte of figure. (A2) Plus-X reversal original of background shot of turning glass. (A3) Final 
composite made by bi-packing A1 with A2, and phasing A2 through the printer three times through three different filters. (B1) Kodachrome shot of the 
surface of the bubble. (B2) Plus-X reversal shot of rays. (B3) ECO composite made by superimposing B1 over B2 while phasing B2 in the printer. (C1) 
Original reversal shot of "star". (C2) Reversal shot of "stars" spinning. (C3) Final composite made by superimposing C1 and C2, while phasing C2. 

1 2 3 

t 

* 

(A) Camera original high contrast female matte of silhouetted figures, (b) High contrast male matte made from A. (c) Reversal shot of "stars" spinning. 
(D) Final composite made by bi-packing B with C and exposing A onto D through a red filter. 

C D 

(A) Camera original high contrast negative matte. (B) High contrast positive matte made from A. (C) ECO background made from phasing black and 
white images of a glass object. (D) ECO composite made by bi-packing B with C and exposing it through a red filter. 

A B C D 



(LEFT) The optical printer used by the author to create all of the optical effects in "OMEGA". 
(RIGHT) A closer view, showing the projector gate of the printer with light source. Gauges on the 

camera lens are used for determining the position of the image on the frame. 

shapes of cardboard in front of a five- 
foot-square sheet of white cardboard 
which was illuminated by means of two 
1000-watt quartz lamps. I shot them on 
Plus-X and overexposed the background 
about 4 stops. Then I had the negatives 
contact printed onto litho film to give 
as great a degree of contrast as possible. 
After selecting the backgrounds and 
foregrounds that I liked, I was ready to 
transfer them to 16mm. 

In order to photograph the stills onto 
16mm film, I had to construct an 
animation stand. At first I thought that 
I might be able to use the animation 
stand at UCLA's animation department, 
but I was told that that would be quite 
impossible. I thought out the design 
rather carefully, and decided that I 
could spend no more than $75 to build 
it, which is quite inexpensive compared 
to the cost of any professional stand. Of 
course, my stand was much less com¬ 
plex than the professional models, but it 
worked nonetheless. I made no provi¬ 
sion for moving peg bars on the table. 

nor for the camera to move in any 
direction. The only move that I could 
make was a zoom with the aid of a 
zoom lens, but that was all I needed. 
With the generous help of Warren Ham¬ 
ilton of UCLA I was able to put the 
thing together in no time. He contrib¬ 
uted much to my design in order to 
make the stand really solid, and once it 
had been put together, I set out to 
shoot the 21AX21/4 transparencies. 

For photographing the composite 
stills, I chose to use a 25mm lens on 
the Arriflex, plus a diopter. I taped the 
diopter, which I had picked up in a war 
surplus store, onto the lens and masked 
off all the glass area on the table top of 
the stand except where the transparency 
would be. By masking off this surround¬ 
ing area, the lens would not pick up 
flare from the extraneous light, coming 
from below. The light source itself was 
provided by three 1000-watt quartz 
lamps reflecting off a white cardboard 
beneath the glass surface. This arrange¬ 
ment generated a tremendous amount 

of heat at the glass surface and made 
shooting difficult. To photograph a still, 
I would sandwich a foreground silhou¬ 
ette of a building against a sunrise 
background and then put them into the 
unmasked area beneath the lens. Next I 
would move the two around until I 
found a composition I liked. Making 
sure that all dust was removed, I would 
then set the F-stop and shoot the 
composite. Of course I had previously 
tested most of the transparencies for the 
proper exposure—so that the final take 
would be correct.* To get the proper 
mood for certain shots I sometimes 
would have to use as many as six 
different transparencies plus various fil¬ 
ter combinations. Naturally, this caused 
considerable light loss, so that many of 
these shots ended up being exposed at 
about F/1.4 at 2 fps. This whole se¬ 
quence was quite difficult to shoot, 
taking about 80 hours in all. 

At this time I would like to say 
something concerning the types of film 
stock that I used in the production. For 
the most part, except for the sunrise, a 
few shots of the earth, and the bubble, I 
shot the entire film in black and white. I 
did this because, by introducing the 
colors during optical printing, I would 
have control over the colors that went 
into each shot—and because there would 
be less grain and image deterioration in 
black and white, from generation to 
generation, than if I were filming in 
color. The types of film used were: 
Plus-X Reversal, Plus-X Negative, High 
Speed Infra-red, 7362 (High Contrast 
Positive), Ektachrome Commercial, and 
Kodachrome II. 

I tried to use reversal film whenever 
possible so that I would not have to 
print to get a positive, for that could 
introduce registration error. I used the 
High Speed Infra-red film to photograph 
clouds in time-lapse and mattes of trees; 
and I used the 7362 for all of my matte 
work, whether in the original photog¬ 
raphy or in the optical printer. It was 
during the actual optical printing and 
shooting of the sunrise that I used most 
of the ECO. (It was actually only after 
shooting the sunrise that I began to get 
into real difficulties.) 

The production contained several se¬ 
quences which were especially difficult 
to make. The first had to do with 
showing a ray being projected from the 
earth into outer space. I wanted this to 
be a zoom shot, pulling back from a 
close-up of the ray, earth, and stars to a 
long shot of them. Usually my average 

*(As it turned out, almost every shot in the 
film had to be pre-tested for exposure, 

whether in the original photography or in the 

optical printing.) 

(LEFT) Rotoscoping an Arriflex by placing a glass pressure plate in the gate and taping it in 

place. (RIGHT) A closer view of the rotoscoping arrangement, showing detail of the mirror and 
pressure plate. 

* 

y 

A 

* 
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As it turned out, the rays moved away 
from the "star” in a beautiful pattern. 

I made the star background for the 
sequence in the same manner as I had 
done the zoom through space, that is, 
with small holes in the foil. The sun was 
simply made from a clear circle sur¬ 
rounded with opaque paint on an ani¬ 
mation cell, lit from behind, and over¬ 
exposed about 8 stops. To produce the 
pan over in the star sequence, I had 
someone pan the camera to the right as 
I kept pulling the plastic along. The pan 
was made at several different speeds to 
get a variety to choose from. Next, I 
panned the star background to the right, 
making several takes at different speeds. 
Finally, I shot the sun, panning into it 
several times at various speeds. 

After the film was developed, I 
synchronized these three elements so 
that they all panned over at the same 

projected image about the size of a 
12-field animation cell. 

I had a special glass pressure plate 
made to replace the regular one and 
fitted it with a spring arrangement so 
that it would keep the film pressed 
against the aperture. I realized that I 
would not be able to fit a mirror above 
the aperture, simply because the 1/8- 
inch mirror that I was going to use was 
too thick. So, instead, I used a piece of 
aluminum foil, which could be fitted 
right next to the aperture. For a light 
source I used a small, portable, 100-watt 
slide projector which I mounted on a 
piece of board next to the camera. I 
removed the projection lens from the 
projector and moved the condensers 
outside of the case where the projection 
lens would normally be. Then I took a 
set of condensers from my 16mm pro¬ 
jector and placed them between the 

shooting ratio for an effect was some¬ 
where around 60:1, but for this shot it 
came to 100:1, because the shot had to 
be done in the camera. At first I tried 
zooming back from each element of the 
composite with the powered zoom lens, 
superimposing them over each other in 
the camera. However, I found that 
although I thought that I had started 
each take at the same moment, I would 
really never get all of the elements to 
pull back in sync, because of the small 
variations in starting time. So, finally I 
wired the camera motor and zoom lens 
motor into a double-poled switch so 
that they could be fired at the same 
instant. But in spite of this, there were 
still small variations in current, and so 
the speed from take to take varied. 
Thus, out of 400 feet of re-shooting the 
same shot, I got one good take. 

My next problem was to show a large 

(LEFT) Photographing a "star", which is no more than a hole punched in a sheet of aluminum foil placed over a photoflood reflector. (RIGHT) 
Photographing a glass object placed on the turntable, using "pinpoint" light source and a 90mm macro lens, with +2 and +3 diopters. A simple device, 
discovered by accident, it created a scintillating effect on the screen. 

star shining brightly out of the star 
background and then pan over to the 
sun. Making the star shine was difficult 
simply because I did not know how to 
do it. I had previously experimented 
with pieces of scratched plastic to create 
rays around a light source. I did not 
want the rays to remain stationary, but 
to move off the star into space. I 
decided that I might try moving the 
scratched plastic in front of the lens 
during a take. So, I took a 3-foot piece of 
plastic, scratched it against a rough 
surface to create very fine lines, and 
pulled it across the lens, which was 
pointing at a small hole in a piece of 
aluminum foil mounted over the reflec¬ 
tor which was holding a 250-watt bulb. 

time and at the same speed. I ran them 
through the printer with the appropriate 
filters, but the first time they were out 
of sync, so I re-synchronized them and 
finally got a good shot. 

The most difficult segment of the 
film was the traveling matte sequence, 
for in this series of shots I had to 
rotoscope and matte each frame of a 
15-foot length of film, an operation 
which required 600 drawings. At first I 
did not know if the rotoscoping would 
work at all, and I really did not have the 
proper equipment for this type of work; 
in fact, all I had was my old R16 Bolex, 
but I tried it anyway. I mounted the 
camera on my homemade animation 
stand at a height that would produce a 

condensers of the 100-watt projector 
and the camera. When the 25mm cam¬ 
era lens was set at F/1.4 I got a fairly 
bright image on the white paper cover¬ 
ing the bed of the stand. I had no 
animation motor to power my Bolex, 
nor could I afford to buy one, so I had 
to use the unimotor, which was not 
intended for animation, but which 
worked very well nonetheless. 

I loaded the camera with the se¬ 
quence that I wanted to matte, turned 
the shutter selector to "time,” and 
connected the cable release to the cam¬ 
era. The procedure for matting was as 
follows: I would lay a cell on the peg 
bar and over the sheet of white paper. 

Continued on Page 456 
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For 
ANGENIEUX 
Lenses: 

9.5 - 95 

12.5-75 
12-120 

12-240 

BEHIND-THE-LENS FILTER HOLDERS FOR ANGENIEUX 
ZOOM LENSES FOR ALL 16mm & 35mm ARRIFLEX 
AND ECLAIR CAMERAS. . . 

Have the convenience of having filters on hand to meet all normal filter requirements, plus the advantage of easily using any 
special purpose or special effects filters - all at little expense. And avoid problems too: It is seldom that a filter becomes 
damaged, but if it does, and it's a gel filter - no problem - just toss it away and stick in a new one. Extra filters make some of 
the best insurance you can have. Prices include AIRMAIL shipment 

same day to anywhere. 

THESE FILTER HOLDERS AND KITS ARE REALISTICALLY DESIGNED THROUGHOUT TO OFFER THE UTMOST IN 
CONVENIENCE AND USEFULNESS FOR THE PROFESSIONAL CAMERAMAN. 

A two inch square of Wratten filter gel will make four filters for either type 
holder. Each holder has a ring of color to identify its place on a filter holder data 
chart where you can write in the exposure index for the films with which you 
will want to use it. The holders also have spacers to prevent Newton rings when 
more than one gel is used to make up a combination filter. They are packaged in 
kits with gel cutter, tweezer and indexed container for extra gels which has 
places for eight in each of nine compartments. 

And there is a FILM & FILTER DATA CHART for handy reference. 

Ask for brochures 

For 
ANGENIEUX 

P.O. Box 25007 Portland, Oregon 97225 

PHONE 503-292-5569 

25-250 

Type BTL35A - 

F 0 U R holders with kit  $65.00 

Type AE3GS - 

Five holders with kit  $40.00 

Four holders with kit 35.00 

GUARANTEED to meet with your com¬ 

plete approval or money refunded. 

CUSTOM MADE BY 

CUSTOM PHOTOGRAPHICS 

SOS/TAKITA CONTINUOUS PRINTERS 
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, Techniscopef 
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. 

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. 

Call or write for free illustrated brochure and prices describing the full line 
of SOS/TAKITA Optical Printers, Continuous Printers and full complement 
of printer accessories. * ©Technicolor, Inc. 

DEPT: SMA-50 
EAST: 40 Kero Road, Carlstadt, New Jersey 07072 • (201) 939-5250 
WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 469-3601 
SOUTH: 51 East 10th Avenue, Hialeah, Florida 33010 • (305)888-4604 
D.C.: 2215 M St., N.W., Washington, D.C. 20037 • (202)659-9600 

A DIVISION OF f&B/CECO INDUSTRIES. INC. 

SOS PHOTO-CINE-OPTICS, INC. 
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EUROPEAN CURRENCY REVALUATIONS 
HAVE CHANGED SOME CAMERA PRICES 

So which is the least 
expensive, totally 

professional camera: 
the Arriflex 16S/B? 
No. The Eclair CM3. 

1 
\ 

4 

What’s more, the CM3 lets you 
change magazines in five seconds, 
plus...shoot 16 and 35mm with the 
same camera! 

The Franc has been devalued; the Deutsche 
Mark has gone up. As a result, most French prod¬ 
ucts, including Eclair cameras, have become less 
expensive on the U.S. market, while most German 
products have gone up in price. 

With two 400 foot magazines, three lenses 
and constant-speed motor with sync-pulse gener¬ 
ator, the CM3 now costs about $200.00 less than 
the Arri S/B GS similarly equipped. Not much less, 
certainly. But with all its features, you would expect 
the CM3 to cost a lot more. The Arri S, of course, 
is the least expensive Arriflex. It’s the one with a 
body designed for 100 foot loads, to which you can 
attach a 400 foot magazine. 

extremely bright and accurate reflex viewing, 
(simpler optics, groundglass at the film aperture), 
a viewfinder and eyepiece that each rotate through 
360°, (any angle, either eye), three heavy duty bay¬ 
onet lens mounts, (for critical seating of wide-angle 
and zoom lenses), plus a variable shutter, matte 
box and sound blimp. 

You can also adapt the CM3 to shoot 35mm 
Techniscope in seconds, at no cost; and the CM3 
accepts Panavision lenses. Most features are being 
shot wide screen, most commercials in standard 
35mm, most industrials and documentaries in 
16mm. The CM3 is the only camera that will shoot 
all three formats. What’s your next job going to be? 
And the one after that? 

The CM3 is the Eclair camera that won 
an Academy Award for its design. In addition to 
its five-second clip-on magazine change and its 
unique capacity for shooting both 16mm and 35mm 
with the same camera body, same motor and same 
lenses, (different magazines), the CM3 gives you 

For a CM3 brochure, 
write to Eclair Corp. 
at 7262 Melrose Ave., 
Los Angeles 90046. 
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How do you want your 8MM ? 
Super or standard ? Color or 
black and white? Optical or 
contact printed ? Silent or sound ? 
Magnetic or optical track? 
Do you need complete lab 
work or just loading ? 
How about titles ? Music? 
Optical effects ? 

Reela can do it. 
Our recently completed 

facilities are the most 
sophisticated in the world . . . 
in layout, in equipment, in 
techniques. To top it off, 
all 8MM loading is done under 
"clean room” conditions. 
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Send your first order now. 
Or if you want further 
information, write for our new 
price list to Dept. 00772 
Reela Film Laboratories, 
65 N.W. Third Street, 
Miami, Florida 33128. 

r\UUIU LABORATORIES,INC. 
A Division of Wometco Enterprises, Inc. 

Phone (305) 377-2611 
IN MANHATTAN: (212) 279-8555 
100 West 40th Street. 

LICENSED LOADING FACILITY 
FOR TECHNICOLOR® 
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Would you be 
astonished? 

A 16mm producer in a distant city who for years has had 
all his laboratory work done at MPL, recently came to visit us for 
the first time. He said he was astonished at what he saw, and ex¬ 
claimed, “I had no idea of the size of this place!” 

MPL is a large laboratory, but we take no pride in our mere 
size. If we have reason to be proud of anything, it is that we have 
a complete 16mm laboratory, fully staffed and fully equipped, 
affording our customers an unusually comprehensive service. 

Our extraordinary growth in the past 15 years attests to 
the fact that we consistently give our customers, in every part of 
this country, prints of superior quality—and do it promptly. 

We give them the same quality and service on 8mm film. 
If you want a dependable, comprehensive laboratory that 

gives you prints of superior quality, and promptly, send us your 
film today! 

MPL’s Comprehensive Services Include: 
PRODUCTION 
SERVICES: 
Editorial 
Conforming A/B Rolls 
Titling 
Film Treatments 
Film Lubrication 
Scripting 

SPECIAL 
SERVICES: 
Color or B & W Videotape to 

Film Transfers 
35mm to 16mm Optical 

Reductions 
16mm Opticals with Effects 
16mm to 8mm Reductions 
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PROCESSING: 
B & W Reversal 
B & W Neg/Pos 
Color ECO and EF 
Color Interneg/Pos 
Reg. & Super 8, also 

PRINTING: 
B & W Interneg/Pos 
B & W Reversal 
Color Interneg/Pos 
Kodachrome Prints 
Ektachrome Prints 
Printing Masters 
Reg. & Super 8, also 

SOUND: 
Original Recording 
Rerecording 
Mixing 
Interlock Screenings 
Sound Optical Transfers 
Music Libraries 

fCV\ 

Mi ?PLi 
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MOTION PICTURE 
LABORATORIES,INC. 
781 South Main Street 
Memphis, Tenn. 38106 
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EVEIVIEIMT 

Conrad Hall, ASC, awarded coveted "Oscar" as top cinematographer of 1969, 

discusses challenges and techniques of photographing the winning film 

r- 

i 

By HERB A. LIGHTMAN 

Rattling around in the unaccustomed spaciousness of a 
747 "Jumbo Jet'' en route across the Pacific, I was told that 
the in-flight movie to be shown was ''BUTCH CASSIDY 
AND THE SUNDANCE KID". 

I had already seen, and enjoyed, this very entertaining 
picture twice—but no matter. I have been known to view a 
really superior film (''CITIZEN KANE”, "SEVEN SAMU¬ 
RAI") as many as a dozen times, so I was looking forward to 
another go-round with "BUTCH CASSIDY”. It struck me, 
however, that it might be interesting this time to watch the 
picture without the sound, so that I might study the purely 
visual elements (photography and editing) of the production. 

I settled back, free of the earphones, and gave myself up 
to purely visual contemplation of the images that flowed 
across the screen. Undistracted by dialogue, music and sound 
effects, I was able, for the first time, to give full attention to 
the photography, and I was stunned to discover how 
absolutely right each separate scene was in terms of mood, 
composition, camera movement and lighting. The style varied 
from raw and gutsy to soft and dreamy as the shifting moods 
of the action demanded, but it was always exactly appropri¬ 
ate to the specific segment of the story being portrayed. 

In my previous two viewings of the film, I had, of course, 
been aware that it was beautifully photographed, but the 
photography had not jumped out at me to call attention to 
itself. Now I realized that this was precisely why it was so 
very good. The Director of Photography had sublimated his 
personal ego in favor of dedication toward telling the story in 
the most provocative and appropriate way. He had done so 
with the highest degree of professional skill and artistry, but 
without once calling attention to himself or shouting, in 
essence, "Look what a jazzy cameraman I am!" 

When the picture faded from the screen (somewhere in 
the neighborhood of Hawaii) I asked the stewardess for 
stationery and dashed off an impulsive in-flight letter to 
Conrad Hall, ASC, telling him what a really fine job I 
thought he had done in photographing "BUTCH CASSIDY". 
It was not, God forbid, a fan letter, but simply a note to an 
old friend, saying: "Well done, buddy!" 

On the night of the Academy Awards I encountered him 
just as he was entering the auditorium with the radiant 
Katherine Ross on his arm. There were happy hellos and I 
wished him luck. I saw him again backstage immediately 
after he had won the coveted "Oscar” and I took a picture of 
him to capture the moment (see Page 419). He was a lot 
more surprised that he had won than I was—and clearly on 
Cloud Nine. 

Later in the week, at my request, he flew down to 
Hollywood from San Francisco to tell me about his part in 
filming "BUTCH CASSIDY". In discussing his basic ap¬ 
proach toward the photography of the picture, he said: 

"I met with the director, George Roy Hill, at the very 
beginning and we spent a lot of time talking about the script. 
The story is about two hold-up men who are put out of 
business by advancing technology—by "Superposses' and 
banks that have become invulnerable. They try other means 
of earning a living, but they find they are not suited for 
anything else—not even the army wants them. So they just 
keep on going downhill until the final denouement. 

"The objective in the filming was to have this inexorable 
envelopement of modern technology come over as some sort 
of symbolic thing, so that the law and advancing technology 
would be evidenced as symbols, rather than actual, recogniz¬ 
able elements of society. We had to do something visually to 

f 
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(LEFT) Paul Newman, with willing passenger, Katherine Ross, clowns it up on a bicycle in a lyrically photographed sequence representing a mellow and 
merry time out of violence. (CENTER) A dramatically composed and lighted scene that takes place inside a box-car during railroad hold-up. (RIGHT) 
Gutsy photographic treatment is accorded the several sequences of raw violence that dominate the action of "BUTCH CASSIDY AND THE SUNDANCE 
KID". The Director of Photography demonstrates his versatility with a wide range of visual styles, each of which is perfectly slanted to the mood and 
action indicated. 



(ABOUT THE DIRECTOR OF PHOTOG¬ 

RAPHY: CONRAD HALL, ASC, is a graduate 

of the University of Southern California 

Cinema Dept., where he studied under the 

great Russian montage expert, Slavko Vorka- 

pich. After graduation, together with two 

former classmates, he formed Canyon Films 

and became a cameraman "by accident" when 

they drew straws to see who would do the 

photography on their first color feature, "My 

Brother Down There", which was made in 18 

days on a $150,000 budget. Later he photo¬ 

graphed footage for several Walt Disney na¬ 

ture films including: "The Living Desert"and 

"Islands of the Sea". He eventually became 

camera operator for such Directors of Photog¬ 

raphy as Robert Surtees, ASC, Ted McCord, 

ASC, Ernest Haller, ASC, Floyd Crosby, ASC, 

and Hal Mohr, ASC. His first assignment as 

director of Photography was on the "Stoney 

Burke" television series, followed by "The 
Outer Limits". Hall's feature credits include: "The Wild Seed", 

"Incubus", "Morituri", “Harper", "The Professionals", "Divorce 

American Style" and "Cool Hand Luke". He received a 1965 

Academy Award nomination for his black and white cinematography 

of "Morituri" and was nominated again in 1967 for his stunningly 

dramatic photography on Richard Brooks' filmization of the Truman 

Capote best-seller, "In Cold Blood", which was shot entirely on 

location in Kansas and in the other locales where the grisly events 

actually took place. Since then he has functioned as Director of 
Photography on "Hell in the Pacific", "The Happy Ending"and "Tell 

Them Willie Boy Was Here". He is currently preparing to direct his 

first feature film from his own screenplay based on a William 

Faulkner novel.) 

get this idea across—yet, in terms of action, we still had to 
have the traditional chase between the desperadoes and the 
law. 

"We talked a lot about it and finally came to the 
conclusion that the best thing to do was to keep from 
recognizing any of the members of the Superposse as 
individuals, to keep them always at a great distance, to keep 
them moving at a steady, relentless speed, rather than 
hellbent for election—but never stopped. They are always 
moving, always coming on, not hurrying, but always overtak¬ 
ing. The men they are chasing stop to rest, but they never 
rest. They just keep coming. They are, in a way, superhuman. 

"I felt that the best way to show this in visual terms was 
to use an extremely long lens and take advantage of things 
like heat-wave distortion to make the figures wispy, unrecog¬ 
nizable, yet somehow menacing. I'm not certain that it works 
all the time, because when you use a long lens there is a 
tendency to make things very beautiful. The lens throws the 
background and the foreground out of focus and creates a 
lovely, dreamy sort of aura that kind of works against 
anything you show being a menace. 

"However, in this case, because the men of the Superposse 
are all dressed alike, because they are always far away and 

Low-key lighting, with barely perceptible fill, goes far in creating an 

aura of romance in love scenes involving Katherine Ross and Robert 
Redford. Such sequences, interspersed with violent action, lend the 
film a dimension of light and shade that boosts it far above the level 

of the usual Western. 

always keep coming, I feel that they actually become a 
menace. I tried to enhance this impression photographically 
by keeping them at a distance, enveloping them with dust, 
distorting them with heat waves and shooting them through 
out-of-focus leaves and such, in order to have them come 
over as symbolic rather than real beings." 

The lens he used to achieve these effects was Panavision's 
50mm-to-500mm Panazoom, racked out all the way. 

"I had the attachments to extend the focal length to 
1000mm,” he comments, "but I didn't feel the need for all 
those extra millimeters.” 

While Hall's use of the long focal-length lens just described 

Conrad Hall, ASC, expresses many facets of his complex and animated personality as he discusses techniques of filming “BUTCH CASSIDY" with the 
author. A thorough professional, highly trained in the classic tenets of cinematography, he now dares to break the rules in reaching out for more honest 
and interesting ways of telling a story on film. In seeming contradiction, he says: "There isn't a single new technique in 'BUTCH CASSID Y', as far as I'm 

concerned. It's what /'ve done all mv life. Technique varies with each story, and you draw on your experience to try to tell the story as best you can." 



(LEFT) Since "BUTCH CASSIDY" is a period piece, much of the interior action takes place supposedly by the light of kerosene lamps. To simulate the 
source accurately as coming from practical lamps in the scene, while still providing sufficient illumination for color photography. Hall hid peanut-type 
"gimmick" lights behind the actual flames and dropped the voltage to warm up the color temperature. (CENTER) The effect of a point source with little 
or no fill light suited the mood of this scene. (RIGHT) Simulated lamplight added much to the aura of romantic scenes. 

is not new (and he would be the last to imply that it is), 
there is one radical technique which he utilized in "BUTCH 
CASSIDY" that might be considered unique—and even quite 
dangerous in the hands of anyone but a master technician. 

In short, he had deliberately over-exposed some of his 
exterior scenes by two full stops in order to wash some of 
the "postcard Blue" out of the sky. 

"I had become obsessed with the cliche of the blue sky," 
he explained. "They look too pretty-especially in a film 
that's supposed to be very dramatic. Naturally, when you're 
shooting out on the desert or up in the mountains you've got 
a lot of blue sky. I tried my best to get rid of this by 
over-exposing the film radically and forcing the laboratory to 
print it back. This pales out the blue to something soft and 
light, and I could stomach that. Also, it's easier and faster to 
work this way because you don't need any booster lights 
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when you over-expose the film. There's no need to fill the 
shadows because you've already exposed far beyond what 
the normal exposure for shadows would be." 

My mind boggled. 
"But what happens to peoples' faces?" I asked, somewhat 

aghast. "When you're that far over-exposed you not only 
wash the color out of the flesh tones, but you lose the 
texture, as well." 

"Well, I don't mind washing out the texture," he said. "I 
hate everything razor sharp. On TELL THEM Wl LLIE BOY 
IS HERE' I used the over-exposure technique almost all 

the way through the picture and the footage looks beauti¬ 
ful." 

What could I say? He had just won an Academy Oscar by 
doing what made my blood run cold just to contemplate. 

He went on to elaborate on the sharpness thing. 
"I'm an 'against-sharpness' cameraman, for the most 

part," he said. "I dislike sharpness in the foreground and 
sharpness all the way to infinity. I used to love it at one time 
in my development as a cameraman—during my 'CITIZEN 
KANE' phase. I used to stop down to F/64, and that sort of 
thing. But I've changed, and I don't like that look any more. 
That doesn't mean that it's not valid, or that I might not use 
it if it worked for a story I was telling—which is the only 

Continued on Page 472 

An apple for the teacher. Katherine Ross, playing a school teacher 
turned genteel gun-moll, strolls with Cinematographer Hall on location 
in St. George, Utah. Other locations included Durango and Silverton, 
Colorado and Taxco and Cuernavaca in Mexico. 

In retrospect. Hall is unhappy with his night-for-night street scenes in 
"BUTCH CASSIDY"—claiming that they are over-lighted. "I have a 
tendency to use too much light," he says, "but I am trying to combat 
it." He is the severest critic of his own work. 



ARRIFLEX at work — ONE OF A SERIES 

Cameraman Glen Kirkpatrick in close confines of control room. 

t 
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ARRIFLEX® GOES UNDERWATER TO DEPICT 
THE MISSION OF NUCLEAR SUBMARINES 

Underwater defense is a deadly serious busi¬ 
ness ... and the hand-picked crews that man our 
nuclear submarines are highly trained, skillful 
and well-equipped to do their work. 

This, in a nutshell, is the story that “The Sub¬ 
mariners”, a half-hour TV film, produced by Sun 
Dial Films, Inc., for the U.S. Navy, is intended 
to tell. The film shows life aboard a nuclear sub, 
and the efficiency with which both men and ma¬ 
chinery accomplish their hazardous and vital 
job. 

It would be difficult to name a more restrictive 
set for location shooting than a submarine’s in¬ 
nards. With a premium on every inch of space, 
Producer-Director Carl Ragsdale and Camera¬ 
man Glen Kirkpatrick chose the Arriflex 16S. As 

Glen put it: “It’s compact, lightweight, and com¬ 
pletely reliable. That’s what I needed for the job.” 

Sun Dial’s Arriflexes went with them to every 
major submarine base on the East Coast. They 
dove with them in “Skipjack”, “Shark”, “Triton”, 
“Guardfish” and “Tusk”. Tripod-mounted where 
there was room; hand-held where there wasn’t, 
Kirkpatrick’s Arri captured graphic, memorable 
footage of detection, tracking and simulated at¬ 
tacks...and the quieter moments of a sub¬ 
mariner’s life, as well. 

Not every assignment is this difficult or dra¬ 
matic. But, whether the going is tough or easy, 
it’s good to have Arri’s handling ease and 
optical/mechanical superiority at work for you. 
And that, in a nutshell, is the Arriflex story. 

A 

ARRIFLEX 
Woodside, N. Y. 11377 r% CORPORATION OF AMERICA 
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HOW TO BUILD YOUR OWN LOW-COST 
DOUBLE - SYSTEM SYNC GENERATOR 

By STEPHEN A. KALLIS, Jr. 
For film-makers on a shoestring budget: a painless 

way to convert your recorder for lip-sync shooting 

If you have been thinking of shoot¬ 
ing your films with double-system 
sound, and if your camera has a 
synchronous motor, for about $30.00 in 
parts, and a little labor, you can con¬ 
struct a signal generator that can be 
used with a number of tape recorders to 
permit the synchronism necessary for 
double-system work. Furthermore, the 
construction is so straightforward that 
even if you are absolutely unhandy with 
tools, the labor charges for constructing 
the gadget should be well within the 
budget of even the most cost-conscious 
producer. 

Before explaining how to build the 
unit, I would like to review briefly the 
way double-system sound works. In 
essence, double-system recording is 
when picture and sound are recorded on 
two separate media and are later com¬ 
bined for the final release. What is 
important in double-system work is that 
the picture and the recorded sound are 
somehow interlocked so that one does 
not lag behind the other. 

In the early days of double-system 
sound recording, this was done rather 
easily. Since in many cases the sound 
track was recorded optically on photo¬ 
graphic film, all that had to be done was 
to make sure that the optical recorder's 
film was running through the recorder 
at the same speed that the camera's film 
was running through the camera. This 

was done through the use of synchro¬ 
nous motors. 

A synchronous motor is a special 
type of AC motor whose speed depends 
upon the frequency of the alternating 
current rather than the precise voltage. 
If both the camera and the recorder 
have synchronous motors, therefore, 
and they are hooked up to the same 
power source, they will automatically 
be "in step" once they have come up to 
speed. 

The recording medium need not be 
an optical film, incidentally. Sprocketed 
magnetic tape and a magnetic recording 
assembly could be substituted for the 
sound-recording film and the optical 
galvanometer, respectively, with the 
same results. 

There are some problems with these 
methods, however, and they have be¬ 
come obsolete (or at very best, obsoles¬ 
cent). One disadvantage has been sheer 
bulk. Consequently, the industry has 
developed more compact recorders. 

The development of the 14-inch tape 
recorder led to its becoming the obvious 
successor to sprocket-driven recording 
media. The tape is compact, both be¬ 
cause of its width and its thickness. 
However, standard 14-inch tape has no 
sprocket holes; it is held against the 
drive capstan by friction provided by a 
rubber idler wheel. To interlock the 
progress of the tape through the tape 

recorder with the film, some equivalent 
to the sprocket holes had to be devised. 

Thinking back to what a synchro¬ 
nous motor is, we can see that while the 
solution to this problem is perhaps not 
obvious, it certainly is logical. Since a 
synchronous motor is dependent upon 
the frequency of the alternating current 
that powers it, if we could record the 
frequency of the line at the same time 
as we were recording the dialog, the 
dialog would have a reference signal for 
later interlocking. This technique is 
somewhat like putting "magnetic 
sprocket holes" in the tape, although 
the way it works is a bit more sophisti¬ 
cated. 

In operation, the recorded synchro¬ 
nizing signal is compared to a standard 
line frequency signal. If the tape is 
going, say, slower than it should, the 
pitch of the recorded line frequency will 
be lower than it should be; similarly, if 
the tape is going faster than it is 
supposed to, the pitch of the synchro¬ 
nizing signal will be higher than it ought 
to be. In a laboratory, the playback 
equipment is engineered with circuits to 
control the speed of the unit's drive 
motor so that the tape will always pass 
through the playback unit at the proper 
speed to maintain the correct pitch. In 
simplified detail, then, this is how dou¬ 
ble-system recording, using unperfo¬ 
rated magnetic tape, works: 

(LEFT) The author's homemade synchronizing generator is small, compact and smooth, with only a switch and pilot light protruding from the front. 
(CENTER) Aluminum box shown with sides and top removed. All components are affixed to the walls in order to eliminate protrusions on the bottom 
and permit easy access from the top. (RIGHT) The synchronizer shown attached to one of a number of standard recorders with which it can be used. 
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Toggle Switch 

,/ 
Transformer 

* 

Shielded 
Ca^le RCA Plug* 

i =£23= 

«€D=« 
Resistor ph^ne 

Plug* 

Terminal Strip 
Pilot Light 

Neon lamp resistor, if needed 

*Whichever is appropriate 

Rough sketch showing how the various components of the double-system synchronizing generator 
are hooked up in relation to each other. The only readily available step-down transformers that will 
go low enough for this purpose are those used in tube chargers and these must be ordered from one 
of the larger suppliers, such as Lafayette Radio or Allied Radio. The transformer may have to be 
mail-ordered, but all of the other components should be available locally. 

One problem has been to make sure 
that the synchronizing signal does not 
interfere with the recorded dialog, and 
there have been several clever methods 
of overcoming this problem. Most of the 
solutions call for special recording heads 
or recording head orientations at the 
tape recorder, and these are known in 
the trade by such names as Rangertone, 
Perfectone, NeoPilot, etc. It is also 
possible to use one channel of a stereo¬ 
phonic tape recorder (subject to restric¬ 
tions that I will discuss later) for the 
synchronizing signal, while leaving the 
other free for the dialog. 

Since the current in a line is com¬ 
posed of alternating electricity, and 
since the current produced by a micro¬ 
phone is alternating electricity, an ob¬ 
vious question would be, why not just 
plug a power line into a tape recorder 
and use that for the synchronizing 
input? The answer is that what comes 
out of a power cord is far too powerful, 
both in voltage and amperage, so we 
have to produce a "buffer" device to 
reduce it to manageable proportions. 

The first thing that is necessary is to 
cut down the voltage. Power line voltage 
is usually 115 volts; most recorders can 
handle input voltages of only V2—V/2 

volts. Along with this, we need to make 
sure that we do not feed too much 
current to the recorder. The input to a 
recorder is usually measured in thou¬ 
sandths of an amp; even the most 
minimal American house wiring will 
deliver a good 10 amps. 

From these constraints, the design 
grew. The parts you need are simple: a 
step-down transformer, a resistor, a 
power switch, a pilot light, terminal 
strips to connect the parts to, an output 
cable, a power cord, and something to 
house the whole works in. 

Actually, there are very few step- 
down transformers that will go low 
enough for our purposes: the only ones 
that do, and which are readily available, 
are transformers used in tube checkers. 
Such transformers are available through 
the larger radio-electronics parts sup¬ 
pliers such as Lafayette Radio and 
Allied Radio. It is doubtful if these will 
be available in smaller local shops. Con¬ 
sequently, plan on mail-ordering this 
component unless you are close to the 
corporate supply warehouse of one of 
the major suppliers. The rest of the 
items ought to be available locally; you 
should refer to the parts list. 

The only tools you will need are an 
electric drill, a soldering iron, a screw¬ 
driver, and a small wrench or pair of 
needle-nose pliers. Mechanical assembly 
is very simple, and parts placement is 
not especially critical. 

First, the mechanical work should be 
performed on the box that will house 
the components. For lightness, strength, 
and workability, I selected an aluminum 
box. These can be drilled easily with the 
standard 14-inch electric drills usually 
found in every home workshop. As a 
general rule, I fit all components onto 
the walls of such boxes rather than the 
floor; since the components are to be 
bolted on, this permits the finished box 
to sit easily without any protrusions. 
Further, if you refrain from putting any 
of the components on the top (or 
"cover"), servicing will be easier—if it 
ever needs any. 

In my model, I placed the pilot light 
and switch on the front of the unit, and 

the transformer, the tiedown strip, and 
the holes for the cords on the back. 
Since the transformer will probably take 
up the majority of the internal space of 
the box, after mounting holes have been 
drilled for it, it should be mounted 
temporarily so that the other compo¬ 
nents can be placed around it to deter¬ 
mine their positions. 

Positioning the components, I repeat, 
is not particularly difficult, but suffi¬ 
cient room should be left between them 
to allow you to solder things easily. Be 
certain that your box is large enough; 
component sizes may vary a little, but 
you should have plenty of room inside a 
box with the minimum dimensions of 6 

Continued on Page 458 

PARTS LIST FOR SYNC GENERATOR 

Transformer: Chicago-Stancor P-1834-3 or equivalent 
Toggle Switch: Cutler-Hammer 8280-K-14 or equivalent 
Resistor: IRC PW-10 2-ohm power resistor or equivalent 
Pilot Light: Alco BNE-2 or equivalent (needs external 100,000 ohm 

resistor) 
Terminal Strip: H. H. Smith 848 or equivalent 
Al. Box: Premier AMC 1007 or equivalent 
Output Cable: Switchcraft 25AF84 or equivalent for RCA plug re¬ 

corder input 
Switchcraft 05AK84 or equivalent for phone plug 
recorder input. 

wire, mounting bolts and nuts. 
: Allied Radio, 100 N. Western Avenue, Chicago, Illinois 

60680 
Lafayette Radio Electronics, P.O. Box 10, Syosset, L.I., 
N.Y. 11791 

Line cord and plug. 
Suggested Suppliers 
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BEL AIR CAMERA 
AND HI-FI 

9Z7 WESTWOOD BOULEVARD 
LOS ANGELES 900X4 (X13)X7X-$Xl4 

West Los Angeles Headquarters for ARRIFLEX 
BEL AIR CAMERA has long enjoyed an enviable reputation as an unquestioned source 
of information and counsel on all subjects pertaining to professional and advanced 
amateur 8 and 16mm cinematography. Bel Air Camera’s thoroughly competent staff is 
constantly available to assist in any cinematographic problem. Additionally, every 
available Beaulieu, Arriflex, Siemens and Uher product is instantly available from stock. 
We will be happy to send you literature on any of these superior cinema products. Just 
mail the coupon below, or phone if you prefer. You will enjoy your association with 
Bel Air Camera. 

1. The ARRIFLEX 16S. A highly advanced motion picture camera with mirror-shutter 
reflex viewfinder; ultra precise registration-pin film movement; three lens diver¬ 
gent turret; fps tachometer; takes 100 ft. internal spool — 400 ft. external maga¬ 
zines. Rugged, capable, and versatile. Electric motor drive. Available with or 
without motor, lenses, and matte box. An all around 16mm camera, capable of 
producing professional results without complicated operating procedures. The 
famous Arriflex 16M and Arriflex 16BL are also available at Bel Air Camera. Drop 
in and inspect these extremely fine cinema cameras... or write for literature. 

2. The Beaulieu R.16. This is one of the world’s most advanced 16mm motion picture 
cameras. Embracing features not found in any other 16mm camera such as the 
“Reglomatic’’ (Patented) automatic diaphragm control, mirror shutter, extra luminous 
reflex viewfinder system, electronic speed control, sync sound capabilities, self- 
contained battery, ability to use any C mount or 24 x 36mm miniature camera lens, 
and its extreme light weight, the Beaulieu R.16 can answer, the requirements of 
any cinematographic project. Long the favorite of the news cameramen, it is fast 
becoming the first choice of the “New Cinema” producers. A thorough examination 
of the Beaulieu R.16 will convince you that this is your camera. 

3. UHER 1000 Report Pilot “Sync” Tape Recorder, designed especially for studio 
quality sound motion picture production. Perfectly matched for use with such 
cameras as Beaulieu R16, the Arriflex, the Eclair, etc. The guaranteed frequency 
response of 20-20,000 Hz at its stroboscopically controlled speed of V/2 ips and 
full track recording leaves no margin for error, and results in perfect synchronized 
sound the first time-every time. Fully “climatized” to ignore temperature and 
humidity variations, and ruggedly constructed to withstand the unavoidable abuse 
of “in the field” operation. Combines such specialized features as interruptable 
automatic photo-electric level control, interruptable low frequency filter, Pilotone 
level test button, battery condition test button, off-the-tape monitoring, continuous 
stroboscopic speed control, built-in monitoring speaker, and adjustable playback 
and record equalization, (CCIR or NARTB) 

4. The all-new BEAULIEU 4008ZM (motorized zoom/motorized macro) Super 8 motion 
picture camera fulfills the most exacting demands of the professional camera 
user, and enables the advanced amateur to produce motion pictures far above the 
average range and quality. EXCLUSIVE features include a macro system with 
precise power focusing as close as 1 mm from the surface of the lens, 
motorized zoom with infinitely variable speeds from 2 to 12 seconds, continuously 
variable frame speeds from 2 to 70 ips, and the largest, (27X Magnification!) 
and most brilliant of all Super 8 reflex viewing screens. Standard equipment 
includes the superior Angenieux 8-64 mm f.1:9 automatic zoom lens. Automatic 
exposure control, variable mirrored shutter, interchangeability of lenses. 

5. The HERVIC HYDROFLUID JR. An ultra-precision, sturdy, vibration free tripod 
designed for cameras weighing up to 20 pounds. The only fluid tripod with integral 
ball and built-in spirit level for quick and exact leveling regardless of terrain. 
Velvet smooth pan of 360 degrees, and tilt from plus 85 to minus 85 degrees, 
mounted on pan and tilt shafts to accent its smoothness and precision. Finely 
finished all aluminum construction — only 17 pounds complete with V-groove 
heavy duty wooden legs equipped with secure quick-acting locks. Telescoping 
pan/tilt handle is adjustable for angle and right or left hand operation. The 
largest silicone dampening area in its class of fluid tripods. 3/8 inch tie down 
screw with quick lock. 

Bel Air Camera and Hi Fi, 
927 Westwood Boulevard, 
Los Angeles, Calif. 90024. 
Please send me literature on the cinema products checked. 

[□ Arriflex □ Beaulieu R.16 □ UHER 1000 □ Beaulieu 4008ZM 
□ HERVIC Hydrofluid Jr. □ SIEMENS 2000 Sound Projector-16mm. 
Name  
Address      

. City State Zip  
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An unprecedented, down-to-earth source book, this invalu¬ 
able working tool is 

• an alphabetical summary of the mass of information mak¬ 
ing up today's accepted production procedures 

• a handbook for professionals who require the most up-to- 
date information, charts, tables, and time-saving guidance 

• a virtual crash course in production, especially useful to 
producers of TV commercials and nontheatrical films (and 
a perfect guide, not only for amateur movie makers, but 
for those headed toward careers in the industry) 

• a complete reference on processes, techniques, materials, 
and equipment. 

Compiled by a respected industry authority, with the help of 
an advisory board of top men in a wide variety of related 
fields, this giant, profusely illustrated volume offers an un¬ 
equaled amount of how-to-do-it information in a single 
source. It is an all-inclusive guide for everyone engaged in 
the production of motion pictures and television program 
material. 

Wider in scope than any other one-volume work on the sub¬ 
ject, the book encompasses ail the technical advances and 
practical breakthroughs made since the first one-reeler. 
Avoiding undue complexity but providing essential back¬ 
ground information, it defines special terms and explains the 
practical applications of all techniques. In this book you will 
find answers to thousands of questions about every phase of 
production and involving such subjects as animation, aspect 
ratios, exposure, filters, lenses, lighting, matteing processes, 
opticals, photography, processing, editing, sound and record¬ 
ing, special effects, and new techniques that have been devel¬ 
oped abroad. 

Whether you want to look up a special process, review alter¬ 
nate ways of solving tricky problems, refresh your memory, 
or just get a concise summary of a less familiar specialty, this 
book is the one place where you will find all the information 
you need. 

Name 

797 pages, large 71/2 x 9V4 format, 
with hundreds of illustrations 
in color and black and white 

Address 

City State Zip  
23 ACT 570 

the only 
reference volume 
that meets every 
professional need 
for information 
about film and 
TV processes and 
techniques today 

McGraw-Hill Book Company 
330 West 42nd Street, New York, N.Y. 10036 

Please send me copies of Levitan's AN 
ALPHABETICAL GUIDE TO MOTION PIC¬ 
TURE, TELEVISION, AND VIDEOTAPE 
PRODUCTION (373841) for ten days on 
approval. At the end of that time, I will remit 
$24.50 for each book I keep, plus a few cents 
for delivery costs and local tax (if any), and 
return the others postpaid. (Remit with this 
coupon and McGraw-Hill pays all postage 
and handling costs, and full return privileges 
still apply.) 
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SAM UHSON/HOLLYWOOD MOBILE 
The concept of the Samuelson/Hollywood Mobile is an exciting one. 
Into a single vehicle we have packed ... 41 lamps (of the latest type), a 750 kVA 
alternator, reflectors, grip equipment, two dollies including an Elemack, a 
lavator/darkroom, an illuminated make-up mirror, all manner of things like scrims, 
dots, butterflies, apple boxes, dichroics, acrylics, even deck chairs ... and with 
enough space left to pack away the camera and sound equipment of YOUR choice. 
Compact, flexible and tailored to movie making in the modern manner. 

FOR ALL YOUR PRODUCTION REQUIREMENTS 
CAMERAS: 

LENSES: 

PANAVISION: 
DOLLIES: 
CRANES: 

TRIPOD HEADS: 
HELICOPTER MOUNTS: 
LIGHTING EQUIPMENT: 

RECORDERS: 
SOUND ACCESSORIES: 

TELECOMMUNICATIONS: 

SOUND TRANSFER: 
EDITING EQUIPMENT: 

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. 
%in., 8, 16, 17.5 and 35mm., by Westrex. 
Moviola 8i Steenbeck Editing Machines, Joiners, 
Synchronisers, Moy Numbering Machines, etc. 

EDITING FACILITIES: 

DUBBING: 
VIEWING: 

PORTABLE PROJECTION: 
STILL CAMERAS: 

CLOSED ClRCUITT.V.: 

CAMERA CARS: 

HELICOPTERS: 
PRODUCTION FACILITIES: 

TECHNICIANS: 
FREIGHT AND 

PASSENGER HANDLING: 

Cutting Rooms, Productions Offices, Music 8i 
Effects Libraries, Mobile Cutting Room & Viewing 
Theatre. 
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 8i rear platforms, Casper Camera 
Cars. 
Alouette II Astazou, Bell 4764A. 
Full technical crews as required. 
All grades. 

Our own Offices at London & Amsterdam Airports. 

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

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

SAMUELSON 
FILM SERVICE 

LIMITED 

\ 
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It’s finally here —new Kodak Ektachrome 
Commercial Film 7252 —the long-awaited 
camera-film improvement in the ECO system 
that turns into sharper prints —especially in 
super 8. 

Give it a try. You’ll see the sharpness and 
the excellent color rendition in your 16mm 
prints right away. And you’ll really see the dif¬ 
ference in super 8 prints. 

But sharpness isn’t the whole story. 7252 
also has a wide exposure latitude. Which means 
you’ve got more control when faced with a 
tough lighting problem. If conditions just won’t 
permit you to shoot at the normal ASA 25 rating, 
push it up a stop to 50. It can then be forced 
processed and you’ve got it! 

Last but not least, 7252 is probably going to 
mean greater efficiency in the lab. That’s be¬ 
cause it’s designed for the new ECO-3 process 
which is more compatible with the popular 
ME-4 process. 

All in all, new Ektachrome Commercial Film 
7252 is the film to turn to when you want to 
turn out sharper prints. Check with one of the 
offices listed below for more information. 

OUR NEW ECO 
TIIDAIC IKITA CUADDED lUnliO IIIIU dVaHniLn 

SUPER 8 PRINTS. 

h::;V 

EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510 
Chicago: 312/654-0200 
Dallas: 214/351-3221 
Hollywood: 213/464-6131 
New York: 212/262-7100 
San Francisco: 415/776-6055 
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THE “ERECTOR SET” CAMERA 
How to modify the Canon Scoopic-16 camera to 

increase its film-load capacity and provide for 

a double-system sound recording capability 
By I. HOWARD SPIVAK 

Did you ever have the urge to take a 
16mm camera and create an entirely 
different set of characteristics for the 
camera and still retain the original de¬ 
sign capability and its "reason for 
being"? 

This is exactly what I attempted to 
do with the Canon Scoopic-16 which 
was designed primarily for the newsreel 
photographer as a possible supplement 
to his sound equipment. The camera, as 
originally designed, is also for the pho¬ 
tographer who needs a "grab" camera 
and is not interested in settings, lenses 
to change or exposure compensations. 

The basic Scoopic utilizes a perma¬ 
nently mounted 13-76mm zoom lens 
(1-6 zoom ratio) that is battery-driven 
by a 12.5 volt interchangeable, recharge¬ 
able nickel-cadmium battery that I've 
found will actually operate the camera 

Key to the modified Canon Scoopic-16 cam¬ 
era: (1) Bolex 12-volt torque motor, (2) Lock- 
in for 400' magazine, (3) Spirit level, (4) 
Sync-pulse generator outlet to recorder sync 
head, (5) Contact button for electric start 
marker, (6) Outlet to battery box or battery 
eliminator, (7) Selector switch for Off . . . Au¬ 
tomatic . . . Manual, (8) Settings for film and 
camera speed, (9) Bolex 400' magazine, (10) 
Light meter, (11) Zoom lens, (12) Trigger but¬ 
ton, (13) Eye-piece (adjustable), (14) Hand 
grip, (15) Sync generator. 

Key to sound elements applied to the modified Canon Scoopic-16 camera: (1) Sennheiser receiver 
for wireless microphone, (2) Sennheiser wireless microphone, (3) Sennheiser wireless transmitter, 
(4) Uher 4000 Report S with sync head, (5) Canon battery pack, (6) Battery eliminator. 

through at least eight 100-foot rolls. 
And, there is a miniature meter that 
shows the charge strength remaining in 
the batteries. The built-in Cds meter is 
surprisingly accurate. The thumb-action 
shutter release is also attached to the 
meter so that you are actually reading 
through the meter, and the motor is up 
to speed so fast that there is rarely a 
bright frame between changes. Loading 
the camera is automatic and the film is 
transported through the gates which 

form the loops and an automatic regis¬ 
tration pin is tripped by the cover as 
you close it, so if the film is not 

properly loaded, the door does not 
catch. 

At this point, I guess it's obvious that 
we have a basic hand-held 16mm grab- 
camera for fast shooting and no-non¬ 
sense operation that sells for about 
$1,250.00 . . . with everything built in. 

I decided to try retaining all these 
qualities . . . which was why I bought 
the Scoopic in the first place . . . and 
attempt to add several extra capabilities 
to this basic unit. However, the cost was 
important. With the availability of sever¬ 
al other pieces of equipment in my 
studio, it simply was not necessary for 

* 



(LEFT) The Canon Scoopic camera shown without the Bolex 400' magazine. (CENTER) Three-quarter view of the Scoopic without magazine, showing 
details of spirit level, lock for magazine and outlet connections. (RIGHT) Side view of the Scoopic, showing details of the connections. Elements added 

to the camera during modification increase versatility, while retaining the original design capability intact. 

1 

t 

me to go overboard with another cam¬ 
era. So I decided to add "piece-meal'' 
whatever I could to make the Scoopic 
more versatile. 

The first step was to convert the 
camera to accept a 400-foot magazine. 
The conversion itself adds only a few 
ounces to the camera and can be accom¬ 
plished in less than two days. The 
camera can still be operated using 
100-foot loads. The battery inside the 
camera, however, cannot be used since 
this area is required in the conversion. 
The Canon accessory battery box which 
holds two Canon batteries must be used 
after the conversion ... or, for that 
matter, any 12-volt battery source could 
be used. 

The Bolex 400-foot magazine is used 
for this conversion. This magazine has a 
number of advantages over other maga¬ 
zines available: it is good looking and 
balances the Canon well; it is light and 
rugged; 200-foot and 100-foot daylight 
loading spools can be used if desired and 
by having only one chamber for both 
feed and take-up rolls, the smallest 
possible configuration is effected. 

Film access from the magazine is 
through the battery compartment and 
the installation utilizes a Bolex 12-volt 
torque motor for film take-up. The 
power for this motor is supplied at a 
connector on the right side of the 
camera. The weight of this installation 
adds exactly 28 ounces to the camera. A 
light trap for the adaptor is supplied so 

that 100-foot loads may be used in the 
camera in its original state. This con¬ 
version gives the Scoopic the capability 
of an eleven-minute, six-second camera 
time. 

Using the battery box, the batteries 
will drive the camera at least 16 100- 
foot loads or at least two 400-foot 
magazines. All of the hand-holding char¬ 
acteristics of the camera are maintained 
with the addition of the 400-foot maga¬ 
zine. The camera can be loaded manual¬ 
ly with a loop of film from the maga¬ 
zine or can be loaded automatically 
when the unexposed film is taped to a 
tag of take-up film. This conversion cost 
$240.00 and the magazine cost another 
$180.00. 

The next step was to put in a 
sync-pulse generator. This was accom¬ 
plished by mounting the generator to 
the right side of the camera where it 
protrudes about an inch and a quarter. 
The output of this sync-pulse generator 
at 24 frames-per-second camera speed is 
60-cycle alternating current at nominal¬ 
ly 1.25 volts. 

This generator adds less than one 
inch average drag to the camera motor 
and about 12 ounces to the overall 
weight. This generator signal is compat¬ 
ible with Nagra, Uher, Stellevox, Cass- 
Sync and other professional double 
system tape recorders in current use. 
The generator is permanently mounted, 
unobtrusive and does not interfere with 
normal camera operation. 

The sync pulse generator cost 
$225.00. The third step was really a sort 
of convenience to go along with the 
sync-pulse generator ... I decided to 
put in an Electric Start Marker. This was 

Continued on Page 470 

Cannon's Scoopic 16, shown with sides re¬ 
moved from both the camera and the 400' mag¬ 
azine. When not used with larger capacity mag¬ 
azine, camera can be returned to original state. 
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SHOOTING A LOW BUDGET FILM 
TO “SELL” A CALIFORNIA CITY 

A two-man crew combines showmanship with technical 
skill to promote a West Coast "fun city" on film 

By FRANK TAYLOR 

Buena Park, California has more at¬ 
tractions per square foot than almost 
any city in the United States. Within the 
boundaries of this community of 
65,000 persons is Movieland Wax Muse¬ 
um, Knott's Berry Farm, Japanese Vil¬ 
lage and Deer Park, California Alligator 
Farm, Movieworld Cars of the Stars 
Museum and the vast Aviationland Mu¬ 
seum. 

Just 15 minutes away is Disneyland 
another tourist mecca. Yet, the city had 
a problem of identity. How should the 
city fathers go about telling the rest of 
the United States that Buena Park is a 
national fun spot—on a budget of less 
than $16,000? Alex Goodman, manager 
of the Chamber of Commerce and a 
man with promotional experience on a 
national level, felt that a motion picture 
properly distributed on television would 
be the most effective way to carry a 
message to the living rooms of the 
nation. 

Calling for bids, Goodman began the 
selection of a producer to implement 
the idea of selling his city with motion 

pictures. There are nearly 500 active 
television stations in the country, and 
all of them use a certain amount of 
public service time. It was Goodman's 
idea to create a half hour documentary 
style picture that could be given to 
stations for free use as a public service. 

Three proposals were presented by 
producers along the following lines. 
(1)A film introduced by a famous 
person with a standard documentary 
approach; (2) A straight documentary, 
(3) A theatrical presentation using a 
"family” who spends a day in the city 
with a celebrity cameo appearance. 

After careful consideration, the last 
idea was accepted and I began work on 
"BUENA PARK-JUST FOR FUN" 
with a carefully prepared script, story 
boards which had been used in my 
initial presentation, and a one-man crew 
consisting of Alan Campbell, my assist¬ 
ant director. Since the family was to 
provide a major portion of the film's 
continuity, their costumes were of great 
importance. There were to be five mem¬ 
bers in our family from Kansas City: a 

father and mother, a boy of 14, a boy 
of 12, and a daughter 6. 

Mother wore a simple dress of white 
and pink with a large straw hat, father 
wore a lime green shirt with a bright fish 
pattern on the back and a white hat, the 
oldest boy's costume was a combination 
of brown hues, the second son wore 
blues, and the little girl a bright red 
sailor dress. Each of these colors repro¬ 
duce exceptionally well in 16mm Ekta- 
chrome Commercial, our standard film. 

The selection of actors was a difficult 
task. I needed professional people who 
would appear to be a family on the 
screen, yet work for the limited budget 
I had available and be able to devote 
long hours to the project. The people 
finally selected filled all of those qualifi¬ 
cations superbly. The father, Anthony 
Jameson, Sr., a non-professional, took to 
the task of acting like a fish to water. 
His wife, Doreen, had been an actress in 
England for many years and was cur¬ 
rently doing television commercials. 
Their son Anthony, Jr. had been a 
professional model and was well suited 
to the part. 

(LEFT) Production Supervisor Pat LaTona uses a three-cornered suction base for the Miller Fluid Head (rented from Miller Specialty Company of 

Hollywood) to shoot a traveling shot from the rear deck of a convertible. (RIGHT) Using a Cine Special with 200-foot magazine, the author prepares to 

capture a prospector and movie "family” on film at Knott's Berry Farm in Buena Park, California. 
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(LEFT) Using the panorama of places like the Japanese Deer Park as locations, the author created a fast-paced promotional film for the Buena Park 
Chamber of Commerce. (RIGHT) Careful use of the Spectra meter helped cameraman Tony LaTona get precise exposure of actor Phillip Ahn and 
members of film family, Anthony Jameson, Jr., Anthony, Sr. and Grant Cannon. 
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Another non-professional, Grant 
Cannon, had a natural aptitude for act¬ 
ing as did Suzanne Taylor, my daughter, 
also a model of some experience. Since 
no cameraman has enough equipment, I 
felt it was important to establish a 
rapport with a film rental company and 
I went to see the people at F & B Ceco, 
where I had a long talk with the credit 
manager and the various department 
heads. 

This resulted in a working relation¬ 
ship that proved to be mutually benefi¬ 
cial. I was given endless amounts of 
professional advice and counsel, and 
every piece of equipment rented, from a 
5.9mm wide angle lens to a quartz light, 
was always in perfect condition. My 
basic camera was a Cine Special with a 
Par turret mount to accommodate four 
lenses. Backing this up was a Bell and 
Howell 70 DR and a rented Canon 
Scoopic zoom lens camera. To these 
were added, as needed, special lenses 
such as the 5.9mm wide angle already 
mentioned, 17-120 mm zooms, a 
200-foot magazine for the Cine Special, 
and other minor bits of equipment. 

The script was divided into four 
parts, the Movieland Wax Museum, 
which consisted almost entirely of inter¬ 
iors, the Japanese Village and Deer Park, 
(exteriors), Knott's Berry Farm which 
was about evenly divided between inter¬ 
iors and exterior shots, and the Califor¬ 
nia Alligator Farm with a combination 
of interiors and exteriors. 

To assure even light inside the Wax 
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Museum and still keep the beautiful set 
lighting of each group of wax figures, I 
asked the advice of both F & B Ceco 
and a friend, Tony LaTona, who had 
twenty years experience in this area. Six 
Mole Richardson 1K quartz lights with 
doors were chosen, and these when 
properly placed covered our require¬ 
ments. Later, on larger sets, Mole Rich¬ 
ardson 2K lights were used, but these 
put a heavy drain on the existing build¬ 
ing circuits and caused a certain amount 
of trouble. 

Three portions of the film were 
lip-synchronization and these presented 
special problems. The first one involved 
Phillip Ahn the famous character actor 
and was shot inside the Wax Museum 
while tours were being conducted. My 
sound man, Pat LaTona, used a Nagra 
recorder and a shotgun mike. We shot 

the scene wild with the Cine Special and 
matched it up later. This was not an 
ideal method, but worked well in our 
case. 

Pat recorded background sounds be¬ 
fore the start of our shooting so that we 
would have a section of sound to mix 
later if it was needed. He was to do the 
same thing outdoors and these sound 
tapes helped the editor build a profes¬ 
sional sound track. We found subjects 
inside the museum to be extra difficult 
to shoot. In many cases they were 
displayed in sets which didn't allow us 
the full use of our equipment due to 
confined space. 

A polished marble statue of Michel¬ 

angelo's Pieta was white, reflected light 
like a mirror, and had a revolving color 
wheel overhead that changed the hues as 
we were photographing it. Four Mole 
Richardson 2K lights were needed in the 
room to bring the temperature up to a 
point at which we could expose Ekta- 
chrome EF, but the results are some of 
the best we obtained in the picture. 
Again the invaluable assistance of Tony 

Continued on Page 464 

The author, using his Cine Special, lies flat on 
the ground to film low angle shot of a Ghost 
Town musician. 



A GOOD IDEA,THAT WORKS: 
You change the 
NPR’s magazine 
in 5 seconds or 
even less—and 
you don’t touch 
the film. Snap off the old 

magazine, check the aperture, snap on the 
new magazine. That’s all. No threading; no 
loop to form; no blimp to climb in and out of. 
You don’t need to touch the film at all. The film 
is threaded and the loop is formed inside the 
magazine when you load it, before shooting 
starts. The spring-loaded rear film pressure 
plate is on the magazine; the aperture is on 
the camera body. When you snap off the mag¬ 
azine, the aperture, registration-pin and claw 
are right before your eyes, visible and acces¬ 
sible for fast inspection or cleaning. Both 
double and single system magazines are 
available; and both types accept up to 400 
feet of 16mm film on cores or daylight loading 
spools.The magazines are co-axial, and each 
side is light-tight. So, even with core wound 
film, most of the loading can be done in day¬ 
light. You can see what you’re doing; and the 
whole thing is fast, easy and foolproof. 
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RELIABILITY & PRECISION 

PROVEN IN ACTUAL USE. 

A million and a quarter 
feet shot in eight months. 

For the ABC TV show “Everybody’s 
Talking,” Hollywood cinematographer Bald¬ 
win Baker ran a million and a quarter feet of 
16mm film through his NPR in eight months. 
That’s 7,000 feet per day, five days a week. 
And he didn’t lose a single frame. 

Footage blown up to 35mm 
is “Steadiest ever seen.” 

The NPR’s registration-pin holds verti¬ 
cal unsteadiness to less than one thousandth 
of frame height. Hollywood cinematographer 
Vilis Lapenieks has seen much of his footage, 
shot for Wolper Productions, blown up to 
35mm. His NPR footage is, he says: “Without 
a doubt the steadiest and sharpest blown-up 
image I have ever seen.” All three television 
networks regularly use NPR cameras to shoot 
documentary and news footage. Vilis Lape¬ 
nieks recently used one to shoot an hour-long 
Tijuana Brass color TV Special with a 
$750,000.00 budget. 
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some notes on the instant magazine change. 

ACTUAL CASE HISTORIES 
BELOW SHOW HOW THE 
INSTANT MAGAZINE CHANGE 

HAS HELPED FILM MAKERS. 

Unexposed gate survives 
blowing sand in desert. 

New York film maker Michael Wadley 
took three cameras with him to shoot a moun¬ 
tain climbing expedition in Afghanistan. En 
route, he had to shoot in a desert, with sand 
blowing everywhere; but he managed to 
crouch under a coat and whip on a new NPR 
magazine in three seconds. The other two 
cameras, which had to be opened up and 
threaded, were both eventually rendered un¬ 
usable by sand that got into their movements. 

Unobtrusive mag change 
doesn’t disturb lions. 

Shooting a Special on Africa for ABC 
TV, New York film maker Jerry Feil found him¬ 
self within a few yards of a lioness and several 
cubs eating a newly killed antelope. By mov¬ 
ing very slowly, Mr. Feil was able to slide off 
his empty, rear-mounted NPR magazine and 
clip on a new one without distracting the ani¬ 
mals from their feed. 

Changing magazines on 
the run-literally. 

Shooting President Johnson’s Far East 
tour for the U.S.I.A., Hollywood cinematogra¬ 
pher Richard Moore said of his NPR: “When 
the President moved suddenly indoors, I was 
able to switch immediately to a faster film, lit¬ 
erally as we followed him inside.” 
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Catching unrepeatable 
action on Candid Camera. 

Director Bob Schwartz reports that the 
shooting to aired-footage ratio on Candid 
Camera is about a hundred to one! The best 
action can’t be repeated, of course, and often 
occurs at film runout. With earlier cameras, 
they used a system of secret warning lights, 
where possible, to let the interviewer know 
that he should stall the action while the hidden 
crew changed magazines. But with the NPR 
this is unnecessary, since the two-man crew 
can change the NPR’s magazine in three sec¬ 
onds and let the camera’s automatic clapper 
re-establish sync. 

For an NPR brochure, 
write to Eclair Corp. 
at 7262 Melrose Ave., 
Los Angeles 90046. 
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THE MAKING OF "OMEGA" 
Continued from Page 431 

Next I would press the cable release to 
open the shutter and tighten a knob to 
keep pressing down. Then I would turn 
the camera motor on for an instant to 
advance the film and actually open the 
shutter. At this point, the image was 
projected onto the cell. I would then 
take an acetograph pen filled with ace¬ 
tate ink and trace the figure's outline 
directly onto the cell. Finally after 
completing the outline, I would release 
the knob on the cable release which let 
the shutter close halfway, then would 
remove the cell, switch the unimotor on 
for an instant to close the shutter 
completely, and lay the next cell in 
place, repeating the whole operation 12 
hours per day until I finished. 

on top of the cell and press it flat 
against the other glass surface. I tried to 
make a hinged glass, but finally I ended 
up by just using a sheet of 14-inch glass 
and laying it over the cell by hand for 
each frame shot. The operation was 
quite tedious, for I would put a cell 
down, lay the glass over it, turn the 
motor on, and press the cable release to 
expose a frame. Then I would remove 
the glass, take away the cell, put the 
next cell in place, and lay the glass over 
it again, repeating the process 600 times 
for the sequence. 

After the film was developed, I dis¬ 
covered that it did not fit the original 
one: it was two frames longer. I went 
back comparing the drawings to each 
other until I found two extra ones, 
removed them and re-shot the sequence. 
Once the animated sequence was devel¬ 
oped and found to match the original 

that time, and I saw a fantastic pattern 
in the viewfinder. I believe that some¬ 
how the pinpoint light magnifies or 
enhances the defects in the glass, and 
this is the whole secret behind this 
sequence of the film. 

Once I discovered what could be 
done with the glass, I went out and 
looked for every type of glass object I 
could find. After I had collected a wide 
variety of shapes, I rented a turntable to 
put the glass on so that, as it turned, the 
patterns would constantly change. Over 
the 90mm macro lens I placed +3 and 
+2 diopters, and focused the lens to the 
nearest point, which was somewhere 
inside of the glass object on the turn¬ 
table. 

I used Plus-X reversal film in the 
camera, set the lens at its widest open¬ 
ing, which, I believe, was F/2.8, and set 
the camera speed at 24 fps. I turned on 

f 

(TOP ROW:) A consecutive series of rotoscoped mattes showing a figure turning his head to profile angle. (BOTTOM ROW) Random frames from other 
rotoscoped scenes in the film. Each frame had to be projected onto a cell so that the figure could be traced and opaqued with black ink. More than 600 
separate frames were laboriously hand-traced in this manner to create necessary male mattes. 

After all the cells were outlined, I 
began painting them in, and this was the 
most time-consuming and boring opera¬ 
tion of all. It took nearly a month to do 
this and once it was finished, I was 
ready to photograph the cells. I re¬ 
moved the film from the camera and 
replaced it with 7362 which I had to 
re-spool from 400-foot cores to 100- 
foot spools for my camera. I put the 
regular pressure plate back into the 
camera and moved the shutter selector 
back into the "instantaneous” position 
for regular shooting. I lighted the white 
piece of cardboard beneath the glass top 
with three 500-watt photofloods, be¬ 
cause the film department would no 
longer let me use their 1000-watt quartz 
lamps, as I was not officially enrolled 
during that Summer. 

To photograph the cells I really 
needed a glass with a hinge device to fall 

unmatted scene, I was able to proceed 
to the next phase of the production. 

In my script, I called for a sequence 
to have an "abstract” background with 
patterns of light constantly changing 
shape and color. Of course, I had no 
idea of how to do this, except possibly 
with animation, which I knew would be 
an almost impossible feat to accomplish. 
Actually, I found two ways of creating 
these patterns, one giving a basically 
geometric design to the light, and the 
other producing a more random pattern. 
I happened onto the first effect while 
experimenting with a 90mm macro lens, 
a piece of glass, and a pinpoint light 
source. I was just holding up a glass 
ashtray to see what it would look like 
through a macro lens. I happened to 
have one of my large, single "stars" 
shining through the foil mounted on the 
reflector as I looked through the glass at 

the turntable to revolve at its slowest 
speed and looked through the viewfind¬ 
er. As I watched, I saw patterns of light 
constantly changing shape in the most 
beautiful way. So, I turned on the 
camera and watched the fantastic play 
of light. Of course, there was no real 
color in the patterns themselves; and 
since the whole sequence was recorded 
on black and white film, there was no 
color at all. It was in the optical printing 
that I put the colors into the patterns 
by phasing the images through red, 
green, and blue filters. 

The second type of "abstract" image 
was also shot with a 90mm macro lens, 
but this time the subject matter was 
quite different, for it was simply a 
bubble. I got the idea of using a bubble 
when several friends and myself were 
playing around with large bubbles at 
night. We would make a bubble about 
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six inches in diameter and let it float off 
into the darkness while shining a flash¬ 
light on it. It was the most fantastic 
sight, for we would see this sphere 
hovering above the ground, displaying 
the most beautiful, constantly-changing 
colors. I wondered why this could not 
be recorded on film, so during the 
production I decided to try it. 

Instead of actually having the bubble 
float in space, I decided that it should 
remain in a fixed place. I went out and 
got about five bottles of the bubble 
solution that kids play with, poured it 
into a glass bowl, put a plastic funnel 
into it, and mixed the solution around 
until the glass surface was covered with 
its thin film. Next I pulled the funnel 
out and blew a bubble into the bowl. 
Usually it would pop, but soon I was 
able to get a good-sized one. As I would 
pull the funnel out of the bubble itself, 
the bubble would bounce up and down 
for a few seconds, finally settling down 
before it popped. The main problem 
was to get a bubble which would last 
long enough to photograph. 

I used two film stocks to shoot the 
bubble, ECO and Kodachrome II. I set 
the camera at 48 fps to make the bubble 
last longer and set the lens at around 
F/4 for ECO and F/5.6 for Koda¬ 
chrome. I lighted the bubble with a 
piece of white cardboard which re¬ 
flected the light from a 1000-watt 
quartz lamp. The bubble acted like a 
convex mirror so that everything re¬ 
flected in it looked much smaller. So, 
even though the bubble was placed close 
to the piece of cardboard, the area that 
could be photographed was quite small, 
around an inch square. Also, I had to 
catch the reflection at just the right 
angle to get the most beautiful patterns 
reflected from the bubble. As far as 
giving motion to the patterns, I did 
nothing because, due to the very nature 
of the bubble, the patterns constantly 
changed. 

After shooting a great many bubbles, 
I was able to get some very interesting 
material, which was later bi-packed in 
the optical printer with different mattes 
to produce the final composites. Some¬ 
times a positive of the bubble was used 
and at other times a negative of it was 
employed. After all the shooting was 
completed, I was ready to cut the 
material for optical printing. 

Before I actually did any optical 
printing, I had to edit down and 
synchronize all of my film. This was an 
especially hard task, for I was working 
exclusively with original material. I 
worked with the original because I did 
not have the money to make prints, and 
because matching the prints to the 

(LEFT) Homemade animation stand on which is mounted an Arriflex camera with powered 
12mm/120mm zoom lens. Camera is held in place by means of a clamp arrangement on a pipe taken 

from an old copy stand. (RIGHT) Bi-packing 16mm film in a Mitchell Camera, using a rare 16mm 

Bi-pack magazine. The upper compartment holds the raw stock and the lower, the material to be 
printed. 

original would have added more time to 
the production. I used a viewer to do 
this crude editing, or pre-editing as I 
called it, for I knew that the viewer 
would be quite gentle on the film and 
would not scratch it. In all it took about 
a month to do the pre-editing. After the 
film was optically printed, I went back 
and edited it in the usual manner with a 
workprint. 

The optical printing was almost the 
last stage of the production. It was here 
that the final pieces of the puzzle were 
fitted together. And this was a very 
difficult thing to do, because it de¬ 
manded that I be able to visualize 
beforehand just how the final composite 
would really look. First, I would have to 
think up an image, then I would break it 
down into the various separate elements 
that actually went into it, go out and 
try to shoot these pieces, and then put 
the whole thing back together again in 
the optical printing. If the images had 
not fitted together perfectly at the 

printing stage, I would have been 
doomed, but somehow I had chosen the 
right pieces and it all went into place 
perfectly. 

I had an extremely difficult time 
finding an optical printer. At first I was 
told that we had one in our department 
at UCLA and that one of the professors, 
Ralph Sargent, had built it. I went over 
to talk with him about it and found that 
he was the only one authorized to use 
it, and he was much too busy to do any 
optical printing for me. 

By that time I was in rather desper¬ 
ate straits and even thought of building 
an optical printer myself; but I knew that 
if I did, it would not be very good, 
because I did not have the necessary 
parts. 

I finally came across a printer when I 
wanted to try some 16mm bi-pack 
printing in a Mitchell Camera. I needed 
a 16mm bi-pack magazine and called 
Producer's Service to see if they had 

Continued on Page 482 

(LEFT) The Arriflex, equipped with 90mm macro lens, is used to photograph the surface of a 
bubble. Light for the scene was provided by a 1000-watt lamp reflecting from white cardboard onto 
the surface of the bubble. (RIGHT) A closer shot showing camera lens aimed at the bubble. It was 
necessary to work fast and achieve precise exposure in order to capture on film the delicate colors of 

the bubble. 



It’ll take your 
reading 

but it won’t 
take your time. 
It’s the only CdS spot meter that won’t slow you down with 
time-consuming dial twirling. You just set your ASA (3 to 
25,000], press a button and read the precise exposure com¬ 
binations right in the brilliant viewfinder. 

The meter does all the work. 
That’s because the scales are motorized and illuminated. 

You can take several readings to determine contrast ratios in 
less time than it would take to compute one reading with a 
conventional spot meter. Without taking your eyes off the 
subject, or switching from a low to high brightness range. 

You see all the scales and the subject simultaneously . . . 
shutter speeds, apertures, ASA, cine speeds. Everything you 
need. The Auto-Spot 1° responds immediately to any light 
change. In one published test, it accurately indicated the flick¬ 
ering change in light as a model blinked her eye. 

The pinpoint area covered by the 1° spot is equivalent to a 
2400mm lens on a 35mm camera. You can pick out details for 
portrait, sports, theatrical, long telephoto or any other kind of 
shooting without moving from your shooting position. You 
can go from still lifes to reading details of a nighttime sky. 

We’ve made everything about the Auto-Spot 1° work for 
you. The reflex finder that magnifies your subject 4x and 
focuses from 3.3 feet to infinity. The eyepiece that focuses to 
fit your eyesight. Even the “human-engineered” shape that in¬ 
vites quick handling. 

In fact the Auto-Spot 1° is so sensitive and handles so easily 
that a special version called the Minolta 
Space Meter was developed especially 
for the Apollo program. It went 
along on Apollo 8’s historic jour¬ 
ney into outer space. 

We remembered that the 
perfect meter should let you 
take more and better pictures. 

Even when you don’t have 
the time. 

Minolta Auto-Spot 1° with 
still and cine scales, under $210 
with wrist strap and pouch case. (Also 
available with IRE and foot-lambert scales 
for TV applications.] For details write 
Minolta Corp., Industrial Sales Division, 200 
Park Avenue South, New York, N.Y. 10003. 

The Minolta Auto-Spot 1° Exposure Meter 

A SLATING METHOD 
Continued from Page 457 

tor must be positive with respect to 
chassis ground. The voltage available 
from the Nagra recorder is negative 
(-10.5 volts) with respect to chassis 
ground. Also, the drain of the lamps 
(400 ma) even though only momentary 
would overload the regulator circuit in 
the recorder. Battery life is good be¬ 
cause of the intermittent nature of the 
duty cycle, and alkaline batteries are 
normally used for extended battery life. 

The type of lamps used are quite 
commonly available as are the size C 
batteries which simplifies replacement 
problems when on location. Also, the 
filament is near the end of the bulb so 
that it protrudes well into the clear 
plastic jewel of the pilot lamp socket 
assembly which makes it visible even at 
oblique angles to the camera. The sys¬ 
tem works quite well even in bright 
sunlight as the orange-yellow color tem¬ 
perature of the filaments shows up 
clearly unless the picture is completely 
washed out. 

The front of the chassis used for the 
slate box was faced with a piece of 
masonite counterbored on the back side 
to clear the heads of the bolts that were 
used to mount the parts inside the box. 
The smooth surface of the masonite was 
painted white and the permanent letter¬ 
ing painted in black. A sheet of clear 
plastic was then attached to the mason¬ 
ite which has clear plastic pockets for 
the numerals and paper pads. 

Since completing the slate box sys¬ 
tem, we have acquired a new Nagra IV 
tape recorder and find that this same 
system will work with it although an 
adaptor cable is required to connect 
between the 6-pin Tuchel connector 
from the slate box that normally plugs 
into the Nagra III sync connector and 
the 4-pin Tuchel connector for sync 
input on the Nagra IV. This system 
using the SQS sync generator with the 
Nagra IV may be actually preferred over 
using the internal sync generator option 
available for the Nagra IV because the 
sync generator plug-in module for the 
Nagra IV costs considerably more than 
does the SQS generator for the Nagra 
III. The system herein described is also 
more flexible in that it can be used with 
either type recorder. 

Since this article was first prepared 
for publication, a commercial "slate 
box" has been announced. (See Ameri¬ 
can Cinematographer, August 1969, p. 
769, "Kingklapper".) To our knowl¬ 
edge, however, the BLOOP/MARKER 
option is not included in this com¬ 
mercial unit. ■ 
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WIR 
A functional way of identifying picture and track, while 
severing the "umbilical cord" between camera and recorder 

By KEN HANSEN and JIM McGAVICK 
Northwest Sound and Production Service, Seattle 

The advantages of using a crystal- 
controlled sync generator for a tape 
recorder and a separate crystal-control¬ 
led motor drive system for a camera as a 
means of shooting double system sound 
and picture are obvious. The greater 
mobility provided because an "umbilical 
cord" is not required between the 
camera and recorder is a distinct advan¬ 
tage. Such a system is not, however, 
without some disadvantages. 

Having recently acquired a crystal- 
controlled sync generator for our Nagra 
recorders for use when shooting with 
cameramen using a crystal-controlled 
camera motor drive system, we were 
faced with the problem of coming up 
with a means of establishing head sync 
without resorting to the usual clap stick 
or finger snap methods. Such methods 
are often undesirable if not impossible 
when shooting documentaries and simi¬ 
lar scenes. 

During our deliberations, we had 
occasion to see some rushes of a shoot¬ 
ing crew which had been working on 
location and were using our screening 
facilities for viewing their dailies. They 
had used a rather unusual slating box 
with their conventional wired sync 
camera and recorder. The box was a 
small metal chassis which was attached 
to the carrying case of the recorder and 
had a pad of consecutively numbered 
"take" sheets and two incandescent 

pilot lamps mounted on the front of it. 
At the beginning or end of a take, the 
soundman would voice slate the take 
and the cameraman would zoom in on 
the slate box. The soundman then 
pushed the button on a switch which 
momentarily turned on the lights and 
simultaneously operated the bloop oscil¬ 
lator in the recorder. 

The thought occurred to us that this 
same procedure would also work in our 
wireless sync situation. No originality is 
therefore claimed for the development 
of the "slate box" to be described, but 
we have subsequently developed our 
own circuit which includes an additional 
function that we have found useful. 

The schematic diagram for the slating 
box is largely self-explanatory, but a 
few additional explanations of the func¬ 
tion of the inter-connecting cables and 
how the system operates may be help¬ 
ful. 

The Nagra SQS sync generator comes 
supplied with two pig tail cables, one of 
which connects to the recorder power 
connector for supplying power to the 
sync generator and the other normally 
connects to the sync input connector of 
the recorder. Since this sync input 
connector also contains the bloop oscil¬ 
lator connection, the sync signal cable 
from the generator must be intercepted 
so that the bloop oscillator can be 
activated. The slating box therefore 

contains two pig tail cables. One of the 
cables mates with the sync generator 
output cable connector and the other 
cable plugs into the sync connector on 
the recorder. No modifications of the 
sync generator or its cables are neces¬ 
sary. The sync signal output thereby 
now runs through the slating box cir¬ 
cuitry into the recorder and picks up 
the bloop oscillator operating voltage 
along the way when the slating push¬ 
button switch is pushed. 

For normal operation, the MODE 
switch (labeled SW-1 in the schematic 
diagram) is set to the BLOOP position. 
When a camera take is to be slated, the 
soundman voice slates the tape record¬ 
ing and the cameraman focuses on the 
slate box. The soundman then pushes 
the SLATE push button switch (SW-2). 
The lights are illuminated and operating 
voltage is supplied to the bloop oscil¬ 
lator in the recorder. 

In synchronizing the sound transfer 
with the picture, the editor syncs up the 
start of the bloop tone on the mag track 
with the first frame of picture that 
shows lamp illumination. In practice, we 
have found that the lamps build up to 
full brilliance very rapidly. Usually only 
two or at the most three frames show 
the filaments at less than full brilliancy. 
Incidentally, the bloop tone produced 
by the slate box is surprisingly clean. 
Apparently the bloop voltage supplied 

(LEFT) The authors discuss operation of their "slate box" with cameraman working in the field. While they claim no originality for its development, 
they have designed a unique circuit that extends its functions. (RIGHT) At the beginning or end of a take, the sound man voice-slates the take and 
the cameraman zooms in on the slate. 



0KSP PROD NO 

DATE: 

ROLL 
r—  

(LEFT) The slate box contains two pig-tail cables, one of which mates with the sync generator output cable, while the other cable plugs into the 
sync connector on the recorder. (RIGHT) When soundman pushes button, lights flash on and bloop oscillator inside recorder is activated. 

from a camera in a conventional wired 
sync situation contains a lot of hash 
that is produced by the camera motor 
and causes distortion and noise to 
appear on the bloop oscillator wave¬ 
form. 

On occasion, we have found it desir¬ 
able to allow the recorder to run con¬ 
tinuously and have the camera run 
intermittently without having a bloop 
tone appear in the sound track when the 
camera starts. Here again, the problem is 
to establish head sync for the camera 
takes. With this slate box, the soundman 
switches the MODE switch to the 
MARKER position. When the camera 
takes are to be slated, the cameraman 
focuses on the slate box as before. The 
soundman does not voice slate the take 
but merely pushes the SLATE switch. 
The lights come on as before, but 
instead of a bloop tone appearing in the 
recorded track of the recorder, the sync 
signal to the recorder is interrupted for 
the duration of the slate sequence. 

The Nagra SLO resolver contains a 
MARKER oscillator which is triggered 
by the absence of a sync signal on the 
tape. In the transfer process, the 
MARKER TONE output is connected 
to the signal output of the tape recorder 

so that it is recorded in the transfer 
along with the audio from the tape. The 
editor then uses the marker tone signal 
to establish scene sync keeping in mind 
that the marker tone sync point is 
displaced about 5 frames because of the 
difference in spacing between the sync 
signal recording head and the sound 
signal recording head on the Nagra 
recorder. Shooting some test footage 
takes using both the BLOOP/MARKER 
system and conventional clap stick 
slates in a given take will give editors the 
correct "feel" of this slating system. 

With this slating system, the original 
continuous uninterrupted recording is 
available without bloop tones for other 
purposes if necessary. This system is 

also useful for shooting with two or 
more cameras where one camera may be 
running continuously for a master shot 
and the other camera(s) are used for 
sync cut-aways or shots from other 
angles. Because no voice slates are made 
by the soundman when using this type 
of slating, very careful notes are re¬ 
quired to keep track of the various 
camera takes. 

The chassis used for the slate box 
was selected to allow for fairly large 
numerals on the front of the box. The 
slate box and the sync generator case 
are attached to the recorder carrying 
case lid with strips of "Velcro" which is 
a trade name for the prickly plastic 
material now used in many fastening 
situations such as on the overlapping 
covers of the camera barney for Eclair 
cameras. In our area, it was available at 
the sewing materials department of a 
downtown store. The mating strips of 
the material were glued to the recorder 
carrying case cover and the backs of the 
slate box and the generator carrying 
case pouch. 

The recorder carrying case used was 
the regular Nagra HTQ leather case with 
a pouch for the sync generator. The 
generator pouch is normally riveted to 
the lid of the carrying case but was 
removed from the case so that it could 
be relocated to allow more room for the 

slate box. With the slate box and sync 
generator in place on the recorder carry¬ 
ing case, the lid that covers the controls 
of the recorder will not snap shut. This 
is not a problem because this cover is 
always open when the recorder is being 
used and would only be closed when 
transporting the recorder. When trans¬ 
porting the recorder, it is advisable that 
the slate box and sync generator be 
removed from the recorder case lid since 
they make the recorder rather clumsy 
and bulky to handle and are more 
subject to being accidentally damaged. 
Although not shown in the photo¬ 
graphs, a shield has been placed around 
the SLATE switch to prevent it from 
accidentally being pushed in when 
placed in an accessory carrying case and 
running down the batteries. 

Two lamps in parallel were used for 
the bloop lights as a back-up measure in 
case a lamp should burn out at an 
inappropriate moment when replace¬ 
ment would be inconvenient if not 
impossible. The chances of both lamps 
burning out at the same time appears to 
be almost nil. 

Separate batteries were used in the 
slate box for the bloop lights and 
oscillator rather than trying to take 
power from the recorder because the 
operating voltage for the bloop oscilla- 

Continued on Page 454 
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BABY BRUTE 
• Mole-Richardson Co. 

Place: 1970 Hollywood, Cam W lbs. (Aluminum Consy 

■ Two 14" dia. Fresnel Condei 

"0SUe-CUn9m26».He?m 
Rating'. 225 amps, 115 

Mole-Richardson Co. 
Is Proud to Present 
its NEW Arrival... 

A recognized standard in Hollywood Studios 

937 North Sycamore Avenue 
Hollywood, California 90038 U.S.A. 

Write for Bulletin No. 116 

SYNC GENERATOR 
Continued from Page 441 

by 5 by 4 inches. Also, no holes should 
be drilled so close to the edge of the 
box walls that you would have any 
trouble closing the box when the com¬ 
ponents have been mounted. 

Drilling the mounting holes will be 
very easy except for the holes for the 
pilot light, the power switch, and the 
lines. No normal drill bit for a %-inch 
drill will make a hole large enough. By 
drilling a smaller hole at the desired 
spot, however, you can achieve holes of 
the correct size by reaming them out to 
size with a countersink bit, which works 
very well on aluminum as long as you 
don't bear down too hard on the drill. 
(Needless to say, in all drilling opera¬ 
tions, safety glasses or other eye protec¬ 
tion is strongly recommended, especial¬ 
ly when there are little shards of alumi¬ 
num which are likely to fly about from 
the drill bits.) On a countersink-enlarged 
hole, especially the one through which 
the cords will pass, it is a good idea to 
drill it slightly undersize and bring it up 
to size with a circular file, thus dulling 
the sharp edge that could cut the wires 
in time. 

The transformer should be removed, 
and wires attached to the correct sec¬ 
ondary terminals. With each transform¬ 
er, a specification sheet is supplied that 
lists the output voltages of the various 
secondary terminals. Depending upon 
your recorder's characteristics, one of 
the lower values should be chosen (that 
is, 1.0, 1.1, or 1.4 volts). For use with a 
stereo recorder, use the higher value—the 
lower values are better matches for the 
sync systems special to the motion 
picture trade. Wires should be soldered 
to the proper terminal or terminals; for 
clarity and to avoid confusion, these 
wires should be of a color different 
from that of the ''primary'' wires to be 
attached to the power source. Each lead 
should be longer than you think neces¬ 
sary, since it's easier to trim a little 
away than to add a bit. The wires 
should be able to handle several amps. 

After the secondary wires have been 
soldered onto the transformer, all the 
hardware should be mounted into place 
and bolted down firmly. After that, the 
final wiring and soldering can begin. 

There is no particular order to the 
soldering. The line cord should have one 
lead soldered to a terminal on the back 
of the switch, and on the other switch 
terminal a lead from the primary side 
of the transformer can be attached. A 
lead from the "transformer side" of the 
switch can be run to one of the termi¬ 
nals of the pilot light. Never, by the 
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way, solder a terminal until all of the 
wires that are going to be attached to it 
have been soldered. 

The other lead from the power line, 
and the other transformer primary lead, 
should be attached to the other terminal 
of the pilot light. If you are using a 
neon-bulb pilot light that needs an 
external resistor, the switch-to-pilot- 
light wire can have the resistor attached 
to it somewhere; sometimes the resis¬ 
tor's own leads will be long enough to 
act as the wire. In either case, however, 
make sure that the power cord and the 
wire to the pilot light are insulated from 
the walls of the aluminum box. Other¬ 
wise it might give you a rather powerful 
shock if the conditions are right. 

The secondary leads should be at¬ 
tached to the ends of a terminal strip. 
To those same terminal strip ends 
should be attached the leads of the 
power resistor. Also, to each of the end 
terminals should be attached one lead of 
the output cable. Neglecting the termi¬ 
nals for a moment, the result will be as 
if you had attached one lead of the 
output transformer to one lead of the 
output cable (likewise with the corre¬ 
sponding leads), and that the resistor 
was bridging the gap between the two. 
Now check to make sure that nothing is 
shorting to the box, and solder. Electri¬ 
cally, you are finished. 

After you have finished fastening the 
top in place, you might like to add some 
labeling to facilitate your operation, 
such as an "on” label for your switch, 
but this is for convenience; the pilot 
light will let you know if the unit is 
functioning. 

Ideally, the way to check the opera¬ 
tion of the unit is to hook it up to an 
oscilloscope and check its waveform. 
However, an AC voltmeter will give you 
an approximate voltage reading, and 
you can tell fairly well by ear how 
"pure” its waves are by plugging it into 
the "AUX" or "TUNER" jack of a 
high-fidelity amplifier and listening for 
the hum over your speakers. However, if 
you do this latter, you'd better have a 
good speaker system and a good ampli¬ 
fier. Otherwise, a good signal will come 
out sounding terrible because of your 
sound system's failings! 

OPERATION: 
First of all, it is necessary to have a 

good tape recording system. I do not 
say this jokingly, because this signal 
generator is useless if you try to operate 
it with an inexpensive, marginally- 
engineered recorder. I do not mean that 
you should have to spend $1,000 for a 
recorder, but (especially in the case of a 
stereo recorder, which is often the 

AIRPLANES - HELICOPTERS 
Aerial Photography and everything in 
aviation including balloons, jenny’s to 
jets, mock-ups and a fleet of single 
and multi-engine planes & helicopters, 
all with camera mounts. Complete mo¬ 
tion-picture and TV service from the 
oldest and most experienced company 
in the industry. S. A. G. pilots. 

TALLMANTZ AVIATION INC. 
Frank Tollman, Pres. 

Orange County Airport, Santa Ana, Calif. 
(714) 545-1193 or (213) 628-2770 

Plus: Certified Air Taxi Location Service 

Create the RIGHT mood every time with the || 

5 "MAJOR" PRODUCTION 
MUSIC LIBRARY 

“MAJOR” offers you a full 

70 hours of production music 

for titles, bridges, back¬ 

grounds. Sound effects too. 

WRITE OR PHONE FOR BOTH CATALOGUES | 

Thomas J. Valentino, Inc. f 
, Established 1932 §| 

150 W. 46 St. New York 10036 • (212)246-4675 

OXBERRY 
BERKEY TECHNICAL-OXBERRY 

Berkey Avenue, 25-15 50th Street, Woodside, N. Y. 11377 
California: 1011 Chestnut Street. Burbank 

OXBERRY. 

igjjgjjgaji <■: 

35/16mm 
Master Series 

ANIMATION 
STANDS 

Our recently 
published 8 page 
article describing 
the “whys and 
wherefores” of an 
Animation Stand 
is now available. 
Send for your copy 
today. Write on 
company letterhead. 

Optical diagram of off-center zoom 

Dotted lines show how center shifts as 
camera carriage is raised or lowered. 
Amount of center shift for a given zoom 
can be accurately preset. 

Features: 
• Automatic focus with N/S, E/W compound lens mount for 
off center zooms • Zoom range 30 to 3 field • Electronic zoom 
• Rackover camera, fixed pin registration movement • Receives 
16mm components • Automatic dissolve 8 to 120 frames • Remote 
operated reticle projection system • 6 speed stop motion 
motor • 4 peg track table top with N/S, E/W rotating compound 
with pantograph and platen • Counters and controls on all 
movements • Wide range of accessories including electronic 
compound controls, floating platen and peg assembly • Underneath 
Aerial Image Projector • 16mm and double frame 35mm 
components • Rigid construction • Overall height H'4" • Weight 
1700 lbs • Base 48"x56" deep 
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EDITING DEADLINES? SOLVE THEM WITH 
THE EXCLUSIVE SOS 

f 
MODEL 2P-4-F 
A four sprocket 16mm synchro¬ 
nizer with pictures on first & sec¬ 
ond sprockets & magnetic film 
(center and edge track) read¬ 
ing heads on last two gangs. 
Permits editing of A and B 
rolls and two sound tracks. 

PRICE: 

$1195.00 

PIC SYNC 
A complete double system editing machine at a fraction 
of the cost and space! The most compact Editor-Viewer, 
footage counter-synchronizer and sound reader combi¬ 
nation ever made! 

COMPLETELY PORTABLE 
CAN BE SET UP ANYWHERE 

OTHER MODELS: 
MODEL P-l-T Single sprocket editing viewer program timer $650.00 
MODEL P-2-F Double sprocket synchronizer with picture 

and magnetic reader  775.00 
MODEL P-4-F Four sprocket synchronizer with picture on first 

sprocket & magnetic film reading heads on other 3 sprockets. 
Permits editing of picture & three sound tracks  895.00 

ACCESSORIES: 
Standard playback amplifier & speaker $ 58.00 
Deluxe playback amplifier & speaker  150.00 
Minimonitor 9V battery powered amplifier & speaker  69.50 

DEPT: 
EAST: 
WEST: 
SOUTH: 

SOS PHOTO-CINE-OPTICS,INC. D r . 
A DIVISION OF F&B/CECO INDUSTRIES, INC. 

AM 5-0 

40 Kero Road, Carlstadt, New Jersey 07072 • (201) 939-5250 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 469-3601 
51 East 10th Avenue, Hialeah, Florida 33010 • (305) 888-4604 
2215 M St., N.W., Washington, D.C. 20037 • (202)659-9600 

MODEL 3*IC Magnetic 

Recording Amplifier 

AGC (40db) 

Wt. 2 lbs 

Balanced Inputs 

Nikad Batts 

See your dealer- or 
write for pamphlet 

T ransist-O'Sound, 
851 N. EUSTIS DRIVE 
INDIANAPOLIS, INDIANA 46229 
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cheapest way to go) the tape transport 
mechanism should have a constant 
speed, and the recorder's electronics 
must be capable of recording a 60-Hz 
tone cleanly, without distortion. If the 
signal is recorded with distortion, it may 
not be clean enough for the playback 
unit to utilize for synchronizing. 

Secondly, the recording system 
should have VU meters or their equiva¬ 
lent. A blinking-light neon indicator or 
its equivalent is not sufficient. 

The generator should be plugged into 
the "AUX" or "RADIO" jack of the 
recorder (if it is a stereo recorder) or the 
sync input for the specialized motion 
picture recorders. Make sure that the 
end of the generator's cable matches the 
input jack for the recorder. 

Set the synchronizing channel's re¬ 
cording level so that when the generator 
is on and the system is recording, you 
are at 0 dB or 100% modulation (de¬ 
pending on the type of meter you have). 
Then when the camera is on and you are 
up to speed, synchronize the picture 
and sound with clapsticks. 

On stereo recorders, there is no 
standard channel for dialog and/or sync. 
I have found that recording the dialog 
on the left track and the sync channel 
on the right is most compatible with the 
types of monaural recorders you might 
want to use for monitoring the sound 
track later. 

Also, not all labs will handle stereo 
recorders, and most of those that do 
will only handle two-track stereo. If you 
have a four-track machine that you are 
contemplating using, seriously consider 
having the head exchanged for a two- 
track head. If you think your lab can 
handle the reduced signal level of a 
four-track recording, you might send a 
trial recording with sync track for them 
to test, but don't be too disappointed if 
the results are poor. Also, if you do 
send a test from a four-track machine, 
remember to record on one side of the 
tape only. Recording on all tracks will 
render it impossible for your lab to help 
you; they will pick up both sync and 
dialog when they play it. 

Another thing: as a general rule, 
record at the fastest speed that your 
tape recorder will allow you. Don't be 
shy: there's a lot of tape on a reel. The 
faster the speed, the more certain you 
are to get a clean sync signal (your 
dialog track will also have higher-quality 
sound, but that's just a dividend). 

By following these simple instruc¬ 
tions, and being careful during construc¬ 
tion, you, too, can have double-system 
sound with a minimum of effort. And 
besides, it's a lot of fun to slap those 
clapsticks closed. ■ 

TYLER CAMERA SYSTEMS IP] 
THE ULTIMATE IN VI BRA T ION LESS 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 - c/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 

PRESENTS 

Two fabulous long range lenses 
for 16mm, 35mm or 70mm 
Cinematography! 

without vignetting! 
■ High Resolving Power •High Contrast 

• Light Weight •Compact •Apochromatic Correction 

•All Elements Goldtone Anti-Reflection Coated 

For more detailed information, contact: 

,INC 
55 Sea Cliff Avenue, Glen Cove, L. I., N. Y. 11542 516/676-1901, 1904, 1990 
IN CALIFORNIA: 
6725 Sunset Boulevard, Hollywood, California 90028 213/465-2789 
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The Best-Selling Books in the Field of 

Techniques • Special Effects • Collecting • Editing • Animation • Sound • Documentary 

506. HANDBOOK OF BASIC 
MOTION PICTURE TECHNIQUES 

by Brodbeck 
One of the best books ever. 
Techniques proven by the U.S. 
Army Signal Corps and pro¬ 
fessionals. Only $7.95 

807. THE TECHNIQUE OF DOCU¬ 
MENTARY FILM PRODUCTION 
(Rev.) by Baddeley 
The thorough guide to planning, 
scripting, production & distrib¬ 
uting fact films. Used as a text 
at leading universities. 

Only $10.00 

808. THE TECHNIQUE OF FILM 
ANIMATION (Rev.) 

by Manvell 
An updated standard text. Cov¬ 
ers all new trends, such as 
computer animation. Simply 
written. Only $10.95 

919. THE FIVE C’s OF CINEMA¬ 
TOGRAPHY 

by Joseph Mascelli 
Camera angles, Continuity, Cut¬ 
ting, Close-ups & Composition 
. .. how to master them! 

Only $15.00 

Just Published! 

PROFESSIONAL 16/35mm 
CAMERAMAN’S HANDBOOK 

by Verne Carlson 

A practical guide for every individual now working— 
or planning to work-ANYWHERE in the film industry. 
The author is a free-lance Director of Photography of Documentaries, T.V. 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. More than 380 pages and 
over 130 Illustrations. 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 photographs—not diagrams—and 
liberally supplied with data tables and charts. This unique handbook also provides guidelines, tips, 
warnings, and “tricks of the trade”. The book draws upon firsthand knowledge as well as the ex¬ 
periences 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, opera- ^ <fl C 
tion, and usage is fully covered. 

Just Published! 
#530.8mm/16mm MOVIE-MAKING 

by Henry Provisor 
This compact 6" x 9", 272 page volume is a comprehensive study on 
every aspect of movie-making. All areas are thoroughly covered: 
Techniques, Operations, Setup, Casting, Scripting, Lighting, Equipment 
and Operations. Here is one of the newest and best books for every 
serious movie buff. 

Only $8.95 
813. THE TECHNIQUE OF SPE¬ 
CIAL EFFECTS CINEMATOGRA¬ 
PHY (Rev.) by Fielding 
Low-budget techniques in edu¬ 
cational, industrial and tele¬ 
vision fields. How to use them 
to enhance quality. Only $15.00 

818. THE TECHNIQUE OF THE 
MOTION PICTURE CAMERA (Rev.) 

by Souto 
A comprehensive study of the 
modern camera in all forms, 
from the 70mm giants to the 
new Super 8’s. Only $16.00 

814. THE TECHNIQUE OF THE 
SOUND STUDIO by Alec Nisbett 
Comprehensive analysis covers 
each operation in radio or 
sound reproduction. Illustra¬ 
tions of pickup arrangements. 

Only $10.50 

830. THE TECHNIQUE OF THE 
FILM CUTTING ROOM (New) 

by Walter 
A complete guide. Silent and 
sound techniques. Everything 
you need to know for all pro¬ 
cedures. Glossary. Only $11.50 

Just Published! 
And Now A Book For The Movie Collector! 

#531. COLLECTING CLASSIC FILMS 
by K. C. Lahue 

A comprehensive guide for the collector (or would-be collector) of film 
classics. The author presents the silent films of America and their im¬ 
pact on the world. Included is detailed information on how to inves¬ 
tigate the field, and how to decide on which films appeal to you and 
your budget. It’s a great book about an unusual hobby for those pre¬ 
sently active in its pursuit and for the new-comer. 

Only $6.95 

MAIL 
COUPON 

TODAY 

These books are 
also available from 

your photo dealer 

or book store. 

Verlan Industries, Inc. 
915 Broadway, N.Y., N.Y. 10010 
Please send the following books: 

AC-570 

No.- No.. No.. No.. 

NO— NO- NO.. NO. 

Orders for $10.00 or more sent postpaid in U.S.A. & Canada. Add 35p 
for shipping on orders under $10.00. N.Y. residents add applicable 
sales tax. Overseas orders add 10% for delivery (except A.P.O./F.P.O.). 

Enclosed is check for $  

Name (please print) 

Address 

City State 

(For rated companies just send purchase order.) 

Zip 
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AMERICAN 
CINEMATOGRAPHER 

COMPILED AND 

EDITED BY 

Two Veteran Cinematographers 

ARTHUR C. MILLER, A.S.C. 

AND 

WALTER STRENGE, A.S.C. 

THIRD EDITION 

GOING INTO SECOND PRINTING 

GRANT LOUCKS 
ALAN GORDON ENTERPRISES SAYS: 

This articulate compilation of cinema- 
graphic facts will be treasured by everyone 
in the Motion Picture Industry. 

The ASC motto of “Loyalty, Progress 
and Artistry” has been reflected in every 
page of this fine publication. 

JAMES K. BRANCH 
PHOTO RESEARCH SAYS: 

We especially would like to comment on 
the improvements made over previous edi¬ 
tions, such as Table of Contents. It is much 
easier to find the subject matter we are 
seeking. 

We find the manual is an excellent guide 
for research and technical personnel as well 
as the cameraman. 

OFFICIAL PUBLICATION 
AMERICAN SOCIETY OF CINEMATOGRAPHERS 

HERBERT ALLER 
INTERNATIONAL PHOTOGRAPHER SAYS: 

If ever one wanted to know the technical 
details of motion picture photography, use 
of meters, systems employed, lenses used, 
tables dealing with exposure, film speeds 
and the various and other sundry details 
which constitute basics for cinematography, 
this is it. 

To possess the manual and understand its 
contents enables one to speak with author¬ 
ity on a subject which today is a topic of 
conversation whether discussed by one 7 
years or 70 years of age. 

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. 
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STREET  

CITY STATE ZIP  
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California residents please remit 5% Sales Tax (.75 per Manual). 
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If we haven't got 
the exact color 
film processor 
you need, 
well build it. 

We think you’ll find exactly what you need in Jamieson’s complete line of color 
film processors. 

But there’s always that special case, that particular need, that unique re¬ 
quirement. 

So, if one of our 8mm, 16mm, 35mm or 70mm color processors doesn’t fit 
your need, we have the experience and proven designs to build exactly what 
you need, at the speed you want. 

And even though we can modify and adapt our processors to special appli¬ 
cations, some things about them never change. 

Every Jamieson color film processor incorporates our proven and patented 
small reservoir tube tanks. These tanks contain only about one fifteenth the 
amount of chemistry required by ordinary open tank types. 

You get highest quality color, freedom from scratch hazards, lower day-to- 
day chemical costs and the gentlest, most reliable film transport system 
available. 

There’s one more important thing. Cost. We think you’ll find Jamieson color 
film processors among the lowest priced in their class. 

For complete information on Jamieson color processors, call or write today. 

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

LOW BUDGET FILM 
Continued from Page 449 

LaTona was appreciated here. 
Because of school restrictions, we 

were forced to work on Saturdays and 
this was both an advantage and a prob¬ 
lem. On Saturday the various attractions 
had their biggest crowds which helped 
to give the film excitement, but it also 
reduced our work week to one-seventh 
of what it should have been. This made 
the shooting stretch out over a longer 
period of time and tended to make the 
actors weary of the project. 

If I were doing this film again, a 
schedule would have to be worked out 
which permitted a full week's contin¬ 
uous production, finishing the main 
portions of the film in a short period of 
time. There are several reasons for this. 
Props needed for continuity become 
lost or misplaced over a period of 
several months. There are only seven 
hours of effective daylight and if the 
actors arrive late, this is reduced still 
further. If there are delays with equip¬ 
ment failures or in moving from loca¬ 
tion to location more time is lost. 
Finally, if the weather is bad, you are 
delayed a whole week before you can 
try again. 

Another change I would consider is 
transportation. We had to carry a com¬ 
plete battery of lights, sometimes four 
2K's, and six 1K's with accessory cases, 
stands, a Miller professional tripod, two 
cameras, four people, film, light meters, 
costumes, and folding reflectors in a 
four-passenger Toyota sedan. This was 
some trick. 

Had we been shooting on a straight- 
through schedule, it would have been 
possible to haul all this equipment to 
Buena Park, leave it in storage each 
night and bring it all back at one time. 
On very important scenes where we had 
an actor such as John Carradine or 
Andy Devine for only a day, we used all 

our cameras to shoot the same scene at 
once. This helped in editing later, and 
covered any chance of a malfunction in 
the equipment. 

When shooting outdoors, since the 
family wore hats, we tried to use reflec¬ 
tors when possible or quartz lights with 
dichroic filters. This gave us shadow 
detail and cut down the harsh contrast 
of sunlight. At other times we tried to 
use open shade, if at all possible. The 
subtle lighting this afforded was worth 
the extra trouble and loss of higher F. 
stops. 

We rented a special camera mount 
from the Miller Specialty Company for 
a traveling shot, since it has suction cups 
to grip flat metal surfaces and is easily 
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HORIZONTAL 
PALM REST 
HANDLE FOR 
ECLAIR NPR 

Lets you rest the camera in the 
palm of your hand, while your 
elbow rests against your hip. No 
arm or wrist muscle needed. Cam¬ 
era motor switch built into handle, 
near your thumb. Space for zoom 
motor switch or camera-mounted 
light switch, too. 

Handle clips onto motor lugs—no 
modification, no tools needed. No 
need to remove handle for tripod 
mounting. Weighs less than 2 lbs., 
costs around $95. Available at ali 
Eclair dealers nationwide. 

eclair 
7262 Melrose Ave. LA 90046 

adjustable. The combined weight of the 
mount, plus my Cine Special however, 
caused problems. We placed the unit on 
the rear deck of a Mustang convertible 
and shot backwards, but the sheet metal 
was too light and a certain amount of 
''bounce'' resulted. This gives the scene 
a feeling of motion on the screen, but I 
would hand-hold the camera next time. 

Before shooting the film, we ran 
some test footage on both the Cine and 
the Bell and Howell 70 and Scoopic to 
make sure the frame lines were the same 
and to check speeds. On a moving shot 
in traffic I shot the cameras at 32 fps to 
smooth out the bumps in the pavement 
and any movement on my part. This 
also worked well in shooting action of 
fish jumping through a hoop of fire as it 
holds the action a bit longer, giving the 
audience time to see clearly what is 
going on. This is a trick I learned from 
Leon Shamroy, ASC. 

During the course of production we 
shot 14,000 feet of film. This was later 
boiled down to 973 feet. Even though 
this is quite a wide film ratio on a low 
budget I don't regret doing it. In the 
cutting room we could chose from the 
finest footage, and weren't forced to 
settle for shots that were of poor 
quality. In recording the sound effects 
for the picture, it was decided that the 
cost of renting a recorder, the tape used, 
a soundman's time, and the spill noise 
that was bound to creep in would make 
it cheaper to buy the effects later. This 
proved to be the case. 

As an added touch, an artist was 
hired to create animated titles for the 
picture. The man, Donald Burgess, had 
done similar things for Saul Bass and 
had exceptional skills in this field. His 
titles could have won an award by 
themselves. Unfortunately, however, 
they were largely deleted by the client 
later. 

In the finished film, there are 280 
scenes. Over 200 of them were lit with 
artificial sources of light or a combina¬ 
tion of artificial light and the sun. As is 
well known, smog in Southern Califor¬ 
nia is a serious handicap to movie¬ 
makers. We had our share of these 

headaches too. On long shots it was 
almost impossible to hide the fact that 
the sky was draped with a brown scum, 
but a tree branch cut off some of this 
and helped frame the,picture on a few 
occasions. When we couldn't find a tree, 
we snipped off a branch and hand held 
it in place. 

At other times we would shoot from 
low angles since the sky overhead was 
generally clear. This resulted in a bright 
blue background. A haze filter helped 
somewhat, but on days when it was bad, 

< 

brightest sunlight... 
candlelight... moon¬ 
light plus*microscope, 
spot’ and enlarging too! 

SYSTEM CdS EXPOSURE METER 
There’s a system to success and Gossen’s got it! 
Their extraordinary Luna-Pro SYSTEM CdS meter 
masters every exposure problem in every photo¬ 
graphic situation-in the studio, darkroom and 
laboratory. There’s nothing like it! 
‘Three optional lock-on attachments instantly 
convert the Luna-Pro from a reflected-and-inCident 
meter to a-. Variable Angle ‘spot’ Meter; Micro¬ 
scope Meter; and Enlarging Meter. You may never 
need them all but it’s good to know your Luna-Pro 
can tackle any assignment. 
Its famed 2,000,000 : 1 sensitivity range and con¬ 
vertibility SYSTEM makes it today's best exposure 
meter buy. See this superb instrument at your 
dealer today. Makes great reading! 

SPECIFICATIONS: Smooth, one-hand operation ■ Meas¬ 
ures reflected and incident light (with built-in hemi¬ 
spheric diffuser) ■ For still and movie cameras ■ 30° 
light acceptance angle ■ single “see saw” selector 
button for high and low range ■ Automatic “memory" 
needle iock ■ Computer range: ASA 6 to 25,000; f/1 
to f/90; l/4000th sec. to 8 hours; Cine from 8 to 128 
fps ■ EV—8 to EV +24; .016 to 32,000 foot candles 
■ Weighs only 7 ounces. 

* OPTIONAL ATTACHMENTS 
for every light measuring need! 

VARIABLE ANGLE 
“Spot Meter” 
ATTACHMENT 

MICROSCOPE 
ATTACHMENT 

KLING PHOTO CORPORATION 
P.0. BOX 1060, W00DSI0E, N.Y. 11377 

BerkeyJ 
Photo Inc. I 
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Alan Gordon Enterprises 
is having a 
scene-slate sale 
with prices to fit every 
film maker’s budget. 
Check these prices 

KingKIapper — Compact audio and visual clap O board with integral signal generator and syn¬ 
chronizing light. Can be secured to Nagra, 
provides silent scene slating. Size 7 Vfe“x 10" . 

Regular Price $150.00 

SALE PRICE... $139.95 

AGE Economy Slate — A professional slate at ©economy prices. Large 12y2"xl31/2" size 
makes for easy readibility on erasable surface. 
Large and easy to handle clapstick. 

Regular Price $8.95 

SALE PRICE ... $6.95 
NCE DeLuxe Professional — Sturdily built, all ©metal body. Folds in half for compactness. 

Has flip numbers from 0-9 which fit into 
individual slots. Size 12V2"x l\l/2". 

Regular Price $45.00 
© 

Pocket Scene Slate — Small 4"x5" size makes 
this the ideal slate for the cameraman on the 
go to carry in pocket. White, plastic surface 
makes for easy readibility of all required 
information. Regular Price $2.50' 

before you shop SALE PRICE ... $35.00 SALE PRICE...$1.45 

anywhere else. Pixie Slate — Features spring loaded clap stick, ©convenient 41/£"x7" size. Has writing surfaces 
on both sides, one background in white, the 
other in black. Regular Price $12.50 

SALE PRICE... $10.50 

available for 
immediate delivery 

aian gornon enterprises me. or write today 
SALES AND RENTAL DIVISION: 1430 N. Cahuenga Blvd.. Hollywood, Calif. 90028 

Telephone: Sales - (2131985-5500 / Rental -1213) 466-3561 

i 

y 

Isn’t it nice to 
know we’ll still be 
around...after the 
deal is closed? 

Only Laumic guarantees to 
service every piece of equip¬ 
ment you buy or rent. We 
believe that serving your 
business ... is our business. 
That’s why we have the larg¬ 
est service department in 
New York City. All you have 
to do is call. Next time you 
need equipment, think of 
Laumic . . . because only 
Laumic thinks of you. 

SALES • RENTALS • SERVICE 

LAUMIC COMPANY, INC. 
35 West 45th Street 
New York, N.Y. 10036 
Telephone: (212) 586-7666 

y 

> 
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there was little anyone could do except 
concentrate on close-ups and eliminate 
subjects that needed to be shot at a 
distance. 

One scene in the script called for a 
jungle, and we found a perfect one in 
the vast Knott's Berry Farm complex, 
an ape suit was rented and a scene we 
had expected to take a day was finished 
in about two hours. It was all hand-held. 
Again, the freedom of movement hand¬ 
held camera work offers more than 
compensates for the slight amount of 
"jiggle” that may result. 

Hollywood Film Enterprises, who 
handled my lab work, prepared work- 
prints in less than one day in many cases 
when the need for them was apparent. 
They were also very generous with 
advice, technical assistance, and tempo¬ 
rary use of their projection room for 
client viewing of footage. When it came 
time for the 1st answer print, they 
followed my log of corrections and 
effects to the letter and virtually noth¬ 
ing needed to be changed or altered. 

Music for the film was provided by 
Korla Pandit, an internationally known 
composer and organist. A giant theatre 
pipe organ was found which was made 
for Paramount Studios before the end 
of silent movies in the home theatre of 
an organ buff. Since he also had sound 
recording equipment, we cut the music 
track in one 271/2 minute "take." The 
extra cost of having an original score 
was offset, I felt, by the synchroniza¬ 
tion of the music to the action on the 
screen. Canned music can never equal a 
live score, in my opinion. 

Clarence Thompson, owner of Tele¬ 
sound Studio in Hollywood came to my 
rescue with the various sound effects 
needed for the movie. While this wasn't 
in my contract to Buena Park, I felt the 
addition of effects only served to im¬ 
prove the movie and create the vital 
image the city wanted to present to 
audiences. The addition of extra pro¬ 
duction values, expensive costumes, out¬ 
door lighting, careful mixing in the 
Telesound Studios (which I have found 
second to none in the industry), and 
editing by Pete Appleton helped to 
blend five months of hard work into a 
finished product. 

Since the completion of "BUENA 
PARK-JUST FOR FUN", I am even 
more convinced that the careful plan¬ 
ning in the pre-production stages of all 
important details not only saves time, it 
saves money. The small producer like 
myself must rely on the services of 
people like Telesound Studios and 
F & B Ceco and Hollywood Film Enter¬ 
prises. So the careful selection and 
advice of these veterans can prevent 

anqeneux c°rp°rat'on 
m 440 merrick road, oceanside. n.y 

r america 
y 11572 • (516) 678-3520 

THAN 

WIDE 
The Angenieux R7 extreme wide angle 
(94°) fixed focus lens is highly corrected 
for distortion and all other aberrations 
resulting in images of unequaled quality 

Available in “C” and other mounts 
for most 16mm & Vidicon cameras 

See the R7 and other 
Angenieux lenses at 
leading camera equipment 
dealers throughout 
the world 

For Further 
Information 
and Technical 
Specifications 
Call or 
Write: 

5.9mm f/1.8 
MORE 
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Editing Equipment 
for motion picture and TV? 

4. 16mm ZEISS MOVISCOP VIEWER 
Sharp 21/4" x 31/4" picture. Large 
magnifying screen, hooded against 
stray light, shows exceedingly 
bright image, right to corners. 
• Film can be run backward or 
forward, left to right. • Fits 
Precision sound base. $139 

5. MOVIOLA SYNCHRONIZERS 
Easy to read. Easy to operate. 
Strong cast aluminum frame. 
Main Shaft turns on sealed, 
precision ball bearings. Film re¬ 
taining rollers equipped with 
self-lubricating bearings. All parts 
machined for interchangeability. 
From $120. 

6. MOVIOLA OPTICAL SOUND 
READER MODEL SRB—35 mm- 
16mm, 35-32mm $155. Moviola’s 
versatile optical sound reader, 
reads left to right, right to left, 
emulsion up or down. 

See Camera Mart. 
1. CAMART EDITING TABLE Cus¬ 
tom-built, heavy-duty all welded 
steel construction, genuine for¬ 
mica top (flush trim). Built-in 
light-well (9" x 12") with W 
frosted plexiglass. U.L. approved. 
28" x 33" x 60" with light box 
$129.50, without light box $109.50, 
other sizes, prices on request. 
(Packing charge for deliveries out¬ 
side New York City Area.) 

2. CAMART FILM BIN • Rec¬ 
tangular construction—30" x 24" 
x 12" • Vulcanized fiber with 
reinforced metal frame • Double¬ 
row racks. Complete with rack 
and scratch-proof liner. With 
skids $43. with casters $48.75 

3. EDITORS SWIVEL CHAIR Seat 
and b3ck-rest are deeply up. 
holstered with Durafoam. Mounted 
on heavy gauge steel seat pan 
17" x 16". Adjustable backrest. 
All welded tubular steel frame. 
Without casters $35.80, with 
casters $39.10. 

7. M-H PROFESSIONAL HOT SPLI¬ 
CER Cuts splices and welds in 
one operation. Low visibility 
splices made at frame line. Built- 
in ‘‘life-time scraper blade and 
holder.” Precision, full fitting 
pilot pins. Thermostatically heated 
blades make perfect welds-fast. 
Model 135—16/35mm $349. Model 
116—8/16 mm $249. 

8. GUILLOTINE SPLICER • Pre. 
cision machined for accurate reg¬ 
istration. • For use with non- 
perforated Mylar or Cellulose 
Tape. • Cuts straight for picture 
and diagonal for sound 16mm 
Model $155 35mm Mode! $180 

9. RIVAS MYLAR SPLICER Con¬ 
structed to professional specifica¬ 
tions for 16 or 35mm film. 
Registration pins align the film 
perfectly while the serrated cut¬ 
ter holds the tape firmly over 
the film during the splicing 
operation. Rivas 16 or 35mm 
straight $165. diagonal $175. 

For Editing Equipment catalog write: 

TheCamera Mart me. 
456 W. 55th St., (Bet. 9th & 10th Aves.) 
New York, N. Y. 10019 Phone: (212) 757-6977 

costly mistakes and errors. 
As an example, Clarence Thompson 

at Telesound Studios offered to test my 
sound equipment before going on loca¬ 
tion with a piece of test footage to 
make sure the "wild” sequence would 
match up later. It was possible to tell 
from his check that we were on safe 
ground. A roll of test film in each 
camera given to the lab before you 
begin production will also help check 
meters, shutters, speeds, and operation. 
The cost of this is less than $20 yet 
there are still cameramen who rent 
equipment without checking it first and 
later discover a malfunction has ruined 
most of their work. 

When renting a Scoopic from F & B 
Ceco I made it a practice to copy down 
the serial number of the first camera I 
used, then reserved that same camera 
each time thereafter. During the week if 
I hadn't used the Scoopic for a few 
days, we shot a test roll to make sure it 
was still functioning properly before 
working with our actors on the week¬ 
end. 

As we progressed with "BUENA 
PARK-JUST FOR FUN", the extra 
complications of sound, lighting and 
actors required extra personnel. My 
production supervisor, Pat LaTona, 
proved there is no substitute for his job. 
He checked continuity, arranged for 
props, locations and checked rental lists. 
When it was needed, he shot film and 
ordered food. 

Most small productions like ours 
require each person to wear a number of 
hats, and our actors helped unpack gear, 
carry it to new locations and even make 
their own costumes. Once when we 
were caught without a silk cravat, 
Doreen Jameson loaned us her slip 
which doubled nicely for the missing 
piece of costume. 

To assure a built-in audience for the 
movie, Alex Goodman, the Chamber 
manager, signed a contract with Sterling 
Movies of Hollywood that guaranteed 
more than 200 television play dates in 
the first year of release. This will be an 
estimated audience of some 10,000,000 
people. It now seems certain "BUENA 
PARK-JUST FOR FUN" will help sell 
the city to millions of tourists from all 
over the United States who will be 
making vacation plans with their 
families. 

A promotional film need not be dull 
or handled in the usual trite manner. It 
can be fun for the audience and reward¬ 
ing for the producer and cast. There was 
certainly never a better time for this 
type of film to be made. The problems 
and profits make this aspect of motion 
picture production very rewarding. ■ 
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...everybody’s promise to the film maker! 
These are all empty words in¬ 
deed, without the know-how and 
the personal attention of experi¬ 
enced people to back them up. 

Matt Herman, our Quality Control 
Manager for over twenty years, 
has been helping us to put life 

and meaning into the words 
“Colburn Quality," “Colburn 
Service,” “Colburn Dependabil¬ 
ity.” Matt and his co-workers 
have that priceless experience 
and the equipment to help you 
achieve a finer finished film on 
your next production. 

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

Complete Laboratory Service for 16MM / Editing / Recording 
Work Prints / Super 8, 8MM & 16MM Release Printing 
Titling / 35MM Slide and Filmstrip Service 

H4 NI I VI 
»:l/« IMIlSMV 

3.63 in. 
(92mm) 

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

C-mount is standard 
Available with other 
mounts. 

Schematic shows 
f3.8 lens. Photo 
shows f2 lens. 

by Rank-Taylor-Hobson, 
manufacturers of the 
worldfamed Cooke Speed 
Panchros and Kinetals. 

17-85mm. With or with- 
1 out focusing viewfinder. 
Manual controls only. 

f3.8 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) 
(213) 985-3963 Bob Jones (West) 

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

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

AMERICAN CINEMATOGRAPHER. MAY, 1970 469 



"ERECTOR SET" CAMERA 
Continued from Page 447 

The personal touch in business is 
fine, up to a point. But we don’t 
believe in finger-printed lenses. 
When you rent a camera from 
Victor Duncan, there are other 
things you won’t find. • Like a 
poorly-mounted lens to throw 
your focus out of kilter. Like a 
zoom lens with the hiccups. Or a 
torque motor without enough 
torque to take-up. Or any of a 
dozen things that can gum up 
your schedule and blow the bud¬ 
get. * * * Whatever your needs, 
when you rent from Victor 
Duncan you know that your out¬ 
fit is clean, inspected and tested 
. . . checked and double checked. 
Everything works! These days 
that’s no small order. But to us 
it’s mighty important. And we’re 
sure it’s important to you. 

the check and double check people 

VICTOR DUNCAN, INC 
RENTALS • SALES • SERVICE 

11043 Gratiot Ave., Detroit, Michigan 48213, (313) 371-4920 
155 E. Ohio Street, Chicago, Illinois, (312) 321-9406 
2659 Fondren, Dallas, Texas 75206, (214) 369-1165 

accomplished by installing a low current 
six-volt light near the film aperture. 
Simultaneously with illumination of the 
start marker, there is a six-volt output 
to the bloop oscillator through the 
sync-pulse cable. 

This start marker actually eliminates 
the necessity of clapping at the begin¬ 
ning of each scene to provide synchron¬ 
ism. This cost $225.00 . . . but elimi¬ 
nates the need for an additional man on 
the crew to clap the slate. 

Then, to make the unit into a truly 
well-integrated studio unit, I added a 
12.5 battery eliminator for about 
$18.00 and, a 25-foot cable from the 
camera to my Uher 4000S (with a 
Rangertone Sync Head) for about 
$20.00. Also, the addition of a Sound 
Barney for $110.00 is a must for the 
studio-sound operation. This barney 
consists of layers of sound deadening 
fiberglass and wool sheet covered overall 
with canvas duck. The noise level is 
sufficiently reduced to afford filming 
when using directional or lavalier micro¬ 
phones or when shooting medium and 
long shots at exterior locations. And, 
the barney makes an excellent dust 
cover as well. 

So, what I have now is a camera 
capable of hand-held and grab shooting, 
no-nonsense photography, which also 
affords me the opportunity to shoot 
sync-sound with 400-foot magazine ca¬ 
pability and which literally comes apart 
to provide me with as much or as little 
capability as I want. 

And, all this facility cost $1,250.00 
for the camera, $240.00 for the maga¬ 
zine conversion, $180.00 for the Bolex 
Mag., $225.00 for the sync pulse gen¬ 
erator, $18.00 for the battery elimi¬ 
nator, $225.00 for the electric start 
marker, $20.00 for the connecting cable 
and $110.00 for the sound barney . . . 
giving a grand total of $2,268.00. To get 
this same facility with other equipment 
with the same quality and ease of 
operation would cost at least another 
thousand. The last item I added was a 
spirit level for about $6.50 . . . just to 
keep me and the Scoopic level! 

All the engineering was done by 
Cinema Engineering, 5625 Melrose Ave¬ 
nue, Hollywood, California . . . 90038 

. . . talk to Paul Hinkley. 
PS: As I was completing this article, I 

decided to make one last addition: a 
Bloop Oscillator for $49.00. This will 
work in conjunction with the electric 
start marker and will put a 1000-cycle 
signal on the sound track at the same 
time the miniature light flashes the film. 
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/ 
GET THE PACKAGE DEAL FROM / / / V/^WY X '///v^VvV 

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 

ANNOUNCING 

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.D.’s. Single book orders will not be billed. 

Check or money order must accompany orders 

for single bocks. 

Name   

Street    

City   

State  Zip  

California residents please remit 5% Sales Tax 
(50r per copy). Foreign buyers please pay by 
International Money Order or US funds. 
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We build processing machines for any type color or b&w 
film. These efficient, dependable machines are pro¬ 
fessional quality throughout. Completely automatic, they 
scrupulously adhere to Kodak requirements. Each cycle is 
precisely timed, all temperatures accurately, auto¬ 
matically maintained. Feature Houston Tendency Drive 
System, using Kodak's patented spring center film spools, 
eliminating film breakage and scratches. Prices far below 
comparable machines. Superb quality. Let us quote on 
your requirements. 

r 

v. 

PHOTO PRODUCTS, INC 
THE WORLD KNOWS OUR PRODUCT 
    

A Tradition 
of Excellence 

since 1982 

HOUSTON PHOTO PRODUCTS, INC. 
655 E. 20th St. Yuma, Ariz. 85364 

Phone: (602) 782-3677 

“BUTCH CASSIDY" 
Continued from Page 438 

criterion as to whether anything is valid 
or not anyway. But, generally speaking, 
I prefer to place the focus on that part 
of the story that is important and leave 
the part of the story that is not impor¬ 
tant out of focus. Therefore, I like to 
focus on the people-and I like to 
change focus back and forth, if it can be 
done smoothly without calling attention 
to what is happening. This can help tell 
your story, because it directs audience 
attention to whatever it is you're fo¬ 
cused upon. This is not new or any¬ 
thing; it's just the way I like to do it 
now.” 

I asked him about his approach to 
the lighting of interiors on the picture 
and he said: "I tried not to put too 
much light on inside. I don't know if I 
always succeeded, but there were several 
scenes I liked. I wish I could do a 
picture in which I liked all of my work, 
but that hasn't happened yet and I'm 
not sure that it ever will. Anyway, there 
was this one scene that is supposed to 
take place in a police station in Bolivia. 
Someone comes in from outside and 
talks to the people and then they all 
rush out. There was an F/12 light 
outside and a level of F/4.5 inside—way 
out of balance, but that's the way I feel 
it should be. I was using a FAY light 
with spun-glass diffusion for fill, and I 
started out with all five lamps burning. 
One by one, I turned all of them off. 
Then I chickened out and turned one of 
them back on to shoot the scene. It 
looked fine, but it might have looked 
better with no fill at all. 

"I have a tendency to put too much 
light on things, and I'm trying to com¬ 
bat that. What I want to do is make the 
film work instead of me. I'd like to be 
able to open up the lens to expose for 
what it is I want to see, and damned 
with what I don't want to see. 

When you've known Conrad Hall for 
any length of time, one of the things 
that impresses you most about him is 
his complete honesty. He is, in particu¬ 
lar, brutally honest about himself and 
his work, so I was not especially sur¬ 
prised to hear him say: "I hate my 
night-for-night street scenes in 'BUTCH 
CASSIDY' because there's too much 
light on them. They're lit up like a 
studio lot. You tend to do that when 
you're working for a major studio and 
they load you up with so much lighting 
equipment—especially when it's cold. 
People start turning on lights and you 
go over and start turning them off. But 
it's easy to get confused about your 
concept and end up settling for less than 
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what you really want. That's something 
every cameraman is faced with. You 
don't realize at the time that you're 
doing wrong, even when you view the 
dailies. It's later, when the film's all put 
together and you see that street all lit 
up like a Christmas tree that you realize 
you could have done better. All you can 
do is try to never let it happen again—or 
try never to be cold when you're light¬ 
ing, or settle for less than what you 
really think is the best.” 

I mentioned the famed bicycle se¬ 
quence in the film, that light-hearted 
romp on two wheels which is a sequence 
that seems to stick with the audience. 

"That sequence was simply having 
fun with the camera, as far as I was 
concerned,” he commented. "But, in 
terms of mechanics it means talking 
somebody into shooting it at the right 
time of day . . . shooting just as the sun 
is going down, with the long shadows 
reaching out. . . being able to move 
around to locations you've picked for 
certain effects—like finding a fence with 
the slats out, and waiting for the sun to 
kick into the lens to create a marvelous 
visual effect. You have to send everyone 
home except the principals and work 
with a very small crew in a jeep so that 
you can move around. You don't tell 
anybody what to do. You just turn 
them loose in a field and tell them to 
have fun with the bicycle and chase 
cows, or something like that. But it's 
not all as haphazard as it sounds. You've 
got to have a very good operator and an 
assistant who's really sharp with the 
follow-focus, plus someone to use judg¬ 
ment with the zoom lens . . . when to go 
in . . . when to pull back. You should 
usually have two cameras going on a 
thing like that. It's the spontaneity 
that's important. That whole thing was 
shot with the zoom racked out to 
telephoto length, using heavy fog filters. 
We used #3 fog filters on that sequence 
and #2's on most of the other exteriors. 
Again, it was a matter of destroying the 
sharpness of the image.” 

I reminded him that his striking 
photography of "HELL IN THE PACI¬ 
FIC" (the world's worst title!) was razor 
sharp almost all the way through. 

"I didn't use any fog filters on that,” 
he admitted, "but for a different reason. 
I didn't feel that the story warranted 
any beautification.” 

He could sense the question that was 
running through my mind. 

"No," he said, "you certainly 
couldn't call 'BUTCH CASSIDY' a 
beautiful story—but it was, essentially, a 
comedy. It read like one. The script was 
full of hilarious one-liners, and that's 
the way George Roy Hill seemed to 
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want to stage it. He wanted it to be 
clever and still have a sense of history 
about it. You could have done the 
picture in an entirely different way- 
made it a serious film about the phasing 
out of banditry, just as they did in THE 
WILD BUNCH'. But the director chose 
not to do it that way, so I selected a 
style of photography that would en¬ 
hance the fun of the piece and give him 
what he wanted.” 

I commented upon the effectiveness 
of starting the film in sepia and then 
very subtly dissolving to full color in the 
midst of a panoramic long shot. 

"That was planned precisely in the 
script, either by the writer or the 
director—I don't know which,” said 
Hall, "but the shot in which the change 
takes place is something George sent me 
out to shoot by myself. I went out with 
a small crew at about 5 o'clock in the 
morning and shot the scene in the 
pre-light of dawn. It was a shot in which 
the sun comes up and hits them as 
they're riding toward the mountains. I 
knew that the color would not have to 
be toyed with, since it would look like 
sepia because the rays of the sun are 
almost that color at that time of morn¬ 
ing. The sepia sort of melted into gold 
as we panned around to blue mountains 
in the background for a marvelous 
transition.” 

Since "BUTCH CASSIDY” is some¬ 
thing of a period piece and many of the 
scenes have kerosene lamps as an appar¬ 
ent source, I asked him about his 
method of getting this effect to look 
realistic on the screen. 

"A typical example is the sequence 
after the chase in which Redford and 
Newman are having dinner and Kather¬ 
ine is serving them,” he said. "There are 
two practical kerosene lamps in the 
scene and we have to presume that the 
light is actually coming from them. 
Since we're shooting in color we can't 
get enough exposurable light from the 
actual flame to photograph the scene, so 
my approach is to hide a small peanut- 
type lamp (sometimes called a "gim¬ 
mick”) behind the flame itself. Then 
they take it down on the dimmer to a 
point where the drop in voltage will 
lower the color temperature to a yellow¬ 
ish cast nearer to the color of lamplight. 
Now, this creates a very hot looking 
flame—much hotter than it would ap¬ 
pear in a real situation, but it does give 
the illusion of the flame actually light¬ 
ing the scene. 

"The other alternative is to beam a 
light down onto the lamp itself to sort 
of brighten it. This never looks to me 
quite as real as the first method, because 
it's not hot enough to cast that much 
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light onto the actor's face. Neither one 
of them is really satisfactory to me, but 
they are the two ways that are used 
most often. 

"Of course, there will come a time 
when we won't have to worry about 
creating such effects to make them look 
real. Someday Eastman will make a film 
that is as fast as the human eye, and 
then there won't be any actual lighting 
involved. You'll simply be concerned 
with the story and the telling of it from 
your point of view. I can hardly wait for 
that day." 

He had a mischievous gleam in his 
eye, and he might have been putting me 
on. 

But then, again—he might have 
meant it... . ■ 

THE STORY OF "OSCAR" 

Continued from Page 422 

published on Feb. 18 and the first 
presentations were held at the Holly¬ 
wood Roosevelt Hotel on May 16. Since 
the winners had been known for several 
weeks, there were no surprises. From 
that time on, however, suspense became 
an element of every program. 

Fifteen golden statuettes were pre¬ 
sented by President Douglas Fairbanks 
and Vice President William C. DeMille, 
chairman of the program. All of the 
winners were men except a young girl 
named Janet Gaynor, who was honored 
for acting achievements in three pic¬ 
tures: "Sunrise", "Seventh Heaven" and 
"Street Angel". 

Miss Gaynor was there to receive her 
Oscar but Emil Jannings, cited for his 
acting in "The Way of All Flesh" and 
"The Last Command", had left Holly¬ 
wood for his home in Berlin. He had 
been permitted to take his Oscar with 
him. He never returned to Hollywood; 
he died in Germany in 1950. 

"Wings" was voted the best picture 
of the year 1928, and an Award went to 
"Sunrise" for artistic production qual¬ 
ity. Frank Borzage won an Oscar for his 
direction of "Seventh Heaven" and a 
comedy direction Award was presented 
to Lewis Milestone. 

Even during that first year the 
Academy, recognizing the need for 
special honorary Awards, presented 
two—one to Warner Bros, for producing 
the first talkie, "The Jazz Singer", and 
the other to Charles Chaplin for produc¬ 
ing, directing, writing and starring in 
"The Circus". 

A hint of things to come at future 
Awards programs was the appearance of 
Al Jolson—not to receive an Award, but 
solely as an entertainer. Many other 
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great personalities were to follow him. 
The first Awards ceremony went off 

with little exploitation, but within a 
week the Academy Awards were the 
talk of the industry. When the second 
Awards program was held on April 3, 
1930 (1928-29), the little golden statu¬ 
ette was a star in his own right. Interest 
was so high that a Los Angeles radio 
station did an on-the-spot broadcast for 
an hour. The Awards have had broad¬ 
cast coverage ever since. 

The list of achievements honored 
that year was reduced to seven—two for 
acting and one each for best picture, 
direction, writing, cinematography, and 
art direction. A musical, “Broadway 
Melody”, was named best picture and 
the late Warner Baxter received the Best 
Actor Award for his performance in a 
Western, "In Old Arizona". 

Mary Pickford won an Oscar for her 
work in "Coquette". Frank Lloyd was 
honored for his direction of "The 
Divine Lady"; among his competitors 
was Lionel Barrymore, who had direct¬ 
ed "Madame X". 

The third presentations were held 
that same year, in order to eliminate the 
time lag after the Academy's year-end, 
on July 31, 1930. The Awards contin¬ 
ued on the split-year basis until the 
1934 Awards year was made to coincide 
with the calendar year. 

In spite of a $10-a-plate price, the 
third banquet, held on Nov. 5, 1930, 
was a sellout. A beautiful but much 
flustered Norma Shearer was honored 
that year for her performance in "The 
Divorcee"; George Arliss received an 
Oscar for his equally moving perform¬ 
ance in "Disraeli". "All Quiet on the 
Western Front" was named the Best 
Picture, and a second Award was given 
to its director, Lewis Milestone. 

It was decided that winners of pre¬ 
vious years' Awards should present the 
Oscars at the fourth banquet, held in 
November, 1931. The affair had as¬ 
sumed national importance by this time; 
Vice President Charles Curtis came from 
Washington to bring his personal greet¬ 
ings and to convey those of President 
Herbert Hoover. 

A boy named Jackie Cooper had 
been nominated as that year's best 
actor—the first juvenile so honored—for 
his role in "Skippy". He was seated next 
to Marie Dressier at the banquet. He fell 
sound asleep on Miss Dressler's ample 
shoulder. The Award in the acting cate¬ 
gory went to Lionel Barrymore; as he 
accepted the statuette for his work in 
"A Free Soul", Barrymore lauded his 
competitors, including Jackie—who 
slept peacefully through the speech. 

Continued on Page 478 
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4 BOOK REVIEW 
THE TECHNIQUE OF EDITING 16MM 
FILMS By John Burder. New York: 
Hastings House, Publishers 1968. Illus¬ 
trated. 152 pages. 

This book is an excellent companion 
to Ernest Walter's text on editing 35mm 
film. There is a difference in handling 
and editing 16mm and 35mm as this 
book clearly demonstrates even though 
the basic principles are the same. 

The author has essentially written a 
how-to-do-it book. He is mainly con¬ 
cerned with the actual craftsmanship of 
editing 16mm film rather than any 
artistic discussion of film editing. This is 
all to the good because there have been 
a number of excellent books on the 
theory of editing but very few on the 
down-to-earth labor that it takes to put 
a 16mm production together. 

Detailed attention is given in this 
book to sound editing because this 
often proves to be the most complex 
and hazardous to the embryo editor. 
The author examines the many types of 
soundtrack, narration, effects and ar¬ 
rangements for dubbing alongside the 
same operations on the picture side. 

There is considerable detail on nega¬ 
tive cutting methods or assembly of 
camera original materials into A and B 
(or C and D) rolls. The preparation and 
use of opticals and titles are covered 
plus the day-to-day operation of the 
cutting room. 

Mr. Burder is a British film techni¬ 
cian and writes mainly from the British 
point of view. This presents no real 
problems in this book since the differ¬ 
ences in operations in this country and 
England are slight. But there are differ¬ 
ences and this should have been ex¬ 
plained since this book has been aimed 
at the American market. For example, 
the method of marking a workprint for 
opticals is different. Also, the author 
discusses various film-examining ma¬ 
chines, but for some unknown reason 
leaves out one of the most popular—the 
Moviola. These are very minor points 
but they are things that the American 
reader is sure to notice. The author has 
included an excellent glossary which 
does much to clear up the differences in 
terms used in the United States and 
England. 

Production of motion pictures in the 
16mm format is on the increase. This 
book is certain to be a welcome refer¬ 
ence and textbook to those film-makers 
who work with 16mm film. 

GEORGE J. MITCHELL 
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THE STORY OF "OSCAR" 
Continued from Page 476 

When the best-actress Award was 
announced and Miss Dressier was named 
for her role in "Min and Bill", she eased 
Jackie from her shoulder onto his 
mother's lap and arose to receive her 
statuette from Norma Shearer. 

Miss Shearer, incidentally, might 
have had the embarrassing task of hand¬ 
ing herself the Oscar, since she also was 
a nominee. After that the Academy 
avoided such awkward situations by 
having actresses present Awards to 
actors and vice versa. 

Other Awards for that year went to 
"Cimarron" as the best picture and 
Norman Taurog as director of 
"Skippy". 

Actor Lawrence Grant became the 
Academy's first master of ceremonies at 
that 1931 event. Many great stars have 
had the honor since. Bob Hope has been 
master of ceremonies more often than 
any other; he made his 14th appearance 
in this capacity in 1968. 

Jerry Lewis has served three times; 
Jack Benny, James Stewart, and David 
Niven twice each. Others have been 
Conrad Nagel, Will Rogers, Irvin S. 
Cobb, Lionel Barrymore, George Jessel, 
Bob Burns, Director John Cromwell, 
Robert Montgomery, Paul Douglas, 
Fred Astaire, Danny Kaye, Donald 
O'Connor, Fredric March, Thelma 
Ritter, Claudette Colbert, Joseph Mank- 
iewicz. Celeste Holm, Jack Lemmon, 
Rosalind Russell, Sir Laurence Olivier, 
Tony Randall, Mort Sahl, Frank Sinatra, 
and even Donald Duck. 

Oscar got his name in 1931. Margaret 
Herrick, today the executive director of 
the Academy, saw the statuette and 
studied it carefully, "Why, he looks like 
my Uncle Oscar," she said. 

Sitting in an adjoining office was a 
newspaper correspondent who wrote 
"Academy employees have affectionate¬ 

ly dubbed their famous gold statuette 
Oscar." The nickname stuck and be¬ 
came world-famous. 

The 1932 program was enlivened by 
the announcement that there was a tie 
vote in the actor division between Fred¬ 
ric March for "Dr. Jekyll and Mr. Hyde" 
and Wallace Beery for "The Champ". 

Each was handed a statuette while 
one Academy official looked on in 
horror. The supply of statuettes was 
now one short. So the man raced to the 
Academy office and back with an extra 
trophy just in time for the Best Picture 
Award. Since then, there have always 
been more than enough Oscars on the 
stage. 
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The Short Subject Awards came into 
being that year and Walt Disney made 
the first of many trips to the podium to 
receive Oscars for the year's Best Car¬ 
toon. He also received an honorary 
statuette for creating Mickey Mouse. 

Before his death in 1966 Disney 
collected another 24 Oscars. He also 
received the Thalberg Award and three 
Honorary Awards, for a grand total of 
30—more than anyone else, by far. 

Other Awards for 1931-32 went to 
Helen Hayes for "The Sin of Madelon 
Claudet", to director Frank Borzage for 
"Bad Girl", and to "Grand Hotel" as 
the Best Picture. 

Will Rogers convulsed the 1934 ban¬ 
quet with his irreverent humor. He 
wound up the show by inviting nomi¬ 
nees May Robson and Diana Wynyard 
to the speaker's table. 

The room was hushed, expecting 
another tie. But Rogers kissed them 
both, told them they had delivered 
sparkling performances, then announced 
that the Award went to Katharine 
Hepburn, who was absent, for "Morning 
Glory". 

Charles Laughton, yet to come to 
America, won for his performance in 
"The Private Life of Henry VIM", and 
"Calvacade" was honored as the best 
picture. 

Director Frank Capra had an embar¬ 
rassing experience that year. Nominated 
for the first time, Capra, later to win 
three Awards, got to his feet and started 
for the rostrum when Rogers said, 
"Come and get it, Frank." 

Capra was about 40 feet from his 
chair when he realized that Rogers was 
motioning to Frank Lloyd, the real 
winner (for "Cavalcade"). Capra later 
described his return to his seat as "the 
longest crawl in history." 

It was one of the many unrehearsed 
incidents which have highlighted the 
Awards through the years. 

In 1935, when achievements for 
1934 were honored, "It Happened One 
Night" swept the Awards. Miss Colbert, 
not expecting to win, was getting on a 
train for New York at the moment her 
name was announced as winner of the 
Best Actress Award. 

She was whisked off the train and 
Santa Fe officials were induced to delay 
its departure while a taxi sped her to the 
Biltmore Hotel, fortunately only a short 
distance away. Irvin S. Cobb cut short a 
presentation to Shirley Temple to give 
Miss Colbert her Oscar. 

She said, "I'm happy enough to cry, 
but can't take the time. A taxi is waiting 
outside with the engine running." She 
departed and the show resumed. 

Clark Gable, male star of "It Hap- 

TheCamera Martmc. 
456 W. 55th St., (Bet. 9th & 10th Aves.) 
New York, N. Y. 10019 Phone: (212) 757-6977 

ARRIFLEX CAMERAS AND ACCESSORIES 
-\ 

Rugged, reliable, versatile, self-blimped 
sound camera. The professionals camera 
for quality location sync sound filming. 
Compact, lightweight. Tachometer, frame/ 
footage counter. Simplified film path, gear- 
driven sprocketed magazine system. Camera 
built around famed mirror-shutter reflex 
system and registration pin movement. 

ARRIFLEX 16mm STANDARD 
Model S camera also available with built-in 
slate and sync generator. Use with 100' 
spools or 400' magazines. Simplified film 
path lets you change magazines in seconds. 
Rock-steady registration pin movement. Mir¬ 
ror-shutter reflex system. 

ARRIFLEX 35mmCAMERA 
Model ll-C incorporates the latest improve¬ 
ments in 35mm reflex cameras. Quick 
change magazines, mirror reflex shutter. 
Also available with variable shutter, built-in 
electric slate and synch generator. 

SIEMENS PROJECTOR 2000 
Preview type high quality optical-magnetic 
interlock sound projector. Records 200 mil 
magnetic track. Mix and playback. Single 
system optical, single or double system 
magnetic tracks in perfect sync. 

ANGENIEUX ZOOM LENS 
provides the widest assortment of zoom 
lenses available in 16mm, 35mm Arriflex 
cameras. A varied selection of zoom ranges 
is available for every need from newsreel 
photography to the most elaborate studio 
production. 

ARRIFLEX SOUND BLIMPS 
For 16mm, 35mm cameras. Compact, noise¬ 
less. Accepts 400' magazines (up to 1,000' 
on 35mm). Sync motor, footage counter, 
follow focus for studio or location. Also 
available in new fiber glass materials. 

All Arriflex and Siemens equipment available for long term leasing. 

^LIKE-NEW SHOWROOM DEMONSTRATORS AVAILABLE Write /or descriptive literature J 
LOOK TO CAMERA MART FOR EVERYTHING 
YOU NEED FOR MOTION PICTURE PRODUCTION 
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MOTION PICTURE PLANT DESIGNER 
Build your new plant with help from the designer-consultant who laid out New York's 
new 21,000 foot VPI COLOR CENTER, Chicago’s soon to be built 20,000 foot VPI 
COLOR CENTER, and CINE MAGNETICS' current 8mm film laboratory alteration. 

Use a designer with a thorough knowledge of A/V and motion picture technical 
procedures. Use floor plans which show not only walls but each piece of equipment. 
Solve your work-flow problems with layouts which are efficient and attractive. Your 
architect will be provided with details of the special installations and specifications you 
will require for: 

• printing rooms • opticals & animation * filmstrips & Slides • sonic cleaning • light proofing 
• color analyzers • built-in work tables • raw stock cold vaults • film editing complexes 

■ projection facilities * sound stages * sound proofing * recording studios * print distribution 
• executive offices • decorative treatment • cartridge loading • humidity levels 

* temperature tolerance * toxic air exhausts • air supply systems * negative work areas 
■ technicolor exhibit B clean rooms 

Let's Discuss your needs. 

Write: R. Tobias, Consultant, 8 Vine Road, Larchmont, New York 10538 
914-TE 4-8599 

CLEAN FILM SLITTING! 
, WITH NO POWDERY EDGES TO SHED DUST 

This is the latest IMPROVED 
CINEKAD CAMERA BRACE 
Used world-wide by discriminating cameramen. 
This Camera Brace will support all 16-35mm hand¬ 
held movie cameras; Auricon, General Camera SS-Ml, 
Arriflex, Bell & Howell, Mitchell, Beaulieu, Canon, 
Bolex, Momag, Eclair, etc. Guaranteed-steady and 
Balanced Brace affords perfect shooting with any 
weight of camera, without fatigue and strain. It 
eliminates the necessity of using any tripod, particular¬ 
ly in crowded or limited spaces. 

The CINEKAD Camera Brace provides 
SPEED, FLEXIBILITY and PORTABILITY. 

Write for catalog and prices. 

CINEKAD ENGINEERING COMPANY 
757-59 Tenth Ave„ New York, N.Y. 10019 

pened One Night”, and Frank Capra, its 
director, also received Awards that 
night. Miss Temple's Oscar was the first 
honorary juvenile Award. 

Since then, other child actors who 
have received the miniature statuette 
include Mickey Rooney, Deanna 
Durbin, Judy Garland, Margaret 
O'Brien, Peggy Ann Garner, Claude 
Jarman, Jr., Bobby Driscoll, Vincent 
Winter, and Jon Whitely. 

Bette Davis became an official write- 
in candidate that year; many thought 
her performance in "Of Human Bond¬ 
age” rated a nomination. (The Academy 
now has a rule forbidding write-ins in 
the final balloting.) And three new 
categories—Film Editing, Musical Scor¬ 
ing, and Best Song—were added to the 
voting that year, which was the first 
that Price Waterhouse & Co., inter¬ 
national firm of public accountants, was 
employed to count the ballots to ensure 
secrecy of the results. 

The 1936 affair, honoring achieve¬ 
ments for 1935, gave the Best Picture 
Awards to "Mutiny on the Bounty”, the 
Best Actress accolade to Bette Davis for 
"Dangerous”, the Best Actor Award to 
Victor McLaglen for "The Informer", 
and the Best Direction Award to John 
Ford, also for "The Informer". 

The Academy began recognizing 
motion-picture pioneers that year by 
presenting an honorary Oscar to David 
Wark Griffith. In later years it similarly 
honored Mack Sennett, Harry M. 
Warner, Douglas Fairbanks, Walter 
Wanger, Ernst Lubitsch, Adolph Zukor, 
Sid Grauman, Col. William Selig, Cecil 
B. DeMille, Jean Hersholt, Louis B. 
Mayer, Joseph M. Schenck, Joseph I. 
Breen, "Broncho Billy" Anderson, Bus¬ 
ter Keaton, Lee De Forest, Stan Laurel 
and Yakima Canutt. 

Highlights of the 1937 Show were 
the presentation, for the first time, of 
Oscars to a supporting actor and sup¬ 
porting actress. The honors went to 
Walter Brennan for "Come and Get It" 
and Gale Sondergaard for "Anthony 
Adverse". 

Other winners that year were "The 
Great Ziegfeld" as Best Picture; Paul 
Muni as Best Actor for "The Story of 
Louis Pasteur"; Louise Rainer as Best 
Actress for "The Great Ziegfeld", and 
Frank Capra as Best Director for "Mr. 
Deeds Goes To Town". 

In 1938 Miss Rainer became the first 
player, male or female, to repeat as an 
Oscar winner and the only actress to 
win in two consecutive years. Later in 
Academy history Bette Davis, Olivia de 

Havilland, Vivien Leigh, and Ingrid 
Bergman joined Miss Rainer as two-time 
Academy laureates. 
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THE 

BIG 

For more than thirty years East 
Coast film makers have insisted 
that their optical negatives re¬ 
ceive the skillful, creative at¬ 
tention of CINEFFECTS, INC. 
where QUALITY and SERVICE 
are a tradition! Now, CINEF¬ 
FECTS COLOR LABORATORY 
backs up our skilled optical 
cratsmen with optimum QUALI¬ 
TY and SERVICE in processing 
and printing that preserves the 
gem-like results obtained on 
our optical benches. 

We take all the responsibility 
. . . from opticals to finished 
negative . . . and we take the 
CREDIT, too! 

Be SURE! ... use 

THE 

BIG 

C7>?effects Inc. (212) 246-0950 

and 

cinoffects (212) 581-4730 

co/or laboratory tnc. 
115 West 45th Street, New York, N. Y. 10036 

Subsidiaries of 

NATIONAL SHOWMANSHIP SERVICES, INC. 

Other winners that year, which 
honored achievements for 1937, in¬ 
cluded Spencer Tracy as Best Actor for 
"Captains Courageous", Joseph Schild- 
kraut as Best Supporting Actor for "The 
Life of Emile Zola", Alice Brady as Best 
Supporting Actress for "In Old Chi¬ 
cago" and Leo McCarey as Best Director 
for "The Awful Truth". The Best Pic¬ 
ture Award went to "The Life of Emile 
Zola". 

The Irving C. Thalberg Memorial 
Award, established in 1936, went to 
Darryl F. Zanuck. Over the years this 
honor, given for consistent high quality 
of production, also has gone to Hal B. 
Wallis, David O. Selznick, Walt Disney, 
Sindey Franklin, Samuel Goldwyn, 
Jerry Wald, Arthur Freed, Cecil B. 
DeMille, George Stevens, Buddy Adler, 
Jack Warner, Stanley Kramer, Sam 
Spiegel, William Wyler, Robert Wise and 
Alfred Hitchcock. 

The year 1939 was one of repeats. 
Bette Davis, for "Jezebel"; Spencer 
Tracy, for "Boys Town", and Walter 
Brennan, for "Kentucky", all got their 
second Oscars. Fay Bainter won as Best 
Supporting Actress for "Jezebel", and 
the Best Picture was "You Can't Take It 
With You". Miss Bainter also had been 
nominated as Best Actress for her per¬ 
formance in "White Banners". She was 
the first actress to run in two categories 
in the same year. 

Another highlight that year, which 
honored achievements for 1938, was 
director Frank Capra's third Oscar for 
"You Can't Take It With You". Walt 
Disney received an honorary Oscar for 
Snow White and seven little ones for the 
Dwarfs, and Edgar Bergen received a 
wooden statuette with movable jaws in 
honor of his wooden friend, Charlie 
McCarthy. 

For several years before 1940, results 
were given in advance to newspapers for 
release at 11 p.m., but in 1940 guests 
arriving for the affair, honoring 1939 
achievements, could buy the 8:45 p.m. 
edition of a newspaper which an¬ 
nounced the winning achievements. 

So few were surprised when "Gone 
With The Wind", Robert Donat for 
"Goodbye Mr. Chips", Vivien Leigh for 
"Gone With The Wind", Thomas Mitch¬ 
ell for "Stagecoach", Hattie McDaniel 
for "Gone With The Wind", and Direc¬ 
tor Victor Fleming for "Gone With The 
Wind" were honored. 

Miss McDaniel was the first Negro to 
be voted an Oscar. Since then Sidney 
Poitier has won an acting Award, Doro¬ 
thy Dandridge was nominated, and in 
1948 an Honorary Award was given 
James Baskette for his portrayal of 

Continued on Page 484 
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new 
Slimline H 
packs up in 3" of 
space, delivers more 
light than any flood 
or fill of its size. 

It’s another 
advance from 

What a combination for a 
2,000 watt quartz lamp! 

So slim you can put 3 in the 
space of one ordinary flood. 
So high in intensity it does 
the job of much larger 
units. And with Slimline’s 
extra sharp barndoor 
cutoff, you control light 

better and easier than ever 
before. Want to know 
more? Write Dept, ACABO 

Cardwell ^McAlister ^qc. 

A DIVISION OF F&B/CECO INDUSTRIES, INC. 

12164 Sherman Way 
North Hollywood, California 91605 

(213) 875-1913 

315 W. 43rd St., New York, N. Y. 10036 
(212) 586-1428 

THE MAKING OF “OMEGA” 

Continued from Page 453 

one. They told me that only two such 
magazines had ever been made, and that 
someone by the name of Jan Buehre 
was renting one from them. I went over 
to see Jan and he let me use the 
magazine over the weekend. As it 
turned out, he also had a 16/35mm 
Acme optical printer and was doing 
opticals for commercials, television se¬ 
ries, almost anything one can think of, 
and of excellent quality. 

After watching him operate the 
printer for some time, I asked him to let 
me rent it from him on an hourly basis 
when he was not using it and he finally 
agreed to do so. Had he not let me rent 
it from him in this way, I would never 
have been able to complete the film. 
With this machine I was able to do 
many more effects than I would have 
been able to do with a homemade 
printer. In fact, my film would have 
been nothing without the effects that I 
was able to produce with this equip¬ 
ment. Also, the registration of the print¬ 
er was absolutely perfect, and I found 
the registration in 16mm to be as good 
as 35mm, even when shooting with an 
Arriflex or Bolex. 

Operating the printer was quite diffi¬ 
cult at first, for there were many things 
I had to remember. To my surprise I 
discovered that the machine normally 
ran at an extremely slow speed: six feet 
per minute; and thus it took quite a 
while to print an effect which required 
three to ten passes through the printer. 
The main thing I had to watch for were 
“hairs” in the aperture. In 16mm, these 
“hairs” or strands of fiber from the 
cleaning pad will somehow get into the 
aperture and so one has to be constantly 
on the lookout for them. I had to 
re-print many composites because of 
them. A typical sample of the sort of 
printing I had to do is exemplified in 
my rotoscoped, traveling matte shot. 

The positive sequence that I roto¬ 
scoped was actually printed on an ordi¬ 
nary contact printer. I had two strips of 
film, one the positive print and the 
other, the original negative. I took the 
animated female matte original and 
made a male matte positive in the 
optical printer. Then I took the female 
matte again and bi-packed it with the 
positive and shot it on 7362 developed 
as a reversal. Next I took the original 
negative sequence and bi-packed it with 
the female matte, shooting it on 7362, 
developed as a reversal. What I ended up 
with was a shot of a figure surrounded 
with black instead of his actual back- 

wherever you are 

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 

K0DACHR0ME 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. 

(2X4) 631-5670 
3011 Adidas Dallas, Texas 75247 
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PROFESSIONAL CINE 
PRODUCTS, INC. 

Sells more 

CANON SCOOPICS 
than any other dealer in 
the South or Southwest. 

There Must 
Be A Reason 

Call or Write. 

PROFESSIONAL CINE PRODUCTS 
(GORDON YODER) AC #214 FL 7-3045 
2959 Ladybird Lane Box 20296 

Dallas, Texas 75220 

THE NEW, SHARPER ECO 

7252 
IS COMING! 

Will your camera-lens 

system be equal to it? 

NOW 
MORE THAN EVER 

YOU NEED 

THE RICHTER CINE 

AUTOCOLLIMATOR 

Check Camera Lens Systems for: 
1. Focal plane accuracy 
2. Overall lens quality 
3. Visual resolution 
4. Photographic resolution 
5. Astigmatism 
6. Chromatic correction 
7. Spherical correction 
8. Flatness of field 
9. Coma 

10. Contrast 
11. Best working apertures 
12. Correct adjustment of lens to camera 
13. Squareness of lens with optical axis 
14. Flatness, finish and parallelism of 

filters 

FROM $370.00 

Richter Cine Equipment 
Essex, NY 12936 

ground. Then I took the background 
made from the glass and phased it in the 
printer through a Wratten 29 red filter, 
61 green filter and 47B blue filter. 

After the ECO was developed, I 
bi-packed it with the male matte and 
shot it on ECO. Next, I rewound the 
film and ran the matted positive 
through with the 29 red filter and then 
ran the matted negative through with 
the 47B filter. I also had another matte 
of a glowing band which was run 
through. Thus, what was finally pro¬ 
duced was a composite of a figure in 
red and blue, having a glowing band of 
light around his wrist with multicolored, 
moving shapes in the background. As 
one can see, making these composite 
images is extremely difficult, to say the 
least. 

I would like to conclude this article 
by saying that making this particular 
film would have been impossible with¬ 
out the aid of an optical printer. I 
firmly believe that this is a basic film¬ 
maker's tool, and that every filmmaker 
should have access to one. There is so 
much that can be done with this ma¬ 
chine. I feel, also, that the field of 
special effects is only in its infancy, and 
that more trained people are needed to 
develop it further. I believe, too, that 
every film school ought to have an 
optical printer, so that the students can 
create their own special effects, learning 
the problems involved and how to solve 
them. As we all know, most film stu¬ 
dents are not wealthy, and so they 
cannot go out and have any effects done 
at a lab. Therefore, they usually do not 
incorporate such effects into their pro¬ 
ductions, which is unfortunate, for 
there is so much that can be done with 
them. 

Most film schools, of course, do not 
have the funds to rent or purchase an 
optical printer for student use. (I believe 
that the least expensive model costs 
about $40,000.) And so, unfortunately, 
the students will never have the oppor¬ 
tunity to work with this magnificent 
machine. 

Despite the tremendous amount of 
time and work involved, I consider 
myself very lucky to have had the 
chance to do so in the making of 
"OMEGA”. Perhaps some of the com¬ 
mercial companies that have optical 
printers, recognizing the need to train a 
new generation of special effects ex¬ 
perts, will make this equipment avail¬ 
able to qualified student filmmakers at 
little or no cost during off hours, so that 
this fascinating art will not die, but will 
grow as the motion picture industry 
continues to grow. ■ 

gel 
yunr 
copy! 

The popular Arriflex-at-Work series of 
case studies is now available in a new 
40 page brochure. Read how filmmakers 
have used their ingenuity and Arriflex ver¬ 
satility to solve problems which you may 
face on your next assignment. For your 
free copy, fill in and mail the coupon today. 

ARRIFLEX* 
“ PROFESSIONAL 

MOTION PICTURE CAMERAS 

i——■ 
| ARRIFLEX CORPORATION OF AMERICA 

WOODSIDE, N.Y. 11377 

| □ Please send me your new 40 page brochure. I 

! Name  ■ 

Company  | 

| Address  I 

I City  J 
. State Zip  ■ 
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new 
Clipstrip* 
Speedlighting 
needs no floor space, 
mounts so fast 
you cut time and 
labor to 50%. 

It’s another 
advance from 

B&M 
THE INNOVATORS IN 
LIGHTING EQUIPMENT 

Here’s a quartz lighting 
system you can attach to 
walls, doors, ceilings, mount 
to grip stands or between 
baby keg stands. It’s the 
simplest, most compact 
lighting system ever de¬ 
signed for shooting motion 
pictures and stills in con¬ 
fined areas. Get full details 
on Clipstrip kits and acces¬ 
sories. Write Dept. ACC5O 

* Patent 3,437,802 

Cardwell °McA lister <7qc. 
A DIVISION OF F&B/CECO INDUSTRIES, INC. 

12164 Sherman Way 
North Hollywood, California 91605 

(213) 875-1913 
315 W. 43rd St., New York, N. Y. 10036 

(212) 586-1428 

THE STORY OF "OSCAR" 
Continued from Page 481 

Uncle Remus on the screen. 
Novelist Sinclair Lewis accepted a 

posthumous writing Award for Sidney 
Howard for his screenplay of "Gone 
With The Wind". Lewis, who had played 
a small role in the film, made an 
amusing acceptance speech: "As an 
actor, I know the value of writers. 
Without their imagination and elo¬ 
quence, which produce the words we 
speak, we actors would be nothing." 

The Special Effects Award came into 
being that year. The first went to 20th 
Century-Fox for "The Rains Came". 

The boo-boo on the news release in 
1940 brought into being the sealed- 
envelope system for the 1941 Awards. 
It has been used ever since. A record 
crowd arrived early to hear a special 
radio message to the Academy from 
President Roosevelt. James Stewart won 
the Best Actor Award for his perfor¬ 
mance in "The Philadelphia Story". 
Several days later he was in uniform, the 
first major Hollywood star to enlist. 

That year "Rebecca" was the Best 
Picture and Ginger Rogers, theretofore a 
dancer, was named the Best Actress for 
her dramatic work in "Kitty Foyle". 
Walter Brennan won the Best Support¬ 
ing Actor Award for "The Westerner" 
and became the only player ever to win 
three Oscars. The Best Supporting 
Actress Award went to Jane Darwell for 
"The Grapes of Wrath", and director 
John Ford won his second Oscar for the 
same film. 

War came before the next banquet in 
1942, and the stars and patrons who 
had worn gorgeous ermine wraps, eve¬ 
ning gowns, and orchids to previous 
dinners were asked to dress informally. 

Wendell Willkie was a speaker at this 
event. James Stewart returned in uni¬ 
form to present an acting Award to 
Gary Cooper for his title-role portrayal 
in "Sergeant York". Donald Crisp was 
in uniform to receive the Best Support¬ 
ing Actor Award for his work in "How 
Green Was My Valley", which was 
named the Best Picture. 

Mary Astor won Best Supporting 
Actress honors for "The Great Lie”. 
John Ford won his third directorial 
Oscar for "How Green Was My Valley" 
and for the third time was absent; this 
time he was at sea, making movies of 
naval battles. Documentary films had 
come into their own and were placed on 
the ballot for the first time. 

The big story that year was sister 
versus sister. Joan Fontaine and her 
sister Olivia de Havilland were nomina- 

SAVE 
CUTTING TIME THE EASY WAY 
BY USING MERCER'S FILM RULE. 
FILM PATCHES AND MERCER’S 
GRID-LINED TRACING PADS 
FOR MORE INFORMATION CALL 

663-9331 
R.C. MERCER 4241 NORMAL AVE, HOLLYWOOD 90029 CAUE 

NEPTUNE 
I* II D D 35 W. 45th St. (212) 765-4785 
\J I 1 | ■ N e w York, NY 10036 

Sales / Service / Rentals 
Specialists in Underwater Camera Work 

Wri te for I i ter a tu re 

SHOOT 
SOUND ANYWHERE 

'with portable 115 volt AC power: 
9 RUBYLITEP°CER Z 
1 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. 
H Write for Full Information ABM 

n. PHOTOMART 
228 So. Franklin Street 

BIH^. Tampa, Florida, 33602 

SOUND RECORDING for MOTION 
PICTURES 16mm & 35mm 

ing • Screening- 

A Complete 
Service 

■ Interlock Mix- 
Scoring & SFX 

Rl 0 o RECORDED 

PUBLICATIONS 

LABORATORIES 

1514 Pierce Ave., Camden, N.J. 08105 
Tel.: (215) 922-8558 Phila. • (609) 963-3000 Camden 

f \ 
CAMERA STOCKS 

16mm EKTA Color 7242, 7241, 7255 0525 
16mm B & W 7220, 7222, 7231  025 
16mm Color Negative 7254 06 
35mm Color Negative 5251  10 
35mm B & W 5220, 5222, 5231  025 

LABORATORY STOCKS 

7387, 7253, 7385, 7234, etc. 

MAGNETIC SOUND RECORDING STOCK 

35 and 16mm New and Reclaimed 

FILM & EDITORIAL LEADER 
Black Opaque 35mm  18.50 
Black Opaque 16mm    16.50 
Clear Leader 16mm   4.50 
Also: Painted, Personalized 
Printed & Lightstruck. 

studio film oxidiange 
11555 VENTURA BLVD. 

STUDIO CITY, CALIF. 91604 
v (213) 985-3303 . 
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^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) 

SUPER-8 
8mm<or 16mm 'Tftwic 

J DUPLICATES 
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. ★ 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 

★ ★ ★ 
</ FAST SERVICE on MAIL-ORDERS. 

V Finest QUALITY Work. 
V Guaranteed SATISFACTION! 

iAr "AT 'AT 
Send tor our Latest PROFESSIONAL Price-List. 

Write Dept. "A" 

'rtyaCC<fOvao<C VALLEY FILM LABS. 
2704 W OLIVE Ave., BURBANK/ CALIF. 91505 

■ 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- 

Vacuumate film 
treatment. 
16mm Optical 
Transfers. 

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

ted for the Best Actress Award. Miss 
Fontaine won, for "Suspicion". 

The Oscar was made of plaster for 
four years, starting with the 1943 pro¬ 
gram, which honored achievements for 
1942, since metal was an essential war 
material. After the war the plaster statu¬ 
ettes were exchanged for metal ones. 

Winners that year were "Mrs. Mini¬ 
ver", James Cagney for "Yankee Doodle 
Dandy", Greer Garson for "Mrs. Mini¬ 
ver", Van Heflin for "Johnny Eager", 

and supporting actress Teresa Wright 
for "Mrs. Miniver". Miss Wright also ran 
in the Best Actress category that year, 
for "Pride of the Yankees". No per¬ 
former ever has won in two acting 
categories in the same year. 

William Wyler's wife accepted his 
Award as best director for "Mrs. Mini¬ 
ver". That night Major Wyler was on a 
bombing raid over Germany. 

The 1943 ceremonies, honoring 1942 
achievements, was the last to be staged 
at a banquet. Hollywood considered it 
ridiculous to dine on chicken under 
glass when food was being rationed. The 
1944 program was held at Grauman's 
Chinese Theater and Oscars were given 
to "Casablanca", Paul Lukas for "Watch 
on the Rhine", Jennifer Jones for "The 
Song of Bernadette”, Charles Coburn 
for "The More the Merrier" and Katina 
Paxinou for "For Whom the Bell Tolls". 
Director Michael Curtiz won an Oscar 
for "Casablanca". 

The entire program went on network 
radio for the first time the following 
year. "Going My Way" was voted the 
Best Picture, and won acting Awards for 
Bing Crosby and Barry Fitzgerald (sup¬ 
porting actor) and the direction Award 
for Leo McCarey. Fitzgerald was up for 
both Best Actor and Best Supporting 
Actor Awards for the same role. Rules 
were then adopted to make it impos¬ 
sible for this ever to occur to another 
actor. 

Ingrid Bergman was voted Best Ac¬ 
tress for "Gaslight" and Ethel Barry¬ 
more as Best Supporting Actress for 
"None But the Lonely Heart". This 
made Lionel and Ethel Barrymore the 
only brother and sister to win Oscars. 
John Barrymore was never even nomina¬ 
ted. 

By 1946 the war was over and stiff 
shirts returned. The big winner that year 
was "The Lost Weekend", which also 
brought Oscars to its star, Ray Milland, 
and its director, Billy Wilder. James 
Dunn, for "A Tree Grows in Brooklyn", 
and Anne Revere for "National Velvet", 
won the supporting Awards. 

Joan Crawford missed the suspense 
of the actual ceremonies that year be¬ 
cause she was sick in bed when her 
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an accessory reflector. . 

& any bulb or 
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with Lowel-Light Gaffer Tape . . 
& accurate daylight filter . . . 

«& location Kits . . . 

Lowell Quartz “D” only 
$5750 

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

AMERICAN CINEMATOGRAPHER, MAY, 1970 
485 



new 
Brite-Eye 650 
gives you more light 
and more control 
than any other 
portable of its size. 

It’s another 
advance from 

B&M 
THE INNOVATORS IN 
LIGHTING EQUIPMENT 

Brite-Eye is a bantamweight 
quartz portable that acts 
like a heavyweight on the 
job. It matches the light 
intensity of much larger 
units. It can be focused from 
spot to flood. And it has 
more built-in controls, 
options and accessories 
than you’d ever expect in a 
portable. See how Brite- 
Eye can help you do your 
job better and easier. Write 
for details to Dept, ACBSO 

mm 
Cardwell ^ McAlister ^qc. 
A DIVISION OF F&B/CECO INDUSTRIES, INC. 

12164 Sherman Way 
North Hollywood, California 91605 

(213) 875-1913 

315 W. 43rd St., New York, N. Y. 10036 
(212) 586-1428 

name was announced as best actress for 
“Mildred Pierce". Being at home didn't 
ease the tension for her; she said later "I 
don't see how anyone could ever live 
through this suspense a second time." 

The Academy Awards Presentations 
occasionally provide a touch of pathos. 
It's unlikely, however, that many will 
produce a more poignant moment than 
one in 1947, when Harold Russel won 
two Awards for his role in "The Best 
Years of Our Lives”. 

He held them proudly in his two 
artificial hands when he stepped from 
the podium after being honored as Best 
Supporting Actor and receiving a special 
honorary Oscar for bringing hope and 
courage to his fellow veterans. 

"The Best Years of Our Lives”, 
named the Best Picture, also brought 
Fredric March and director William 
Wyler their second Oscars. Other win¬ 
ners that year, which honored achieve¬ 
ments for 1946, were Olivia de Havil- 
land for "To Each His Own" and Anne 
Baxter for "The Razor's Edge". 

Sir Laurence Olivier was voted an 
honorary statuette for producing, di¬ 
recting and starring in "Henry V". 

The 20th Awards gave Oscars to 
Ronald Colman for "A Double Life”, to 
Loretta Young for "The Farmer's 
Daughter", to Celeste Holm for "Gen¬ 
tlemen's Agreement” and to Edmund 
Gwenn for "Miracle on 34th Street”. 

In accepting his Award, Gwenn, who 
had played Santa Claus in the film, said: 
"Now I know there is a Santa Claus." 
Elia Kazan took the Best Director 
Award for "Gentlemen's Agreement", 
which won the Best Picture honors. 

That year established another prece¬ 
dent-honoring a foreign-language film. 
The Award went to "Shoe-Shine". Since 
then, Oscars have gone to "Monsieur 
Vincent”, "The Bicycle Thief", "The 
Walls of Malapaga", "Rashomon", "For¬ 
bidden Games", "Gate of Hell", 
"Samurai", "La Strada", "The Nights of 
Cabiria", "My Uncle", "Black 
Orpheus", "The Virgin Spring”, 
"Through A Glass Darkly”, "Sundays 
and Cybele", "8-1/2”, "Yesterday, To¬ 
day and Tomorrow", "The Shop on 
Main Street”, "A Man And A Woman" 
and "Closely Watched Trains”. 

In 1949, when achievements for 
1948 were honored, "Hamlet” became 
the first British production ever named 
Best Picture. Sir Laurence Olivier won 
an Oscar as Best Actor for his work in 
the film to make himself and Vivien 
Leigh, a previous winner, the only hus¬ 
band and wife so honored. 

Walter Huston and his son John 
Huston won as Best Supporting Actor 

SOFT RUBBER 
LENS SHADE 

FITS 
ANGENIEUX 

12-120 ZOOM 
ABSORBS KNOCKS, 

PROTECTS LENS. 
AVAILABLE AT ALL 
ECLAIR DEALERS. 

eclair 
7262 Melrose Ave. LA 90046 

Howto 
go on location 

without leaving 
the studio. 

Get the new FPC 101 front 
projection system. 

This moving background 
35mm projector is for rent or 
sale. It minimizes the need for 
costly location shooting, in¬ 
cludes a full professional crew, 
and goes anywhere. 
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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 IX 
A Division of Bausch & Lomb 

2035 E. 223rd St., Long Beach, Ca. 90810 
Phone: (213) 830-5404 

THE D & S 
MODEL B 

WITH ADAPTER 
FOR 

FLUID HEAD 

Cameramen have dis¬ 
covered that when jobs 
call for reliability, rugged¬ 

ness and fast set-up, the best base 
for the Fluid Head is the Model B 
Davis & Sanford Tripod. It is avail¬ 
able with a “Floating Action” 
center post or with geared elevat¬ 
ing center post. Wheels have swivel 
locks for straight line dollying and 
positive brakes for a motionless base. 

The Model B tripod is also available with 
a low cost friction head (Model MH-1.) 

For complete literature write: 

Davis & Sanford 
24 Pleasant St. New Rochelle, N.Y. 10802 

and Director on the same film, “The 
Treasure of The Sierra Madre", and 
became the only members of the same 
family to win Oscars in the same eve¬ 
ning. Claire Trevor was named Best Sup¬ 

porting Actress for “Key Largo” and 
Jane Wyman won the Best Actress 
Award for “Johnny Belinda", in which 
she played a mute. 

She said simply, "I kept my mouth 
shut once. I think I'll do it again.” 

The Academy thought it was time 
that recognition be given to costumes in 
motion pictures, and added Costume 
Design as a voting category. Edith Head 
now leads the winners in this class with 
seven Oscars. 

The following year Olivia de Havil- 
land won a second Oscar for her per¬ 
formance in “The Heiress”. Broderick 
Crawford entered the charmed circle for 
the first time for his work in “All the 
King's Men”, which also won as Best 
Picture and brought the Best Supporting 
Actress Award to Mercedes McCam- 
bridge, who held out hope for all 
performers by saying “To every waiting 
actor, let me say 'hold on'. Look what is 
waiting." 

Director Joseph Mankiewicz won an 
Oscar for “A Letter to Three Wives" 
and Fred Astaire was among those who 
received honorary statuettes that year. 

At the Awards ceremony in 1951, 
honoring achievements for 1950, "All 
About Eve” won as Best Picture; George 
Sanders, Best Supporting Actor, and 
Joseph Mankiewicz, Best Director, were 
honored for the same film, which re¬ 
ceived 14 nominations—an Academy 
record. 

Josephine Hull was the Best Support¬ 
ing Actress for "Harvey”. The Best 
Actress Award went to Judy Holiday 
for "Born Yesterday” and Jose Ferrer 
was named Best Actor for “Cyrano 
de Bergerac". 

The next year three acting Awards 
went to players in “A Streetcar Named 
Desire”—Vivien Leigh, Best Actress; 
Karl Malden, Best Supporting Actor; 
and Kim Hunter, Best Supporting 
Actress. Humphrey Bogart was named 
Best Actor for "The African Queen". 
The musical “An American in Paris" 
was voted Best Picture. 

George Stevens won the Best Direc¬ 
tor Award for “A Place in the Sun”, and 
Gene Kelly won an honorary Award. 

The year 1953, when achievements 
for 1952 were honored, marked a mile¬ 
stone in Oscar's life, as the Awards 
Program in its entirety was broadcast on 
television for the first time. Some 80 
million viewers saw “The Greatest Show 
on Earth", Gary Cooper for “High 
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COMPUTERIZED 
PRINTING 

Western Cine color duplicating is the better 

way to achieve the fine results you expect! 
Our computerized lab equipment permits wide 
flexibility that enables you to do more with 
your film. . . color correction, variable fade 

and dissolve lengths, zero cuts and R/F cueing. 

And because the duplicating process is com¬ 
pletely programmed and computerized, better 
quality control and economy result. 
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COLOR PROCESSING 
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Noon”, Shirley Booth for "Come Back, 
Little Sheba”, Anthony Quinn for 
"Viva Zapata!”, Gloria Grahame for 
"The Bad and the Beautiful”, and direc¬ 
tor John Ford for "The Quiet Man" win 
the Oscars. 

Cooper's Oscar was his second, mak¬ 
ing him, Fredric March, and Spencer 
Tracy the only two-time winners in the 
Best Actor category. Bob Hope and 
Harold Lloyd were among the recipients 
of honorary Awards that year. 

In 1954, when 1953 achievements 
were honored, "From Here to Eternity" 
was cited as the Best Picture and 

Frank Sinatra and Donna Reed received 
supporting Awards in that film. William 
Holden received the Best Actor Award 
for "Stalag 17", and Audrey Hepburn, 
in her first starring role on the screen, 
was voted Best Actress for "Roman 
Holiday". Director Fred Zinnemann was 
honored for "From Here to Eternity". 

Marlon Brando, after being nominat¬ 
ed without winning for the three prev¬ 
ious years, got an Oscar in 1955 for "On 
the Waterfront". That picture won as 
Best Picture and brought a Best Sup¬ 
porting Actress Award to Eva Marie 
Saint and the Best Director Award to 
Elia Kazan. 

Edmond O'Brien was honored for his 
supporting role in "The Barefoot Con- 
tessa" and Grace Kelly, tearfully, ac¬ 
cepted a statuette as Best Actress for 
"The Country Girl". 

"Marty", a small-budget picture (re¬ 
ported as less than $400,000), was a big 
winner in 1956. It was voted Best 
Picture, and Ernest Borgnine, who had 
been playing villains on the screen, was 
named Best Actor as its hero. Director 
Delbert Mann won an Oscar for the 
same film. 

In 1957 Ingrid Bergman won her 
second Oscar, this time for "Anastasia". 
In Paris, she had intended to listen to 
the program by radio but had been so 
nervous she took sedatives—and she was 
sound asleep through all the excitement 
of her winning. 

At this 1957 ceremony, honoring 
1956 achievements, Yul Brynner was 
honored for his acting in the musical 
"The King and I". The Best Supporting 
Actor Award was carried away by An¬ 
thony Quinn for playing Gauguin in 
"Lust for Life", his second such Award. 

Dorothy Malone won the Best Support¬ 
ing Actress Award for "Written on the 
Wind". The Best Picture Award that 
year went to "Around the World in 80 
Days", and director George Stevens won 
for “Giant". 

The 1958 presentations saw "The 
Bridge on the River Kwai" winning as 
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Best Picture. Alec Guinness, star of that 
film, heard in England th^t his perform¬ 
ance had been named best of the year. 
And a comparative newcomer to the 
screen, Joanne Woodward, was present¬ 
ed the Best Actress Oscar for "The 
Three Faces of Eve". 

A former television comedian, Red 
Buttons, won the Best Supporting Actor 
Award for "Sayonara" and Miyoshi 
Umeki won the Best Supporting Actress 
honor for the same film. Director David 
Lean also received an Oscar for "The 
Bridge on the River Kwai". 

In 1959 Susan Hayward won the 
Best Actress Award for her performance 
in "I Want to Live!" She had been 
nominated, without winning, in four 
previous years. (Bette Davis leads all 
performers, male and female, with nine 
nominations.) 

Others honors that year went to 
"Gigi" as Best Picture, Vincente Minnelli 
for his direction of that film, Burl Ives 
for "The Big Country", and Wendy 
Hiller for "Separate Tables". 

The 1959 Awards were highlighted 
by the record number of statuettes won 
by "Ben-Hur"—11, including the Best 
Picture Award and others for art direc¬ 
tion, cinematography, costume design, 
William Wyler's direction, film editing, 
music scoring and sound. 

Contributing to the total were 
Charlton Heston, who was voted Best 
Actor, and Hugh Griffith, Best Support¬ 
ing Actor. 

Simone Signoret won for her per¬ 
formance in "Room at the Top", and 
Shelley Winters won the Best Support¬ 
ing Actress Oscar for her performance in 
"The Diary of Anne Frank." 

The 1961 ceremonies, honoring 1960 
achievements, were held in the Santa 
Monica Civic Auditorium. The move 
was dictated by the fact the Hollywood 
Pantages Theatre had reduced its seating 
capacity for a special engagement and 
no other auditorium of comparable 
facilities was available in the Los 
Angeles area. The television and radio 
show were commercially sponsored for 
the first time in three years, and shifted 
from NBC to the ABC network. 

Burt Lancaster, for "Elmer Gantry", 
and Elizabeth Taylor, for "Butter¬ 
field 8", were the big winners that year. 
Supporting honors went to Peter 
Ustinov for "Spartacus" and Shirley 
Jones for "Elmer Gantry". 

Selected as the best picture of 1960 
was "The Apartment", which also 
brought two Oscars to its creator, Billy 
Wilder, for direction and (with collab¬ 
orator I.A.L. Diamond) for story and 
screenplay written directly for the 
screen. 
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Model K3 Deluxe Professional Kit 
• 3 - 600 watt Q1P 3200 °K Quartz Lights 
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Don’t struggle with 100’ loads any long¬ 
er. Save money on fogged film and the 
extra price of film in 100’ spools. Cine¬ 
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to accept the Bolex 400’ magazine in 
only 3 days. In all instances, the modifi¬ 
cation does not prevent the camera from 
being used with 100’ spools. Adds only 
ounces to the weight. Write for prices 
and complete information. Cinema En¬ 
gineering can also convert your camera 
for double and/or single system sound. 

Write for further information about 
other products. We also manufacture 
sync sound conversions for these cam¬ 
eras as well as the Cas Sync cassette 
synchronous motion picture tape record¬ 
er, resolvers, crystal controls, bloop os¬ 
cillators, sync pulse generators, trans¬ 
formers, motors for Arriflex, Bolex and 
Bell & Howell, sync and selsyn adapta¬ 
tions for sound and projection equip¬ 
ment, stop motion 16 and 35mm pro¬ 
jectors. 

Dealer Inquiries Invited 

CINEMA ENGINEERING 
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Hollywood, Calif. 90038 
(213) 467-7154 467-5634 

The story of the 1962 Presentation, i 
honoring 1961 achievements, was "West 
Side Story". The musical won a total of 
10 Oscars, including Best Picture, Best 
Supporting Actor (George Chakiris), 
Best Supporting Actress (Rita Moreno) 
and Best Directors (Robert Wise and 
Jerome Robbins). 

Other top honors went to Sophia 
Loren, who won the Best Actress Award 
for "Two Women", and Maximilian 
Schell, who took the Best Actor Oscar 
for "Judgment at Nuremberg". 

Highlight of the 1963 Presentation, 
honoring 1962 achievements, was 
Gregory Peck's victory in the Best Actor 
category for "To Kill A Mockingbird". 
He had been nominated on four previous 
occasions. Anne Bancroft captured 
the Best Actress Award for "The 
Miracle Worker", on her first nomina¬ 
tion. 

"Lawrence of Arabia" was named 
the Best Picture and captured six other 
Oscars, including one for its director, 
David Lean. Supporting honors went to 
Ed Begley for "Sweet Bird of Youth" 
and Patty Duke for "The Miracle 
Worker". 

"Tom Jones" was cited as best pic¬ 
ture of the year at the 1964 Presenta¬ 
tion honoring 1963 achievements. Di¬ 
rector Tony Richardson received one of 
the three other Oscars voted for the 
film. 

Sidney Poitier was a winner for his 
performance in "Lilies of the Field", 
and Patricia Neal was honored as Best 
Actress for "Hud", her first nomination. 
Supporting awards went to Melvyn 
Douglas, also for "Hud", and to Mar¬ 
garet Rutherford for "The V.I.P.s". 

Eight Academy Awards were accord¬ 
ed "My Fair Lady" when 1964 achieve¬ 
ments were honored at the 1965 Presen¬ 
tation, including Best Picture of the 
year. Also recognized were Rex Har¬ 
rison, Best Actor, and George Cukor, 
Best Director. 

The Best Actress was Julie Andrews, 
and Best Supporting Actress was Lila 
Kedrova—Miss Andrews for "Mary Pop- 
pins" and Miss Kedrova for "Zorba The 
Greek". 

Make-up achievement was recognized 
with an honorary award to William 
Tuttle for his outstanding work in "The 
7 Faces of Dr. Lao". 

That year the same five films were 
nominated in the Best Picture, Best 
Screenplay and Best Directing categor¬ 
ies; "Becket", "Dr. Strangelove", "Mary 
Poppins", "My Fair Lady" and "Zorba 
The Greek". The 13 nominations ac¬ 
corded "Mary Poppins" set a record for 
musicals. 
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sound projector? The picture side is 
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even more versatility, add our magnetic 
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The 1966 Presentation was broadcast 
for the first time in color. There were 
five Oscars apiece for a spectacular 
musical, "The Sound of Music", and a 
dramatic spectacular, "Doctor 
Zhivago". 

Three of the four acting winners 
received their Awards on their first 
nominations: Lee Marvin, Best Actor, 
"Cat Ballou"; Julie Christie, Best 
Actress, "Darling"; and Martin Balsam, 
Best Supporting Actor, "A Thousand 
Clowns". 

A second Oscar for Shelley Winters, 
for her role in "A Patch of Blue", made 
her the only actress ever twice honored 
in the Best Supporting Actress category. 

"The Sound of Music" was adjudged 
Best Picture, and its director, Robert 
Wise, also was cited. 

What was considered to be the clos¬ 
est competition in years for Oscars in 
nearly all categories generated tremen¬ 
dous interest in the 1967 Presentation. 

Elizabeth Taylor became the sixth to 
win a second Award for Best Actress for 
her portrayal of a college professor's 
shrewish wife in "Who's Afraid of 
Virginia Woolf?" 

For the second successive year, three 
Acting Awards went to individuals who 
were nominated for the first time: Paul 
Scofield was named Best Actor for his 
performance in "A Man For All 
Seasons", Walter Matthau won Best 
Supporting Actor honors for "The 
Fortune Cookie", and Sandy Dennis 
was named Best Supporting Actress for 
"Who's Afraid of Virginia Woolf?" 

"A Man for All Seasons" was ad¬ 
judged the Best Picture and its director, 
Fred Zinnemann, was awarded his second 
Oscar. 

That 1967 Awards Program almost 
didn't go on the air. Television perform¬ 
ers were on strike, and it appeared that 
the Awards could not be broadcast. 
Despite the substantial financial loss if 
the television broadcast were cancelled, 
the Academy took the position that the 
Awards were more important than the 
reporting of them, and that the show 
would go on, broadcast or no broadcast. 

Two hours before the start of the 
Presentations the strike was settled—and 
the 1967 Oscarcast joined that of the 
previous year as the two greatest attrac¬ 
tions ever presented by a single tele¬ 
vision network theretofore. 

The 1968 Awards Program and 
broadcast were postponed for two days 
in a gesture of respect for Dr. Martin 
Luther King, who was assassinated a few 
days before the awards were to have 
been held and whose funeral was held 
the day the awards were scheduled to be 
presented. Bob Hope, again the master 

asm 
Mm fJLM COMPANY 

>s 
COVERED 

BY 

MARINA HOUSE 

HONG KONG 

COMPLETE 16/MM & 35/MM 
PRODUCTION FACILITIES 

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 

SPECIALS 

ARRIFLEX FIBERGLASS BLIMP 
The Arri Fiberglass Blimp accepts the Arriflex 
16S and 16M camera. Its light weight of only 
28 pounds makes it ideal for location or sound 
stage shooting. Blimp features remote controls 
for follow-focus and diaphragm setting and a 
triangular scale bracket that shows calibrations 
for three lenses mounted on the camera turret. 
Large blimp doors provide easy accessibility 
to camera, magazines and lenses. 

Price, New $4000.00 

SALE PRICE $1995 
USED EXCELLENT 

Dealer inquiries, trades, 
consignments, foreign orders welcome 

0XBERRY 
CEL PUNCH 

The first step toward good animation is ac¬ 
curate registration, which begins with the 
punching of peg holes in backgrounds, paper 
and cels. The Oxberry Cel Punch is a precision- 
designed instrument which provides consistent¬ 
ly clean, precise peg holes and gives years 
of trouble-free service. 
Price, New $400.00 

SALE PRICE 
USED, LIKE NEW 

16/35mm COLOR PROCESSOR 
The versatile Morse A-8 processes 16mm or 
35mm color negative or black and white 
negative, positive or reversal film, making it 
an ideal machine for total performance. It 
is completely self-contained with temperature 
controls and dryer. Solutions are agitated by 
air jet or recirculation with jet impingement. 
Designed for daylight operation. 

Price, New $16,000.00 

SALE PRICE $4950 
USED EXCELLENT 

Dept. A-6; 6838 Sunset Blvd., Hollywood, Calif. 90028, Tel: (213) HO 6-1318 
We buy, sell, consign, trade, rent, repair all new and used equipment. 
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NOW AVAILABLE 
FOR RENTAL 

To all Industrial, Documentary 
and Commercial Film Producers 

TODD-AO small, light-weight, 
All-Purpose, 65mm. Camera. 

This camera has achieved 
outstanding results for NASA 
on the Apollo Project and for 
film productions in our 
TODD-AO wide-screen process, 
"STAR!”, "HELLO, DOLLY”, 
"Al RPORT", and "A LAST VALLEY”. 

TODD-AO 
1021 N. Seward Street, 

Hollywood, Calif. 90038 
(213) 463-1136 

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 

Phone: (212) 274-9393 
(212) 894-1448 

of ceremonies, had a difficult task; the 
nation still was shocked and grieved. 
That he did it with exceptional taste 
and style was attested by the press 
covering the event. 

"In the Heat of the Night" won the 
Best Picture Award for 1967 at the 
1968 Oscar Night. Rod Steiger was 
named Best Actor for his role in that 
film. Best Actress was Katharine Hep¬ 
burn for "Guess Who's Coming to 
Dinner"; this was her second Oscar. She 
won her first in 1932/33 for "Morning 
Glory". Best Supporting Actress was 
Estelle Parsons in "Bonnie and Clyde". 
Mike Nichols won the Oscar as Best 
Director for "The Graduate". 

In 1969 the Awards Program origin¬ 
ated in a new theatre—the beautiful 
Dorothy Chandler Pavilion of the Los 
Angeles County Music Center. The 41st 
Awards were marked by a genuine 
rarity: a tie between two ladies for the 
Best Actress Award. Barbra Streisand 
and Katharine Hepburn had identical 
vote counts and each was awarded an 
Oscar—Miss Streisand for her first mo¬ 
tion-picture role, that of Fanny Brice in 
"Funny Girl", and Miss Hepburn for her 
portrayal of Eleanor of Aquitaine in 
"The Lion in Winter". This was Miss 
Hepburn's third Oscar (only one other 
performer, Walter Brennan, has won 
three Awards) and her second in two 
years. Cliff Robertson won the Best 
Actor Award for his role in "Charly", 
and "Oliver!" won the Oscar as Best 
Picture. Sir Carol Reed was given the 
Award as Best Director for "Oliver!"; 
Jack Albertson and Ruth Gordon won 
Oscars as Best Supporting Actor and 
Best Supporting Actress for their roles 
in "The Subject was Roses" and "Rose¬ 
mary's Baby", respectively. For the first 
time the Awards Program was broadcast 
on overseas television reaching 32 
countries by delayed broadcast of film 
and video tape. The live broadcast again 
went to Canada and, for the first time, 
to Mexico as well. And for the first time 
an Award had to be withdrawn, when 
the documentary film that was given the 
Award at the ceremonies on April 14, 
1969, was found to have been ineligible 
(it had first been released in 1967, 
which disqualified it for consideration 
for the 1968 release year). The Award 
then was given to the film with the next 
highest number of votes—"Journey Into 
Self". 

Oscar, at 41, is still young as institu¬ 
tions go. But the industry to which he 
represents the finest in creative effort is 
not much older. Oscar grew up with the 
movies, and will continue to grow as 
long as men and women of talent and 
vision continue to make motion pictures. 

SOUND 
TRIPING 

AERCO 
Box 171 Pennsauken, N.J. 08110 

Mliliilh'UIMl'MilId 
Rent from the complete rental house OCINEQUIP 

ssssr 
Equipment Rentals 

41 Scollard Street Toronto.Ontario Canada Phone 920-5424 

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

to your specs 
Send for literature 
519 S. Fifth Ave., 

Mt. Vernon, N.Y. 10550 

(914) 664-5393   

Watch for another new 

HYDROFLUID PRODUCT 
Write for details to: 

NATIONAL CINE EQUIPMENT, INC. 
37 W. 65th St., N.Y., N.Y. 10023 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

BOLEX ACCESSORIES 
e 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 Catalog. 
STEVENS ENGINEERING CO. 

Dept. A, 340 Newport Blvd., 
Newport Beach. Calif. 92660 

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 

Company 

tW«t optical* (•sorts 

Joseph Wertheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 

HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIPMENT 

TWO WIRELESS transmitters and receivers, 
Transistorized, in Excellent condition. Used 
on "I Spy” series, no longer compatible with 
our new system. $500.00 each. Write or call 
F. Said, 8600 Sunset Blvd, L.A. 90069- 
OL 2-4800. 

EQUIPMENT BUYS! Super 8: Canon 12-1 
Auto Zoom, $625.00. Kodak Ektagraphic, 
auto-exp., zoom, $160.00. New Kodak M-9 
auto-exp., zoom, $169.95. M-70 Projector, 
zoom, $95.00. 16mm: Canon Scoopic, batter¬ 
ies, charger & case, like new, $825.00. DeVry 
JAN Sound Projector, external speaker, 
$250.00. 35mm: Eyemo-Q, 35/50/75,2/400' 
mag., 12V motor, rackover, excellent, 
$550.00. Audio Akeley, 2/1000' mags, ampli¬ 
fier, extra lenses, no cables, $250.00. Super-8 
Ektachrome cartridges, 5.50, processing in¬ 
cluded. 16mm Ektachrome EF/MS, 100' 
fresh, $12.00 processing included. INDUS¬ 
TRIAL COLORFILM, 3911 Sinton Rd., 
Colorado Springs, Colo. 

PATHE 16mm AT/BTL 1969 Model, Excel¬ 
lent, $199.00. No accessories or lenses. 
MCCONNELL FILMS, 3212 West Riverview 
Drive, Spokane, Washington 99205. 

X, WALL 35mm single system sound camera, 
late model PH-270-A, excellent condition, 
four 1000' mags; 35mm, 50mm, 75mm, 
100mm Baltars also 210mm and 12' lenses; 
carrying cases, only $995.00. Wall 1000' 
magazines $50.00 each. Cineflex 400' maga¬ 
zines $35.00 each. B&H Eyemo 400' maga¬ 
zines $25.00 each. Mitchell 35mm High Speed 
model GC with two 1000' magazines, four 
400' mags, 35mm, 50mm, 75mm, 152mm 
Baltar lenses, erect image viewfinder, 110v 
High Speed motor with tachometer and vari- 
ac, 110v AC-DC V.S. motor, 24v DC motor, 
matt box, carrying cases, cables, miscellane- 

\ ous accessories $3500.00. Devry 35mm 
Sound Projectors, semi-portable model XD, 
less lamphouse, lens, and amplifier; excellent 
$350.00 each. Devry XD with incandescent 
lamphouse and lens, excellent $550.00 each. 
Fisher 16/35mm neg/pos processing ma¬ 
chines, EH9-A1, $995.00. Houston 16mm 
neg/pos processing machine, Model 22-B, 
good condition, $995,00. Traid 16mm high 
speed camera, Model 200 V, 3.7mm wide 
angle lens, 200 fps, good condition $350.00. 
MARTIN HILL, 2736 Picardy Place, Char¬ 
lotte, N.C. 28209, Telephones (704) 

\ 545-4491,334-6224. 

OXBERRY MASTER SERIES ANIMATION 
STAND with big OXBERRY Camera for Slide 
and Filmstrips. Get all the features of the 
best—Automatic Rackover, Projected Reticle, 
positively accurate Fixed-pin Registration for¬ 
ward and backward, 400 ft or 1,000 ft. 
magazine, takes largest art with ease. Add 
components to do full animation as your 
business grows. Price $12,750.00. UNIVER¬ 
SITY SUPPLIERS, 225 West Ohio St., Chi¬ 
cago, III 60610, (312) 467-6457. 

STUDIO PRODUCTION EQUIPMENT 

COLORTRAN Minibrutes 15-lite special de¬ 
sign. Lightweight. Equal to 3/4 of carbon arc 
brute. Like new condition. Uses 6000K or 
3200K bulbs—for sale 'A price. F. SAID, 8600 
Sunset Blvd., Hollywood, 90069, Tel: 
652-4800. 

CLOSEOUT: Reflexed 35mm Mitchell, 
35mm Hi-Speed Fastax, Motors, Lenses, 
35mm Film Recorders, Galvanometers and 
Misc. Equipment in States. Write for list. J. 
BURGI CONTNER, ASC, Freeport, Grand 
Bahama. 

FOUR CINE 60—35mm blimps complete 
with zoom doors focusing gears 11C ext. 
finders. Perfect for location shooting all in 
good working condition. 40% off list price. 
Used on "I Spy" TV series. F. Said, 8600 
Sunset Blvd., Hollywood, 90069 Tel: 
652-4800. 

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. 

BARGAIN 35mm silent Akeley, 35mm Eye¬ 
mo, 16mm Filmo. JOHN MULLER, 2711 
Calhoun, New Orleans, La. 70118. 

UHER 4000 L, used 2 hours, complete 
w/mike, charger, case $200.00 firm. JIM 
RICE, Box 85, Whitefish, Mont. (406) 
862-3019. 

THREE ARRI 11C Camera bodies with Matte 
box each $2000.00. In excellent condition. 
Contact: F. Said, 8600 Sunset Blvd. Holly¬ 
wood, 90069 Tel: 652-4800. 

CINERAMA HS-35 Camera complete outfit. 
Like new condition. 30—280 F.P.S. for more 
information, Write or call: SIGNET ENGI¬ 
NEERING, 2869 Selby Avenue, Los Angeles, 
Ca 90064 Phone: (21 3) 247-2587. 

BOLEX S 321 brand new, sells for $1,400.00. 
will trade for like value. Make an offer. 
MARION PRODUCTIONS, Box 564, Brain- 
erd, Minn 56401. 

TWO MITCHELL FRICTION HEADS in per¬ 
fect working condition. Each $300.00. Four 
O'Connor 100B Fluid heads like new condi¬ 
tion each $650.00. Three Cartoni Gyro heads 
in good working condition were $1000.00. 
New each $350.00. F. SAID, 8600 Sunset 
Blvd., Hollywood, 90069. Tel: 652-4800. 

BELL & HOWELL, 17mm Sound Projector, 
Model 385 with 12" speaker—$295.00. BELL 
& HOWELL, 285 with 8" speaker, like 
new—$395.00. C. MAXWELL ASSOCIATES, 
LTD., P.O. Box 577, Kenosha, Wise. 53141. 

STUDIO PRODUCTION EQUIPMENT 

CINE SPECIAL II, carrying case, 200 ft. 
magazine, T-stopped Kodak Ektar 25mm fl.4, 
63mm f2.0 coated lenses, synchronous motor, 
mint condition. Sacrifice $800.00. Pro-junior 
tripod, friction head $110.00. 3 gang 16mm 
synchronizer with counter, $90.00. H. CORT, 
Box 235, Woodside, NY 11377 (212) 
898-2255. 

BOLEX H 16RX 25mm fl.5 Pizar—Excellent 
Co ndition—$395.00 Deluxe case—$29.50. 
BOLEX H-16 25mm f2.5 Yvar, 75mm Raptar 
f4—old but good condition—$199.50. BELL 
& HOWELL 70DR Like new complete, 17mm 
Raptar f2.7, 25mm Super Comat f 1.9, 75mm 
Raptar f4-$295.00. Case $15.00. BELL & 
HOWELL Filmo 70DA (old style) 25mm 
Lumax f 1.9, 50mm Eymax f4.5, 100mm Bell 
& Howell f4.5-$149.00. Case $15.00 C. 
MAXWELL ASSOCIATES, Ltd., P.O. Box 
577, Kenosha Wise. 53141. 

HERCULES—Industrial Tripod with Dolly 
and Panhead. New—Cost $525.00 Cash Price 
$395.00. C. MAXWELL ASSOCIATES, Ltd., 
P.O. Box 577, Kenosha, Wise 53141. 

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. 

BRAND New Pro-600 Special, 5% below 
dealer price. Bauer P-6 projectors Magnetic- 
Optical $850.00. PROFESSIONAL CINE 
PRODUCTS, 2959 LADYBIRD LANE., Dal¬ 
las, Texas 75220. 

SERVICES AVAILABLE 

FOUR time award-winning filmmaker, to 
entirely produce meaningful films with artist¬ 
ry and beauty. Write: THOMAS S. DAF- 
NIDES, 10201 Maebern Terrace, Sunset Hills, 
Mo. 63127. 

FORMER NBC Staff Cameraman in Vietnam, 
32, seeks interesting position with docu¬ 
mentary or industrial film enterprise. Prefer¬ 
ably on east coast. JOHN COATES, 703-22nd 
St., Santa Monica, Ca 90402. 

24-HOUR AVAI LABI LITY-World wide, Mul¬ 
tilingual service. Single, double-system sound. 
Arriflex BL magnetic, Nagras, Auricon, Arri 
35IIC, wireless mikes, etc. Extremely capable 
documentary, industrial, commercial and 
news units. CINE UNLIMITED INC. P.O. Box 
38-517, Miami (305)754-4141. 

PROFESSIONAL CINE PRODUCTS gives 48 
hours service on FILMO & AURICON 
FILTER SLOTS. Also quick service on Auri¬ 
con and filmo repairs. 

16mm PHOTOGRAPHY, sound. Mathewson, 
9551 James Circle, Villa Park, Calif. 637-5910 
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SERVICES AVAILABLE 

YOUNG SCIENTIST-ADVENTURER- 
FILMMAKER seeks expedition or adventure. 
Over $10,000 worth of 16mm and sound 
equipment, ten years experience, at your 
disposal for a very low figure. Recently 
completed six months tour filming in USSR. 
A professional film may pay for your entire 
expedition! W. SWENNING, 2412 N. Beach- 
wood Drive., Hollywood, Ca 90028 (213) 
467-7801,   

CINEMATOGRAPHER: Presently employed 
Staff D.P., Army Pictorial Center. Seeking 
staff position. In house or independent film 
unit; willing to relocate: JERRY NUGENT 
(10 E. 4 st.) 113 Moonachie Ave., Moonachie, 
NJ 07074 201-933-3109. 

16/35 EDITING SERVICE NOW AVAIL¬ 
ABLE at the Southwest's finest, most mod¬ 
ern, independent film editing facilities. We 
feature the new KEM editing system and offer 
complete pre-production and post-production 
services. Contact: ROBERT E. ROGERS, 
MOTION PICTURE EDITORS, INC. 4512 N. 
Central Expressway, Suite A, Dallas, Texas, 
75206. Telephone: (214) 824-7641,  

MIDDLE EAST-Beirut based American cam¬ 
eraman long experience Middle East filming 
with complete facilities for 16mm single or 
double system sound filming. 35mm also 
available. PETER STURKEN, Saint George 
Hotel, Beirut, Lebanon. Cable: Georgotel, 
Beirut. Telephone: 246365. 

FILM EDITORIAL SERVICES. Creative edit¬ 
ing and conforming including all sound and 
laboratory services. Call or write GARY 
GANOTE ME 1-5670 (214)—3011 Midas, 
Dallas, Texas. 

FILMING IN TAIWAN (FORMOSA) in May, 
June & July, 1970. Now accepting special 
assignments. LARK PRODUCTIONS, 6391 
Vicanna Dr., San Jose, Calif. 95129. 

WANTED 

AURICON Magnetic Sound Camera. PAUL 
NORENBERG STUDIOS, Grantsburg, Wis¬ 
consin 54840. 

IN GOOD OR REPAIRABLE CONDITION: 
Magnasync 16mm Model 602-E-5, Magnasync 
16mm Model X-400-E-15, Maurer 16mm Op¬ 
tical Sound Recorder, small 16mm/ Neg/Pos 
Spray Processor. IRVING MAGILNICK, 102 
Flint Ridge Road., Monroe, Conn. 06468 
Phone 203-268-6313. 

MISCELLANEOUS 

TWO 16mm PRODUCTIONS. 2700 ft. color 
narrated NORTHERN WILDLIFE WILDER¬ 
NESS and 2700 ft. color WILDLIFE IN 
ACTION. Both films are full of rare wildlife 
scenics, complete and ready to show. Dupes 
and originals available. MIKE KILBY P.O. 
Box 1113, Pendleton, Oreg. 97801 
503-276-6255. 

PROFESSIONAL CINE PRODUCTS HAS 
MOVED TO 2959 LADYBIRD LANE. 
DALLAS. TEXAS 75220. AC 214 FL7-3045. 

Free from PROFESSIONAL CINE PRO¬ 
DUCTS 1 set ZOOM-SEE RINGS 1 sunshade 
and 1 series 9 glass filter with every 1 2 to 120 
zoom we sell. 

...CUT! EDITING AND 
ALL POST 
PRODUCTION 
SERVICES 

300 NORTH WINDSOR BLVD.\ 
Los Angeles, California 90004 
Phone (213) 469-7705 

INDIA 
FOR LIAISON AND 

PRODUCTION 
FACILITIES 

ASIAN FILMS 
72 JANPATH, NEW 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

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. QS! is 
equipped with 35mm, 16mm and %" 
recording and playback capabilities as 
well as 35mm and 16mm inter lock, 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 

THE 

PROFESSIONAL LAMINATED 

SOUND STRIPING 
Since 1958 

SUPER 8’ 
CO. 16mm 

& REG. 8 

$.03 Per Foot—$11.40 Min. Charge 
18991 RADBY ST. 

LA PUENTE, CALIF. 91745 
(Rowland Heights) 

FAST SERVICE-FREE BROCHURE 

16 mm & Super 8 > 
EXTACHROME PROCESSING W 

'A 

Color & b&w 

COMPLETE 
FILM SERVICES 
Processing • Printing • 
Editing • Cutting & Splicing 
• 16mm Reduction to Super 8 or Regular 8 
• Super 8 Enlargement to 16mm 

SAME DAY SERVICE 24 hour processing 
Coast to Coast Service / Send for price list 

AMERICAN FILM INDUSTRIES, inc. 
2609 W. Olive Avenue, 
Burbank, Calif 91505 
1138 N. La Brea Ave., 
Hollywood, Calif 90028 
Phone (213) 845-7471 
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Model 1000DX 
The Lightweight Standard. 
Runs all 400 ft. conversions. an used v 

Model 100DX 
The Newest Heavy-Duty 
Standard. Runs them all! 

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. 

General Research Laboratories DIVISION OF Frezzolini Electronics Inc. 
< 7 Valley St., Hawthorne, N. J. 07506 Map Copyright Rand McNally & Company. PHONEl (201) 427“1160 
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byron MOTION PICTURES 

65 K Street, Northeast, Washington, D.C. 20002 • 202/783-2700 

World’s Most Sophisticated Film Laboratory 
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