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CAMERA SALES CENTER CORP., 
625 West 54th Street, New York, N.Y. 10019 

Gentlemen: I am interested in 

Name    

| Firm   | 

Street  I 

I City   State Zip  
Trades accepted! Satisfaction guaranteed or money back within 10 days! 

L J 
CAMERAS 

Cine Special I w/magazine 1" lens ... used 299.50 
Bell & Howell 70DA, no lens  used 139.50 
Arri. S. body only  demo 2215.00 
Arri. 35 w/sync. generator, 2 maga¬ 
zines variable speed motor, matte box 
50mm, 75mm Cooke Speed Panchro ... used 3595.00 
Filmo 70 HR body only  used 485.00 
Mitchell Standard Camera Complete 
with the following: (1) Each — 25mm, 
32mm, 35mm, 40mm, 50mm, 75mm 
Cooke lenses. 
(2) — 1000' Magazines, Viewfinder w/ 
bracket, matte box, Camera case, maga¬ 
zine case, accessory case, all lenses 
matched with follow focus rings, com¬ 
pletely overhauled  used 4100.00 
Complete Mitchell Hi Speed Camera 
with M.atched and Cammed, 25mm, 
28mm, 32mm, 35mm, 40mm, 50mm, 
75mm, 100mm, Cooke lenses and ac¬ 
cessories listed above  used 4600.00 
Mitchell NC complete with 25mm, 
32mm, 35mm, 40mm, 50mm, 75mm, 
100mm, Cooke Lenses and all acces¬ 
sories listed above  used 5800.00 
Bolex Rex-5 w/12/120 Angenieux lens 
and case  used 950.00 

LIGHT METERS 

Spectra 500 Combi w/case  new 119.00 
Spectra Professional w/case  new 97.50 
Spectra Professional w/pointer lock & 

case  new 104.50 
Spectra Universal w/case  new 63.99 
Gossen Luna Pro w/case   new 59.50 
Gossen Super Pilot w/case  new 34.50 
Gossen Sixticolor w/case  new 49.95 
Honeywell Spot Meter w/case  new 112.00 
Weston Ranger 9  new 64.00 
Weston Master V w/case  new 34.50 
G. E. Foot Candle meter w/case  new 22.50 
Minolta Spot Meter w/case  new 189.50 
Spectra 3-color meter, as is  used 249.50 

EDITING TABLES, CHAIRS, AND LIGHTS 

Editing table 30x60 w/lite well, draw & 
rack  new 149.50 

Editing Chair w/casters (UPHOLSTED) ... new 38.50 
Editing Chair w/casters (UPHOLSTED) ....used 22.50 
Luxor Lights w/lamps  new 29.50 
Editing Bin on Casters, w/liner, pin 

rack  new 49.50 

SPLICERS 
Rivas Straight 16mm or 35mm   new 137.50 
Rivas Diagonal 16mm or 35mm  new 159.00 
Rivas Diagonal 16mm  used 97.50 
Dupage 16mm Tape Splicer  new 8.95 
Guillotine 35mm Straight or Diagonal ..new 144.00 
Guillotine 16mm Straight or Diagonal ... new 124.00 
Maier Hancock 8/16 Hot Splicer  new 237.50 
Maier Hancock 16/35 Hot Splicer  new 332.50 
Maier Hancock Super 8/16/35 Combi¬ 

nation  new 283.00 
Bell & Howell 35mm Foot Splicer 

reconditioned like new  used 825.00 
Neumade (Griswald) 16mm Splicer  new 22.95 
Neumade (Griswald) 35mm Splicer  new 42.00 

SYNCHRONIZERS, REWINDS, AND READERS 
1 Gang 16mm or 35mm Moviola Syn¬ 

chronizer  new 99.00 
2 Gang 16mm or 35mm Moviola Syn¬ 

chronizer  new 126.00 
3 Gang 16mm or 35mm Moviola Syn¬ 

chronizer  new 153.00 
4 Gang 16mm or 35mm Moviola Syn¬ 

chronizer  new 179.50 
4 Gang Combination 2/35 & 2/16  new 245.00 
Moviola Sound Reader SRC Combination 

optical or magnetic  new 225.00 
Moviola Amplifier URS  new 66.50 
MOVIOLA SINGLE REEL 16MM OR 35MM 

REWINDS  new (PER PAIR) 50.40 
Sheldon Amplifier & Speaker (solid 

state) O.M new 103.50 
Hollywood Negative Rewinds  used 79.00 
Hollywood 35mm Rewinds with Titewind used 34.50 
Hollywood 35mm Rewind w/titewind 

& brake  used 39.50 
Moviola Rewinds, 4 Reel Shaft Spacers 

& Clamps  new per pair 73.80 

EDITING EQUIPMENT 
VIEWER AND EDITORS 

Moviola Editors 16/16 or 35/35 on 
Console w/composite head and counter used 2495.00 
Moviola Editor 16/16 or 35/35 on 

console w/counter  used 2085.00 
Moviola, Picture, SOUND AND COM¬ 

POSITE HEAD  new PRICE ON REQUEST 
Zeiss Moviescope Viewer  new 118.00 
Maier Hancock Viewer 16mm  new 152.50 
Kalart 16mm Viewer w/rewinds, case used 39.95 
Neumade film measuring machine 

16mm  used 49.50 
New Moviola Console 
Editors in Stock 
Write for prices . . . 

SOUND EQUIPMENT 
Nagra III w/case  used 995.00 
Nagra IVL w/2 Preamps (IN Stock) 

PRICES ON REQUEST 
Transist-o-Sound 2CLM Magnetic  new 495.00 
Sennheiser EM 1008 Wireless Receiver ..new 294.00 
Sennheiser MD 4008 Plug in Mike  new 69.50 
Sennheiser SK1008 Wireless Transmitter new 253.00 
Syncron S-10 Condensor Microphone  new 199.95 
S101 Syncron Wind Screen  new 16.50 
S103 Syncron Suspension  new 33.00 
Fish Pole Boom w/stand Adaptor  new 198.00 

TRIPODS AND STANDS 
Arriflex 35 Gyro Head w/case  used 650.00 
Arriflex 35 Friction Head w/case  used 95.00 
Vinton Head  used 649.00 
Pro. Jr. Tripod AND FRICTION HEAD  new 185.00 
MITCHELL Standard Legs  new 170.00 
NCE Tripod and Hydro Fluid Head  new 549.50 
Miller Pro. Fluid Head w/pro. Jr. Legs new 365.00 
9 Ft. Pic Stands #4709  new 17.95 
Moviola Crab Dollies (in stock) PRICES ON REQUEST 
Worrall Geared Head (in Stock) w/case new 2440.00 

LENSES MOUNTS 
Samagon Fisheye attachment w/adaptor new 79.95 
25mm F2.3 Baltar  Mitch Mt. ..used 125.00 
25mm FI.9 Kod Anastig ... C Mount .. .used 10.00 
25mm FI.9 Kod Anastig w/finder  used 10.00 
25mm FI.8 Cooke  ...BNC Mt  used 310.00 
25mm F2.5 Cooke   BNC Mt  used 310.00 
25mm FI.8 Cinor  C Mount  used 59.50 
30mm F2.5 Baltar  Mitch Mt ... used 99.50 
30mm F2 Cooke  BNC Mt  used 310.00 
35mm F2 Xenon  Arri Mount ..used 140.00 
40mm F2.3 Baltar  BNC Mt  used 310.00 
40mm F2 Cooke  BNC Mt  used 310.00 
40mm F2 Cooke  BNC Mt  used 310.00 
50mm FI.4 Television  C Mount  new 99.50 
50mm FI.5 Angenieux  C Mount  new 179.50 
50mm F2.5 Baltar   BNC Mt  used 310.00 
50mm F2 Cooke  BNC Mt  used 310.00 
50mm F3.5 Tessar  Mitch Mt ....used 75.00 
50mm FI.9  C Mount  new 74.50 
75mm F2.3 Contrast Tacker Mitch Mt . ..used 25.00 
75mm F2 Kinoptic  Arri Mount  243.00 
75mm F2.8 Baltar  BNC Mt  used 310.00 
75mm F2 Cooke  BNC Mt  used 310.00 
100mm F2.3 Baltar  BNC Mt  used 310.00 
152mm F4.5 Telephoto  Eyemo Mt ..used 25.00 
200mm Astro  Arri Mount ..used 145.00 
205mm F3.5 Berthiot  used 99.50 
250mm F4.5 Wollensack  used 60.00 
255mm F6.3 Tele Dynar Eyemo Mt ..used 40.00 
300mm F3.5 Astro w/case Arri Mount ..used 275.00 

ZOOM LENSES 

9.5/95 Angenieux w/7J/2" 
Finder  C Mount ... demo 1050.00 

9.5/95 Angenieux w/10" 
finder  C Mount ....demo 1150.00 

12/120 Angenieux  C Mount  used 550.00 
12/240 Angenieux  C Mount ... demo 1750.00 
12/240 Angenieux  Arri Mount demo 1850.00 
17/85 Pan Cinor w/finder C Mount  used 275.00 
25/250 Angenieux  Arri Mt PRICES ON REQUEST 
25/250 Angenieux  R-35 Mt PRICES ON REQUEST 
38/154 Pan Cinor w/case 
sunshade, support, 1, & 2 
Proxar  Arri Mount ..used 375.00 
38/154 Pan Cinor w/find¬ 
er, sunshade, correlator, 
case  BNC/NC MT used 525.00 
35/140 Angenieux w/motor  used 650.00 

MISCELLANEOUS 

Director Finder Model K  new 54.50 
Arri S Blimp  used 650.00 
Matte Box For S Blimp  used 199.50 
Mitchell Finder, Floating Matts, foe. nose used 125.00 
Auto focusing nose  used 475.00 
Mitchell Finder w/eptiv cams for BNC used 950.00 
Mitchell Sunshade Matte Box  used 250.00 
Mitchell BnC Sunshade Matte Box  used 375.00 
Mitchell W.A. Matte Box  used 75.00 
Mitchell BnC W.A. Matte Box  used 125.00 
CSC Matte Box For BNC  new 650.00 
CSC Matte Box with Louvers for BnC . ..new 850.00 
CSC Zoom Lens Motor w/control and 

Lens Gear  new 475.00 
Mitchell Blimp 16mm Complete  used 1100.00 
Mitchell B.G. Projector  used 9500.00 

PRICES SUBJECT TO CHANGE WITHOUT NOTICE 

Hundreds of additional items available at huge savings — write, wire or phone for quotations / satisfaction 
guaranteed or money refunded within 10 days of purchase / add sales tax where applicable — shipping 
charges additional / all equipment subject to prior sale / trades accepted. 

CAMERA SALES CENTER CORP. 
SALES AFFILIATE OF CAMERA SERVICE CENTER, INC. 
625 West 54th Street • New York 10019 • 212 PL 7-0906 



GELATRAN 
Gelatran is not like any other color media. 
The difference is the unique deep dye 
process which chemically links the 
color t-h-r-u-o-u-t the Mylar™ (not just 

washed on the surface). 

Deep dyed Gelatran is: 
— Heat resistant 
— Doesn’t dryout — Won’ttear 
— Moisture proof 
— Resists fading for longer life. 

Daylight and incandescent conversion 

colors available in sheets and rolls. 

Arc correction colors come 30" wide. 

Tear-off box for easy handling 
and storage. 

Write for detailed literature and 
sample swatchbook. 
Quality -Service - Innovation Berkey-Colortran, Inc. 
1015 Chestnut Street, Burbank, Calif. 91502 (213) 843-1200 

■ 
: 

iPmesT COLO« MEDIA ron INDOOR l OUTDOOR MOTION PICTURE, TELEVISION, 
THEATRE. AND STILL. PHOTOaRAPklC U0HTIN8 APPLICATIONS. 
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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 

VVV 1 CORPORATION 
321 West 44th Street 

V y New York, N.Y. 10032 
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FEATURE ARTICLES 

Super-16 As A Feature Format 
From Sweden comes news of the professional application of a heretofore hypothetical 
extended-frame 16mm format which may prove valuable for certain types of feature filming 

Shooting The First Feature in Super-16 
The Director of Photography on a new Swedish comedy-documentary feature tells about the 
modifications of equipment and technique which were required in order to photograph it in 
Super-16 

BLOW-UP: 16mm to 35mm-And More About Super-16 
Liquid-gate printing and a new, greatly improved 16mm color original filming stock combine to 
make 16mm-to-35mm enlargement better than ever, but care is still required in the shooting. 

New Auricon Cine-Voice Conversion For Super-16 
A recent light-weight adaptation of this famed workhorse television newsreel single-system 
camera which features, among other modifications, a capability for filming in Super-16 

The "Pro's" and "Con's" of Super-16 
The Director-Scripter-Cinematographer of ''MEDIUM COOL" gives a no-nonsense appraisal of 
extended-frame 16mm photography as a possible new format for feature filming 

Eastman Ektachrome Commercial 7252 
A complete technical rundown on the new 16mm camera-original reversal color film stock 
possessing the higher-resolution, increased latitude and forced-processing speed of ASA 50 that 
could make it an ideal film for shooting Super-16 

Film in The Far East... And "Down Under" 
AMERICAN CINEMATOGRAPHER Editor, en route to and from EXPO '70, reports on 
motion picture production methods in Tokyo, Hong Kong, Perth (Western Australia) and 
Sydney 

The "Lighting Wizard" of Japan 
How a brilliant engineer developed from the ashes of war a new industry to bring light back 
onto the sound stages of Japan and Southeast Asia 

DEPARTMENTS 

What's New 

Industry Activities 

Book Review 

ON THE COVER: A design collage based upon extended-frame 16mm and blow-up 35mm test 

strips made during experimentation in development of the ''Super-16” format by Swedish 

technicians. Cover Design by Don Record. 

AMERICAN CINEMATOGRAPHER, established 1920, in 51st year of publication, is published monthly in Hollywood by ASC Agency Inc., 1782 
North Orange Drive, Hollywood, California 90028, U.S.A. SUBSCRIPTIONS: U.S. and Canada $6.00 a year; foreign, including Pan-American Union, 
$7.00 a year (remit International Money Order or other exchange payable in U.S.) ADVERTISING: rate card on request to Hollywood or New York 
office. CHANGE OF ADDRESS: notify Hollywood office promptly. Copyright 1970 ASC Agency Inc. Second-class postage paid at Los Angeles, 
California. 
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PRIZEWINNER 

The Eclair CM3 
has been used 

in a great many 

films that won 
Hollywood 

Academy Awards. 
What’s more, 

the CM3 has itself won an Academy Award. 
‘A Man And A Woman;” “In The 

Heat Of The Night;” “Who's Afraid 
of Virginia Woolf.” What do these 
films have in common? They all won 
Academy Awards. And they were 
all shot entirely or in part with the 
Eclair CM3. 

In 1949, the CM3 (then known 
as the Camerette) won an Academy 
Award for its design. It was the first 
reflex camera to win one. Only two 
other cameras in current use have 
been similarly honored. We must be 
doing something right. 

For example: you can change the 
CM3's magazine in five seconds. 
No threading; no loop to form. 
That’s all done when you load the 
magazine, before shooting starts. 
On the set, you don’t lose the mood 
when you run out of film. It’s just 
anothertake; immediately. With un¬ 
rehearsed action, you can shoot 
right on and cover the lost five sec¬ 
onds with a cutaway later. 100 and 
400 ft. magazines, standard equip¬ 
ment. 1,000 foot on special order. 

Another example of doing some¬ 
thing right: the CM3 is both a 
35mm and a 16mm camera. Con¬ 
version takes about ten seconds 
and costs nothing (except that you 
need different magazines for the 
two film sizes). Just slide a 16mm 
aperture into the regular 35mm 
gate, and it's done. Or you can slide 
in a Techniscope matte — or one for 
any other 35mm aspect ratio you 
choose. Shooting Techniscope, 
your 400 foot load becomes the 
equivalent of 800 feet, since the 
film is advanced two sprocket holes 
instead of four. Changing the claw 
stroke to two perfs and the maga¬ 
zine to feed 45 feet per minute also 
takes seconds and costs nothing. 
Similar conversions on other cam¬ 
eras take several days and cost 
around $1,400.00 each way. 

The viewfinder’s groundglass 
adapts in seconds to match what¬ 
ever format you’re using, also with¬ 
out tools and at no cost. And the 
finder and eyepiece both rotate 

through 360 degrees, independ¬ 
ently. Any angle —either eye. The 
continuous reflex viewing has no 
baffles, which makes it clearer than 
the competition’s; and it’s abso¬ 
lutely accurate. You can clearly see 
exactly what you’re getting. 

The rear-mounted magazine 
helps you balance the CM3 on your 
shoulder; and you can put the cam¬ 
era’s flat base on a tripod or on a 
table top. The divergent three-lens 
turret accepts still-camera lenses 
or any others that you choose. What 
else? Matte box; variable shutter; 
12V DC motor with sync-pulse gen¬ 
erator. Lightweight aluminum 
blimp. And more. For information, 
contact Eclair at 7262 Melrose Ave¬ 
nue, Los Angeles, Calif. 90046. 

eclair 
t 
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When you’re the whole show, you need the one-man camera: Bolex 
A man in your position can’t afford 
to bother with a 16mm camera 
that's temperamental, cumbersome, 
incomplete, or experimental. 
You need a hundred percent solid 
pro camera that’s proven itself 
from the registration claw on out. 
You need a Bolex. It can do 
anything you need it to do. 
Documentary and news filming, 
with the Vario-Switar 86 OE 
automatic thru-the-lens light 
metering zoom. 
Close-up photography, with pre-set 
diaphragm Switar macro lenses or 
bellows extension. Available 
light filming, with the incredible 
high speed Switar* f/1.1 lens. 
Special effects filming—lap 
dissolves, fades, double exposures. 
Animation and time lapse photography 
accurately accomplished with single 
frame exposures and the built-in 
frame counter. 12 minutes of 
uninterrupted shooting, with the 
400 foot magazine. Fast action filming 
with compact 100 foot load, spring 
wind, and automatic threading. 

Variable speed filming, from 12 to 64 f.p.s. Sync, 
sound, with the constant speed (24 f.p.s.) motor. 

Cinephotomicrography—without disturbing 
vibrations, because of the Bolex circular 

shutter. Underwater filming, with the 
special Bolex underwater housing. 

Bolex is so versatile and reliable that 
it becomes an extension of yourself. 

More than a camera. More like a friend. 
If you want the free 32 page 16mm 

Product Buying Guide write to 
address below: 

Paillard Incorporated, 
1900 Lower Road, Linden, N.J. 07036. 

Other products: Hasselblad cameras and equipment. 
Hermes typewriters and figuring machines. 

Kern Switar lenses were selected 
to film the moon landing 
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ARRIFLEX 35 'does its thing' 
tor improvised Atlanta Festival 

award-iniinner/'RECESS" 

AMERICAN CINEMATOGRAPHER, JUNE, 1970 

Suddenly spontaneity is the thing—in the life style of youth, in the 
films they make, demand to see. Filling thedemand comes “Recess”. 
Looks like it worked. Not altogether complementary to its subject— 
American values and living patterns—its thematic and technical 
candor helped it take the Golden Phoenix, top award in the 1969 
Atlanta International Film Festival. 
Minimal sets and costumes, improvised action, free wheeling cam¬ 
era techniques, symbolism, metaphores both visual and literary— 
“Recess” might once have been pigeonholed as ‘Underground’. 
But its thematic outlook has emerged into the mainstream, in this 
case backed by a crew of impeccable professionalism. Producer, 
William E. Barnes spent seven years as story editor for Otto Prem¬ 
inger; DP George Silano has such TV features as “Hunger in 
America” and “N.Y.P.D.” behind him; and Director, Rule Royce 
Johnson zeroes in on his film’s techniques during years of directing 
for the stage, including the original production of “Recess” at the 
esteemed Off-Broadway theatre, Cafe La Mama. 

The difficulty with the improvisational shooting technique used in 
“Recess” is the relative chaos it requires—when spontaneity is the 
spicing you want, overpreparation will likely dull the flavor. “The 
actors would get deeply into their parts”, said Mr. Silano, “impro¬ 
vising some of the most intense performances I’d ever seen. So you 
look at the footage counter and—you’re running out of film. Spend 
more than a few seconds reloading and the actor looks like a de¬ 
flated automobile tire. You’ve got to be shooting again almost in¬ 
stantly, while that pressure’s still in him. If he takes it from the top 
again, he'll improvise a whole new movie. And that, more than any¬ 
thing else, is how the Arri ‘made’ this film. No other 35 would have 
let me work fast enough. It was the magazines, the viewfinder, its 
hand-holdability—the whole thing’s just geared for speed, for the 
unexpected.” 
“Recess” represents the latest approach to filmic expression, but 
the groundwork that led to its style laid by the Arriflex. Cinema 
Verite and similar styles were first practiced with the Arriflex—the 
only 35 small enough, fast enough to be used for the high-pitched, 
intense, deeply-involved camerawork now part of the grammar of 
contemporary films. But film is the most dynamic art, and yet 
newer styles will surely evolve. If the past is a valid teacher, it is 
certain that the Arriflex, now entering its fourth decade as the most 
versatile filming tool, will continue as the malleable, obedient instru¬ 
ment used by the next generation of innovators. 

RRHIFLEX 
CORPORATION OF AMERICA 

P.O. Box 1050 
AMERICA Woodside, N.Y. 11377 

1011 Chestnut St. 
Burbank, Calif. 91502 





Just Out! from TIFFEN 
(and now at your local cine dealer!) 

VIEWING 
FILTER 

Permits the visual 
interpretation of 
shadow and high¬ 
lighted details cor¬ 
responding to the 
films emulsion. 
Color and b/w 
types available; in¬ 
terchangeable fil¬ 
ters. With neck 
chain; pocket case. 

Color Viewing Filter ND 2.0 
Black and White Viewing Filter 90/50 

NEUTRAL DENSITY 
FILTERS 

Filters enable the photographer to 
control the new high-speed films 
by reducing the intensity of light 
transmitted, without changing the 
color quality of the light. Neutral 
Density filters are packaged in 
clear plastic case with instructions 
for use. Available in screw-in 
mounts and Series sizes. 

SPLIT FIELD 
FILTERS 

Breathtaking close-ups . . . with 
sharp distant detail... with Tiffen 
split field lenses that fit like a fil¬ 
ter. Available in +Vfe, 1, 2, 3 diop¬ 
ters in series sizes 5-9 and AVz" 
diameter too! 

4V2" DIAMETER FILTERS 
FOR ZOOM LENSES 

Tiffen AV2" filters 
are designed to 
meet the demand 
for filters on large 
diameter T.V. and 
professionaI 
lenses. The AV2" 
filters will fit sev¬ 
eral lenses with the 
use of Tiffen 
adapter rings, elim¬ 
inating the need 
for several special 
size filters. Avail¬ 
able in all colors 
and +V2, +1, +2, 
and +3 diopters. 

POLARIZING 
ACCESSORIES 

Lets you penetrate haze without 
diluting original colors . . . elim¬ 
inates surface reflections . . . get 
rich blue skies in your color shots. 
Now available also in combination 
with 85 and 85B to color—correct 
while filtering without a filter pack! 

For Airport Lighting! Supermarkets! 

FLUORESCENT FILTERS 
Eliminates blue-green! Color Cor¬ 
rection Filters designed to give 
"true-to-life” color renditions with 
average fluorescent lighting. Elim¬ 
inates the deep blue-green cast 
ordinarily resultant from shooting 
color films with fluorescent lights. 
For Daylight or Indoor Color Films. 

SQUARE 
FILTERS 

Tiffen Photar® Fil¬ 
ters in all colors are 
available for Tiffen 
and other square 
filter holders in 
sizes from 2x2- 
inches up to 6x6- 
inches. 

Tiffen Offers Its Optical and 
Filter System Brochure to You 

by Return Mail 
All the sizes, the colors, the threads, the holders, 
adapters and accessories ... all of the details 
you need to complete your camera system are 
incorporated in this just-off-the-press brochure: 
TIFFEN PROFESSIONAL LENS ACCESSORIES. 

Write today for your copy. Or ask your cine 
supply house for further information on the com¬ 
plete line of Tiffen optical aids. 

TIFFEN 
71 Jane Street, Roslyn Heights, L.I., N.Y. 11577 

Selected by NASA for Apollo flights and earth resources programs 

OPTICAL COMPANY INC. 
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That question was asked by the 
girl that Navy Bowman once called, 
“truly one of Hollywood’s most out¬ 
standing new starlets,” one gala pre¬ 
miere evening as she emerged from 
a limousine on the arm of Theophilus 
P Mogul. 

“Don’t worry, my dear,” said Mo¬ 
gul. “One day your...er...footprints 
will be enshrined in cement like the 

other film immortals.” 
“Groovy,” said the starlet, pop¬ 

ping her gum. 
“Our release prints are always on 

Eastman Color Print Film,” said the 
doorman, who was a Mogul assistant. 

“Yes,” said Mogul. “We don’t want 
to gamble on losing all the quality, 
all the mood, all the flesh tones we 
had on location by using any other 

kind of film anywhere. 
“Swinging,” said the starlet. 
“It was T.P’s idea,” said the as¬ 

sistant, hurriedly jotting down her 
phone number. 

EASTMAN KODAK COMPANY 
Atlanta: 404 351-6510 Chicago: 312/ 
654-0200 Dallas: 214 351-3221 Holly¬ 
wood: 213 464-6131 New York: 212 
262-7100 San Francisco: 415/776-6055 



We spent 
months 
inside this 
Portable 35MM 
Projection System 

Our engineers literally lived inside 
this system, checking out optics, 
sound fidelity, frequency response, 
light efficiency and every shaft, 
roller, plate, sprocket, mask, collar 
and screw. In the opinion of our 
engineers, this 35mm sound 
projection system is built to take 
it, built to deliver everything you 
expect in terms of performance, 
portability, ease of operation, 
economy, and a long, mainte¬ 

nance-free life. That’s why we call 
this system ‘the sure one’, and 
that’s why we gladly gave it our 
name ... THE SOS/TOKIWA 
35MM PORTABLE SOUND 
PROJECTION SYSTEM. For full 
details, write Dept. 

Master Charge Honored 

Speaker Amplifier Carrying Cases A DIVISION OF F&B/CECO INDUSTRIES, INC. 

EAST: 40 Kero Road, Carlstadt, New Jersey 07072 • (201) 939-5250 
315 West 43rd Street, New York, N.Y. 10036* (212) 586-1420 SOUTH: 51 East 10th Avenue, Hialeah, Florida 33010 • (305) 888-4604 

WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 469-3601 D.C.: 2215 M. St., N.W., Washington, D.C. 20037 * (202) 659-9600 

ft 

* 



Cat. #2678 
Moviola 
Rewind WD 
$32.50 m 

Cat. #2687 
Moviola Synchronizer 
$170.00 

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

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

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

Film Nippers 
$4.95 Cat. #2763 

Filmmeter Stopwatch 
$36.75 

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

But, if you’re looking for 
that something extra — 
from a new Moviola to a 
splicer, from a 
synchronizer to plain old 
reliable service, there’s one 
place that can satisfy all 
your needs — Alan Gordon 
Enterprises Inc. Why? 
Because AGE Inc. 
maintains the industry’s 
largest and most diversified 
inventory of editing 
equipment, in stock and 
ready to meet your every 
requirement. So, if you’re 
in the market for editing 
equipment — no matter j 
what it might be — check 1 

with Alan Gordon 
Enterprises first. 

Most pros do. 

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

Cat. #2728 
Editing Stool Mdl. ES-1 

$43.00 

aiangordon enterprises me. 1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 
Sales: (213) 985-5500 • Rentals: (213) 466-3561 
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WHAT’S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

CENTURY ANNOUNCES THE DUPLI- 
KIN III 16MM SCENES FROM 35MM 
COLOR SLIDES 

Availability of the CENTURY DU- 
PLIKIN III, a new accessory outfit 
which enables filming 16mm scenes 
from 35mm color slides, is announced 
by Century Precision Cine/Optics of 
North Hollywood, California. 

Films taken with this precision in¬ 
strument appear sharper than the origi¬ 
nal because of the 10-times reduction 
factor. Fits 16mm camera like any 
standard lens. Designed to give razor 
sharp and brilliantly saturated color 
results. Filtering and exposure variation 
are easily done. Enables missing “tie-in'' 
shots to complement a filmed sequence. 
Also useful for establishing shots, in¬ 
structional films, location identification 
and dissolves. 

Available for all 16mm "C" or Bolex 
H-16 RX mount cameras; 159.50; spe¬ 
cial model for Arriflex 16, 189.50. For 
full particulars write Century Precision 
Cine/Optics, 10661 Burbank Blvd., 
North Hollywood, California 91601. 

TWO NEW PROFESSIONAL ORIGI¬ 
NAL MOTION PICTURE FILMS 
FROM AGFA-GEVAERT NOW 
AVAILABLE 

Agfa-Gevaert, Inc., announces Geva- 
chrome Type 6.00, a reversal color film 
with ASA 50 tungsten rating, and Geva- 
chrome Type 6.05, with ASA 125 tung¬ 
sten rating. Both films are multi-layer, 
low contrast reversal-type color films 
designed for both exterior and interior 
filming. Because of their low contrast, 
both films are especially valuable in 
shooting for color television transmis¬ 
sion. Both feature extremely fine grain, 
and assure superior image sharpness. 
Both films can be forced processed one 
stop. 

Duplication is easily obtained by 
printing onto reversal color print films 
such as Gevachrome Print Film Type 
9.02. 

Both films are balanced for 3200°K 
illumination, and may also be shot in 
daylight, or with carbon arcs or photo¬ 
floods, with appropriate filters. 

Resolving power of Type 6.00 is 120 
lines/mm, and 100 lines/mm for Type 
6.05. Both films are available in lengths 
from 100 to 1200 feet, in a variety of 
formats. For complete information on 
Gevachrome Type 6.00 film and 6.05 
film, write to: Agfa-Gevaert, Inc., 275 
North Street, Teterboro, New Jersey 
07608. 

• 

AWARD-WINNING PYRAMID FILMS 
TO BE CONVERTED TO EVR 
FORMAT 

A number of award-winning educa¬ 
tional and entertainment films, pro¬ 
duced by Pyramid Films, Santa Monica, 
Calif., will be available in the EVR 
cartridge format, so they can be played 
on a television set the way records are 
played on a hi-fi, Motorola Systems 
Inc., Chicago, has announced. 

The agreement between Motorola 
and Pyramid Films, a major educational 
and entertainment film producer and 
distributor, was made to implement 
Motorola's marketing strategy of com¬ 
bining the Motorola-manufactured Tele¬ 
player with "packages” of EVR car¬ 
tridges for sale to specific markets, said 
Lloyd Singer, Motorola vice president 
and director of Education and Training 
Products. 

EVR was developed by CBS, which 
licensed Motorola as the exclusive man¬ 
ufacturer of the player in the United 
States and Canada through 1971. CBS 
will do the actual conversion of film and 
videotape programs to the EVR car¬ 
tridge format. 

The Pyramid films will be part of 
Motorola's "hospital package" being de¬ 
veloped for education, training, and 
diversional therapy of both patients and 
medical personnel. Others will be used 
by schools, child day care centers, busi¬ 
nesses, and government agencies. 

Among the films to be converted to 
EVR are "Breath of Life", narrated by 
Art Linkletter and winner of five major 
awards, including the Best Film Award 

of the National Safety Council; "Pulse 
of Life", narrated by Raymond Massey 
and winner of the American Film Festi¬ 
val's Best Film for Safety & First Aid 
and five other awards; "Sky Capers", a 
film on sky-diving that was awarded the 
1969 "Prix du President de la Repub- 
lique" at the Third International Festi¬ 
val of Sports Films in Grenoble, France; 
and "Moods of Surfing", produced in 
cooperation with Greg MacGillivray and 
Jim Freeman, winner of the Best Film 
Award of the Photographers Society of 
America and the New York Internation¬ 
al Festival's Gold Medal. 

"There are many exciting and re¬ 
warding films available for this type of 
EVR distribution that the majority of 
our population never see," said Singer. 

"EVR will bring films for education, 
training, and entertainment to large 
segments of the public effectively and 
economically," he said. 

With the EVR system, a special 
low-cost film packaged in a seven-inch 
cartridge is played through the Teleplay¬ 
er which is connected directly to the 
antenna terminals of a television set. 
The cartridge is placed in the player- 
like a record on a phonograph—and the 
film images are picked up and converted 
to video and audio signals by an elec¬ 
tronic scanner. 

NEW MICROPHONE GIVES OPTION¬ 
AL CONTROL OF ENVIRONMENTAL 
SOUNDS 

INGENUICS, INC. of Gaithersburg, 
Maryland announces development of a 
new concept in microphone design 
which provides the option of either 
accepting or rejecting environmental 
sounds, at the flick of a switch. 

The new INGENUICS microphone 
features two alternate modes of dealing 

Continued on Page 582 
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s Troubled toy out-of-foous pictures? 

Troixtoled toy emulsion. 

pile-up in. your camera, gate? 

Troubled toy distracting camera 

noise when shooting subjects who 

should not toe distracted from -wtoat 

they are doing? 

Troubled toy cameras that are 

always in need of repair and 

ad j ustment ? 

* 

If so, switch to Auricon, the only 16mm Camera that 
guarantees you protection against all these troubles, 
because it is so well designed! The Auricon is a superb 
picture-taking Camera, yet silent in operation, so that 
at small extra cost for the Sound Equipment, it can 
even record Optical or Filmagnetic sound in addition 
to shooting your professional pictures. 

GUARANTEE 
All Auricon Equipment is sold with 
a 30-day money back Guarantee 
and a 1 year Service Warranty. 
You must be satisfied! 

AURICON SUPER-1200, takes 1200 ft. Runs 33 

AURICON “PR0-600 SPECIAL,” takes 400 ft. Runs 11 min. $1620.00 & up 

AURICON PR0-600, takes 600 ft. Runs 16V2 min. $1820.00 & up 

CINE-VOICE II, takes 100 ft. Runs 2% min. $1180.00 & up 

Write for your free copy of the 74-page Auricon Catalog 

BACH AURICON, Inc. 
6902 Romaine St., Hollywood 3S, Calif. 

HO L,L,Y-woor> 2-0931 

MANUFACTURERS OF1 PROFESSIONAL. 

1SMM CAMERAS SINCE 18 31 

AMERICAN CINEMATOGRAPHER, JUNE, 1970 511 



Photo by Chuck Brookman, Calvin 

  mmmmm 

Director, Lou DiGiusto • Director of Photography, Robbie Wilcox, Assistant Charles Bregg • Recording Engineer, David Weishaar • Cameraman, Charles Barth 
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ARRIFLEX16BL shoots 
bad teacher and a a earns + an 

from Calvin Productions 
What’s the best way to convey effective teaching techniques to neophyte 
teachers? Demonstrate poor teaching techniques—let the teacher-in-training 
see what not to do. Thus felt publishers Holt, Rinehart and Winston in turning 
over an unusual training film assignment to Calvin Productions—Louisville. 

The problems facing director Lou DiGiusto and director of photography, Robbie 
Wilcox involved the improvisational acting of the “teacher”, and the spon¬ 
taneous reactions of 25 seven-year old students. For, even though shot in the 
studio, this was a real classroom situation—the second graders were actually 
doing assignments. Since the interaction between teacher and pupils is a 
major part of the teaching process, it had to be presented authentically in 
demonstrating bad teaching techniques. 

All this meant that the classroom “blunders” could never be duplicated—the 
camera would have to make take-one a “print”; and since children’s attention 
span is short, set-ups needed completion in record time. With its reliability 
and quick-handling established on other jobs for Calvin, a pair of Arriflex 
16BL’s was put to work. Comments Mr. DiGiusto, “Its portability on the set 
fits right in step with the minimum set-up time allowed. And its one-take capa¬ 
bility never failed us in capturing unique bits of action on the part of the 
children.” Mr. DiGuisto concludes: “Calvin-Louisville, a wholly owned subsidi¬ 
ary of Calvin Communications Industries, has found time and time again that 
the reliability, portability and efficiency of Arriflex camera systems fit in 
line with their rigid production demands”. If yours are equally demanding, 
meet them head on with Arriflex flexibility. 

‘Formerly Vogue Film Productions 

ARRIFLEX CORPORATION OF AMERICA ■ WOODSIDE, N. V. 11377 
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Which 16mm camera is this handy? 
The Canon Scoopic 16. It's the 16mm movie camera that's so easy to use it practically 

feels like it's part of your hand. 

Our exclusive No-Slip Sidegrip makes a firm hold a sure thing. An adjustable handstrap 

strengthens your hold even more. And the entire camera is specially braced and 

balanced to give you sharp, steady shots—instead of the usual handstrains, 

wobbles and shakes. 

More grief savers: The Scoopic 16 is the first 16mm movie camera with a built-in 

zoom lens, plus a fully automatic CdS exposure system, plus manual override. 

Only $1250, including accessories. 

Feel for yourself how handy a hand camera can be. For a free try-it-yourself 
demonstration and more facts, mail the coupon. Why not now? 

r 
Mail to: Canon USA Inc., Dept. AC-2, 
64-10 Queens Blvd., Woodside, N.Y. 11377. 
OK. Convince me. I'd like more facts and a free 
demonstration of the Canon Scoopic 16 movie 
camera. No obligation on my part. 

Name  

Title or Occupation  

Company   

Address  

City State Zip. 

Canon/SCOOPIC 16 

N 

S 
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ECLAIR CAMERA 
OUTFIT _ 

15% OFF 
ECLAIR NPR 16MM CAMERA 
WITH MAGAZINE AND NEW 
UNIVERSAL MOTOR. 
PACKAGE #7  $5,635.00 

NEW ECLAIR CAMERA 
HAND GRIP  125.00 

12-120 ANGENIEUX ZOOM IN 
CA-1 MOUNT   965.00 

F&B/CECO/SOS PRO JR. 
FLUID HEAD WITH BALL 
LEVELING TRIPOD LEGS   575.00 

F&B/CECO/SOS 12 VOLT 
EXIDE BATTERY   

F&B/CECO/SOS TRIANGLE 

125.00 

32.00 

F&B/CECO/SOS DITTY BAG 

$7,464.50 

LESS 15% $1,119.67 

SALE PRICE $6,344.86 

*Sold only at this discount when purchased as 
a complete package. Expires 15 July 1970. 

F&B/CECO/SOS 
ONLY AT 

7051 SANTA MONICA BLVD. 
HOLLYWOOD, CALIFORNIA 90038 

(213) 469-3601 



B & $ ECONOMY SALE HELD OVER! 
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 
far 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 

$07.50 

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! 

Multi-Beam “1000” (Stand Model). 

NOW 
ONLY 
$45.00 

[©] BIRIMS & SAWYER, IIMC. Remember—People expect a 
1026 NORTH HIGHLAND AVENUE great deal from BIRNS & SAWYER! 

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



It’s the quality 
of your prints 
that makes all 
the difference. 

-f 

Film producers in every 
part of the country depend 
on MPL for the quality of 
their prints that makes all 
the difference. So can you. 

Send us your him today! 

MOTION PICTURE 
LABORATORIES,INC. 
781 South Main Street 
Memphis, Tenn. 38106 



The most 

I m itated 
Tripod 

in the world 
F & B/Ceco Pro-Jr. tripods have had many imitators, 

all of whom have failed. Now the Chinese are trying 

their hand at it and since their tripod looks like ours 

we’d like to give them some beginning suggestions 

on how to make it operate like ours. 

IHire skilled engineers, just as we do, to write the specs for the 
tripods. Be sure these engineers have a working knowledge 
of motion picture needs in addition to technical know-how. 

Purchase only the finest alloys, just as we do. 

3 Purchase sophisticated machinery such as we use here in 
the States and institute a training program, just as we do, 
so that your laborers can learn how to use the equipment. 
(Once they do, they’ll probably request more than 20<z an hour). 

For the tripod legs, be sure to use well-seasoned hardwood 4 to assure ruggedness and long-life. Cameramen become 
attached to their tripods and like to keep them for long periods 
of time. (At least they keep the real Pro-Jrs. a long time. 
We know of some that have been in use for 30 years.) 

As we said, these suggestions are only a beginning, but even as starters they 
can help our Chinese imitators raise a few things: their standards of quality, 
their chances of success, and, not incidentally, their operating costs. 

Good Luck! 

TP &TB> 
CECO INDUSTRIES, 

DEPT. AC 6-0 
40 Kero Road, Carlstadt, N. J. 07072 / (201) 939-5250 
Manufacturers of the Original and Only Pro-Jr. Tripods 

I 
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F & B/CECO Has Another Way to Help You Keep a 

Introducing two members of the 1970 
family of Pro-Jr. Tripods. On the top left, 

our fluid drive now with instant leveling 
swivel bowl. On the right, our friction 

drive with instant leveling swivel bowl. 
Both help you keep a level head no matter 

what conditions you encounter — rocky 
road, rice paddy or just an uneven floor. 

The swivel bowl instantly levels the head, 
eliminates tripod leg adjustments. It’s 

part of F & B/Ceco’s great design 
to make your work easier. 

Shown left to right. 
Pro-Jr. Fluid Drive Head Features camera balancing 
screw, accessible camera mounting knob, adjustable 
panhandle, T-spirit level. W/Flat base, $395; 
w/swivel bowl, $450. 
Pro-Jr. Friction Drive Head Accessible knob for 
mounting, tension control knobs, T-spirit level, adjustable 
panhandle, 2 positions for attaching handles. 
W/Flat base, $150; w/swivel bowl, $200. 
Pro-Jr. Geared Drive Head Pan and tilt action controlled 
by metal crank handles which snap on either side. 
With 1/4 x 20 or % x 16 camera tie-down screw and 
standard Pro-Jr. flat base, $350. 
Pro-Jr. Adjustable Tripod Legs Constructed of hard 
maple with aluminum and steel hardware. “V” groove 
design gives almost twice the gripping surface. Standard 
or baby legs w/flat base, $110; w/swivel bowl, $125. 
(When head and legs are ordered together, deduct $10.) 

Full line of accessories include metal tripods, collapsible triangles, portable dollies, carrying cases. 
For information, write Dept. 00. 

F&B/CECO: 
315 W. 43rd St., New York, N. Y. 10036 . (212) 586-1420 
7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 469-3601 
51 East 10th Ave., Hialeah, Fla. 33010 • (305) 888-4604 
2215 M St., N. W., Washington, D. C. 20037 • (202) 659-9600 
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AS A FEATURE FORMAT 
From Sweden comes a report on the first feature film photographed 
in the extended-frame 16mm format for blow-up to 35mm-a development 

By LARS SWAN BERG which may prove to be valuable for certain types of feature production 
Department of Technical Research 
The Swedish Film Institute 

Blowing up a 16mm image to 35mm 
is nothing new. The possibilities of the 
16mm hand-held sync camera, small 
crews and extreme mobility has attract¬ 
ed many producers, directors and cam¬ 
eramen during the last decade. However, 
the greatest hindrance to a wider use of 
16mm in feature film production has 
been the loss of picture quality in the 
blow-up process. Very few improve¬ 
ments have been made in this area 
within the last few years. One step 
forward was the introduction of East¬ 
man Kodak's new film, Reversal Inter¬ 
mediate Film type 5249. It brought us 
one generation closer to the original 
negative. 

However, the best way of improving 
picture quality in this context would be 

to enlarge the picture area of the origi¬ 
nal negative frame in a manner similar 
to that which resulted in the Super 
8-system. Experiments with Super-16 
have been made during the last three 
years by a Swedish cinematographer, 
Rune Ericson, the founder of the Swed¬ 
ish Society of Cinematographers 
(F.S.F.) and Director of Photography 
on “DEAR JOHN” and 35 other feature 
films. The experiments have been fi¬ 
nanced by the Department of Technical 
Research at the Swedish Film Institute 
in Stockholm. I will not go into detail 
about the failures and disappointments 
on the way, but will concentrate on 
what Rune Ericson finally came up 
with. 

His Super-16 system is a 16mm 

Swedish Director Vilgot Sjoman discusses photographic approach to production of the first 
feature film to be shot in Super-16 with his Director of Photography, Rune Ericson, F.S.F. 
Ericson holds the Eclair NPR camera which he and technician Carl Hellstrand modified for 
filming in the extended-frame 16mm format. The feature, recently completed, was produced by 
Sandrews Film & Teater AB, Stockholm. 

“wide screen" system. The aperture 
plate has an aspect ratio of 1:1.66 
(which is the European wide-screen 
standard). However, the system can also 
be used for 1:1.85. It is exclusively 
intended for blow-ups to 35mm, since 
the enlarged picture area has been a- 
chieved by utilizing the sound track area 
on single-perf 16mm film. 

This, of course, means that the cam¬ 
era has to be converted. The first 
experiments were made with The Arri- 
flex BL but the construction of the 
mirror shutter and the size of the 
ground glass made the conversion diffi¬ 
cult and expensive. The Eclair NPR 
camera turned out to be better for this 
purpose. The ground-glass allowed for 
an enlarged frame and it was rather easy 
to enlarge this camera's aperture plate. 
The final Eclair NPR Super-16 camera 
has been converted in 14 different 
places (because the magazines had to be 
changed in order to avoid scratches). 
The enlargement of the picture area 
means that standard 16mm lenses can 
not be used. The optical axis has to be 
moved 1 millimeter to the side and 
Vidicon-lenses used on the camera in 
order to avoid vignetting. 

The tests made at the Swedish Film 
Institute show that a Super-16 blow-up 
is far superior to a blow-up made from 
standard 16mm. The picture quality is 
similar to the quality of Techniscope, 
but, of course, not as good as standard 
35mm. Super-16 is now being put to use 
in feature production for the first time 
by Vilgot Sjoman, director of “I AM 
CURIOUS (Yellow)” for his new film, 
which is being photographed by Rune 
Ericson. In testing, Ericson has been 
using a NPR camera converted to 

Super-16 by Hellfo Mekaniska in Stock¬ 
holm, with Cameflex and C-mount and 
a set of Canon Vidicon-lenses (13.5mm 
F/1.5, 25mm F/1.4, 50mm F/1.4, 9mm 
F/1.4 and zoom 16-95mm F/2). The 
cost of converting the camera was ap¬ 
proximately $1,000. He used Eastman 
Color Negative 7254 (because he needed 
the extra speed). The final result would 
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(LEFT) With lens removed from the Eclair NPR, extended 16mm frame aperture plate 
adaptation can be clearly seen. Also obvious is lens mount modification made to shift optical axis 
of the lens one-millimeter to the side, so that lens will cover enlarged frame without vignetting. 
(RIGHT) A view inside the camera showing Super-16 frame modification of the aperture plate 
and its position in relation to the film channel. 

probably have been of even higher 
quality if the new fine-grain Ekta- 
chrome film had been used. 

The work print was contact printed 
using a printer with enlarged aperture 
plate and the sound was transferred to 
16mm perf. The dailies were screened 
on a Siemens 2000 double-band projec¬ 
tor with enlarged aperture plate (modi¬ 
fied by means of a rather simple opera¬ 
tion) and the work print was edited on a 
Steenbeck 17mm table converted to the 
wide-screen aspect ratio. The blow-up 
was finally made at Film-Teknik AB in 
Stockholm on an Acme printer (wet- 
gate) with an aperture plate especially 
made for this purpose in Hollywood. 
The original negative was blown up 
directly to a 35mm negative on Eastman 
Color Reversal Intermediate Film type 
5249. 

The main advantage of the system is 
the gain in picture quality, which is 
accomplished through an enlarged pic¬ 
ture area on the original negative (24% 
larger than standard 16mm) and a de¬ 
creased degree of enlargement in the 
blow-up. The loss of picture area in the 
blow-up process caused by the differ¬ 
ence in format between the standard 
16mm and the 35mm wide screen for¬ 
mat is completely eliminated when 
using Super-16. 

Super-16 might not mean to 16mm 
what Super-8 meant to the emancipa¬ 
tion of 8mm film, but the people who 
have worked with it and have seen it on 
the screen are convinced that it will 
change the attitude towards 16mm of 
many feature film producers who are 
looking for ways of saving money, but 
consider standard 16mm a blurry com¬ 
promise, only good enough for educa¬ 
tional and underground films. ■ 

SHOOTING THE 
FIRST FEATURE 
IN “SUPER-16” 
By RUNE ERICSON 
Director of Photography 

Let us consider the Super-16 
system —which my colleagues call 
"Runescope", after my first name. 

I first became interested in its possi¬ 
bilities four years ago, when I was 
planning to make a film together with 
Mai Zetterling. The project involved 
traveling around the world for six 
months with a very small crew—in all, 
about five or six people—and using very 

light-weight equipment. So, of course, 
we thought that shooting in 16mm 
might be one way of doing it. 

I did a lot of testing to find out what 
would be involved if we shot in 16mm 
for blow-up to 1.66 wide-screen in 
35mm. The fact was that you had to 
reduce the area of the 16mm frame in 
order to get a 1.66 picture—and that 
was a bad fact. 

The film project was later cancelled, 
but the idea remained. The first thing I 
did was make some blow-up tests from 
16mm Ektachrome Commercial. One 
test involved blowing up the image 4.5 
times; the other, 3.2 times. The result 
was, of course, much better with the 3.2 
blow-up. 

Then I sat down and figured out that 
if I opened up the aperture of the 
16mm frame an extra two millimeters 
on the sound-track side, I should have 
an exact ratio of 1/1.66 that could be 
blown up directly to 35mm without any 
loss in frame area. 

At this point, I should say that 
throughout my career as a cameraman I 
had never shot an important film in 
16mm. Most cameramen who shoot in 
16mm use that format exclusively and 
seldom work in 35mm. In my case it 
was the other way around. My back¬ 
ground was 25 years of shooting with 
35mm Debrie, Arriflex and Mitchell 
cameras. Of course, I occasionally hand¬ 
held a 35mm Arriflex—but, generally, I 

worked with heavy cameras mounted on 
tripods, dollies and cranes. 

So now, in considering Super-16, I 
had to find out if there were existing 
16mm cameras that could be readily 
adapted to that format. There were two 
noiseless 16mm cameras which I investi¬ 
gated with that in mind: the Arriflex BL 
and the Eclair NPR. 

I started with the Arriflex BL and 
enlarged the aperture, but I found that, 
from the mechanical point of view, 
there were two drawbacks which made 
it almost impossible to adapt this came¬ 
ra to Super-16. First, the shutter would 
not cover the enlarged aperture. Making 
the opening larger would be most diffi¬ 
cult because of the shutter's angle 
toward the aperture. 

The second problem was that the 
optical axis would have to be moved a 
distance of one millimeter sideways to 
center it on the enlarged frame. The 
front-end construction of the Arriflex 
made this almost impossible. I found 
out, also, that the viewing system would 
not cover the larger frame, either. 

After an examination of the Eclair 
NPR, we came to the conclusion that a 
Super-16 adaptation could be made 
with this camera. By we, I mean Carl 
Hellstrand and myself. I consider him to 
be the best camera technician in Scandi¬ 
navia and without him none of this 
could have been done. 

Continued on following Page 
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original negative 

.7254 
contact printed 

7385 
35mm wide screen (1:1.66) wide screen print 

5385 
Flow chart showing photographic and blow-up procedures used in Sweden for producing the first Super-16 feature. The picture was photographed on 
Eastman 16mm 7254 color negative. Work-print for cutting was contact printed onto 7385 print stock. Matched Super-16 negative was then blown up 
directly onto Eastman 5249 Reversal Negative stock and 35mm printing was done using 5385 print stock. Results were good, but might have been even 
better had the new high-resolution Eastman Ektachrome Commercial 7252 stock been available as a camera original when shooting began. 
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In adapting the Eclair NPR, there 
were no problems in moving the optical 
axis, getting the shutter to cover the 
enlarged aperture or modifying the 
ground glass of the viewing system. 

In addition, Hellstrand partially re¬ 
moved surfaces from wheels and other 
places in the magazine and camera body 
where the sound-track side of single-perf 
16mm film would ordinarily ride. These 
were milled down to the point where 
there was only one millimeter of surface 
left. 

Of course, we had a certain amount 
of trouble with scratches at first (I used 
up ten 400-foot rolls of film just for 
scratch research), but we worked on this 
problem and managed to correct it. 

Most of the scratches originated in 
the aperture itself. The tracking of the 
film did not go so well after almost all 
of the one side was removed, so we had 
to reconstruct and modify the aperture 
plate. We also made new pressure plates 
for the magazines. During the filming of 
our feature picture we shot 50,000 feet 
of 16mm film, and we had to retake 
only three scenes because of scratches. I 
think that is not so bad, considering 

that I had not had any experience with 
16mm before. 

Then there was the matter of the 
lenses. Most standard 16mm lenses will 
not cover the enlarged field of the 
Super-16 frame, so I used Canon lenses 
made for television cameras (13.5mm, 
25mm, 50mm and a 16.5mm-95mm 
zoom lens), as well as a Kinoptik 9mm 
and Schneider 18mm. 

Now, some facts about the feature 
we recently completed—the first to be 
filmed in Super-16. The picture has no 
English title, as yet. In Swedish it is 
called "LYCKLIGA SKITAR''. "Lyck- 
liga” means happy. ''Skitar'' is a nick¬ 
name for people—but with a double 
meaning. 

The film is a semi-documentary com¬ 
edy and about half of the story takes 
place aboard an old boat 50 to 60 feet 
long. About 20 days were spent shoot¬ 
ing below decks in narrow, cramped 
areas. Many of the dialogue scenes take 
place in the cab of a big lorry, while it is 
driving along. Other semi-documentary 
scenes take place in town—in restaur¬ 
ants, a cafe, a hospital—and almost all of 
them with sync-sound. 

The Director, Vilgot Sjoman, had 
written 13 sequences of the story with¬ 
out any dialogue. Before filming each 
one, he talked about it and discussed it 
with the actors. He told them that such 
and such would happen and what he 
would like them to say. They were 
actually improvising every sequence 
and, in that way, were building up some 
very good scenes. 

I, as the cameraman, had to follow 
the scene and try to catch the best parts 
of it. I think that many film people 
dream of working in such a way, instead 
of strictly following a script born on a 
desk, with words written by one man 
and put into the mouths of others— 
words which are often strange to them. 

This method of working took more 
time, but it didn't matter so much, 
because there were very few people on 
the crew. We had the Director, the 
script girl, the set designer, the focus- 
puller, myself, the assistant cameraman, 
the gaffer, the soundman, the assistant 
soundman, the production manager and 
a production assistant. Altogether, there 
were only about ten people, but all of 
them were helping each other. 
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The film was shot between February 
and April, 1970—a "dark" period in 
Sweden—so I had to use a fast film. 
Eastman Color Negative 7254 was really 
my only choice, because the EF is not 
so good for blow-up. I am happy that 
the new reversal negative was intro¬ 
duced in time to help the 7254 produce 
good results. 

For lighting, below decks of the 
boat, I had three 500-watt photofloods 
and five 800-watt tungsten-halogen 
lamps, most of them used indirectly. In 
the lorry I used one Sun-Gun with 
dichroic filter. In the restaurant and 
other large locations I used ColorTran 
PAR-64 units and two Soft-lites. Gener¬ 
ally, I used very little light, shooting at a 
stop of about F/2.8. 

Making this picture in Super-16 has 
changed some of my attitudes about 
film-making. Always, in the past, I 
worked with an Operator actually run¬ 
ning the camera—and I fought for the 
use of the Operator in the Swedish film 
industry. I found it very practical, be¬ 
cause it was easier to control the light¬ 
ing, and so forth, when working in the 
studio. But one should never be too old 
to change his mind. After working in 
this way and operating the camera 
myself, it will now be impossible for me 
to simply stand beside the camera. It is 
only when you are looking through the 
lens that you see exactly the picture 
you are getting. You can control every 
movement. You can stay on the actors 
much better—especially when you are 
shooting the film under realistic, docu¬ 
mentary conditions. From that stand¬ 
point, shooting Super-16 with the NPR 
has been a great step forward for me as 
a cameraman. 

You do have to realize that 16mm is 
not 35mm, however. There is still a very 
great difference in technical quality. But 
what do you get by way of compensa¬ 
tion? Pictures that you would never be 
able to catch when using heavier equip¬ 
ment! 

I would like to say a few words 
about zoom lenses. When shooting in 
35mm I considered the zoom to be 
helpful because it made the camera a 
little bit "lighter" so that it could be 
moved around more easily. 

When I started shooting 16mm I had 
the same idea—feeling that I could 
photograph the whole film with the 
zoom. It took me two days to realize 
that I was wrong. It was ridiculous to 
work hand-held with that long lens 
sticking out in front of the camera. I 
didn't want the point of balance to be 
four to six inches out from the camera 
body. I wanted to have that point in the 

(ABOUT THE AUTHOR: RUNE ERICSON is 45 years old and has worked for Sandrews Films 

in Sweden since 1946. During that time he has functioned as Director of Photography on about 

40 features, among them the award-winning film, "DEAR JOHN". He has photographed almost 

all of Mai Zetterling's pictures, including "NIGHTGAMES", "THE GIRLS", etc. He served as 
cinematographer on the French feature, "LE VIOL” ("THE RAPE") and has photographed 

television material for CBS and for NBC in Africa. 

When we became aware that Mr. Ericson was photographing the first feature to be shot in 

Super-16, we wrote to him requesting additional technical information regarding his work with 

the new format. In due time, we received, in hand-written form, the article which appears here, 

accompanied by the following interesting letter: 

Dear Mr. Lightman: 

Your letter came to me via transceiver aboard my sailboat, out in our archipelago. / am having 

a one-week vacation between two films, and / am sailing alone. It is still spring and the 
temperature is 8 to 10 degrees above zero, with the wind blowing 4 to 5 meters per second. I am 

alone. There are no other boats as far as / can see—and no other people, either. It is necessary for 

me, after finishing a film, to slow down the body and relax. Otherwise, it is impossible to be a 

good cameraman. You must be a "happy trigger" if you are to continue in this business. / have 

been writing this article during the whole night and the sun is now just coming up. / hope this is 

the kind of materia! you expected, and / am happy that you are going to publish a story about 

Super-16. / have been reading "AMERICAN CINEMATOGRAPHER" ever since / started in this 
business 25 years ago. It has really become my main source of information about filming 

techniques and equipment. 
Best regards, 

RUNE ERICSON 
Mjolvagen 31 

16171 Bromma 

SWEDEN) 

camera on my shoulder. Even though I 
am shooting hand-held, I still want a 
steady picture. (I think that many cam¬ 
eramen are shaking the camera a little 
bit extra these days, because they feel 
they have to show the critics that they 
are working in a "modern" way.) 

Anyway, I soon switched over to 
standard lenses. Most of the "zoom" 
movement you have to do can be done 
much better on your feet or knees. 

using a standard lens. Of course, there 
are times when I use the zoom, but 
mostly I prefer to work with standard 
lenses when shooting 16mm hand-held. 
I've found the Canon 25mm and 50mm 
lenses to be brilliant and sharp, even 
wide open at F/1.4. 

The 12mm-to-120mm zoom lens is 
very good for special purposes, but 
almost every cameraman these days is 

Continued on Page 590 

Ground glass objective of the Eclair NPR camera viewfinder system shown as re-scribed to match the 
enlarged frame area of the Super-16 camera conversion. The Eclair presented no difficulties in this 
respect, nor in the changes made to enlarge the aperture or re-locate the optical axis of the lens. 
Surfaces within the camera body and magazines were also milled down to accommodate the revised 
format, with no special problems. 
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BLOW-UP: 16mm to 35mm * 
AND MORE ABOUT1 SUPER-16 

Liquid-gate optical printing, plus the new ECO 7252 film, 
promise 35mm blow-ups from 16mm that should be better than 
ever—but a great deal of care is still necessary in shooting 

By RICHARD PATTERSON 

In the past few years more and more producers have 
discovered the feasibility of using high quality enlargements 
from 16mm originals in a film to be released as a 35mm 
theatrical or television presentation. Cineservice, Inc. in 
Hollywood, under the direction of Adrian Mosser, is one of 
several companies capable of producing such enlargements 
and provides an interesting starting point for the investiga¬ 
tion of the possibilities which this technique has to offer. 

There are several reasons why a producer would want to 
have 16mm footage blown up to 35mm. Originally the bulk 
of the work done at Cineservice consisted of enlarging 16mm 
stock footage so that it could be used in pictures intended 
for theatrical release. The development of a method for 
producing high quality 35mm negatives from 16mm stock 
footage considerably expanded the horizons of the producer 
of theatrical films. It made possible, for example, the 
production of compilation documentaries drawing on 16mm 
newsreels, stock footage, and even home movies. Cineservice 
has provided blow-ups for compilation documentaries such as 
David Wolper's "THE RACE FOR SPACE" and "THREE 
DAYS IN NOVEMBER". The latter film, a record of the 
Kennedy assassination in Dallas, even included one section of 
8mm film, enlarged first to 16mm and then to 35mm. 

In the case of compilation documentaries an audience 
may be inclined to accept a noticeable difference in the 
image quality of a blow-up because of the historical content 

of the footage. The real test comes when 16mm stock 
footage is blown up to be intercut with 35mm production 
footage in a theatrical feature, and Cineservice has been 
doing this for several years. War movies often draw heavily 
on stock footage from military archives and most of the 
color footage in these archives is in 16mm. Cineservice 
provided blow-ups of this sort for "BEACH RED" and even 
blew up four or five shots to match a Panavision negative for 

use in "HELL IN THE PACIFIC". > 
In his article in the November 1969 issue of American 

Cinematographer Michael Ritchie mentions the fact that a 
considerable amount of 16mm footage was shot for "DOWN¬ 
HILL RACER". Cineservice enlarged 20 or 30 minutes of 
this footage for use in the film, and the way in which a 
director can simply mention this in passing indicates the 
extent to which blowing up from 16mm to 35mm has 
become an accepted technique in feature film production. In 
this case the director did not simply draw on existing 16mm 
stock footage but actually had his second unit shoot some of 
their footage in 16mm, presumably in order to take ^ 
advantage of the greater flexibility and portability of 16mm 
camera equipment. Even as lavish a production as "DOCTOR 
ZHIVAGO" commissioned a blow-up from 16mm to 70mm 
of one shot taken through a microscope. 

"EASY RIDER" and "MEDIUM COOL" each contain a 
section shot in 16mm. The cocktail party sequence described 

(LEFT) Adrian Mosser, who heads Cineservice of Hollywood, Inc. and is one of the top experts in the art of enlarging 16mm to 35mm is shown adjusting 
Acme optical printer for blow-up work. He has done much testing in Super-16 during the past few years, but cautions that, quality-wise, it cannot replace 
the standard 35mm system. (RIGHT) Vernon Frith, President of the Hollywood Valley Film Laboratory, checks color quality of a blow-up. 



by Haskell Wexler in the January 1970 issue of American 
Cinematographer is probably one of the best examples of 
Cineservice 16mnn-to-35mm enlargement. 

In addition to blowing up shots or sequences to be cut in 
with 35mm original, Cineservice also blows up entire films. 
Some of these films are short subjects or documentaries 
originally intended for non-theatrical distribution which are 
enlarged to 35mm for theatrical or network television 
presentation as a result of their reception at non-theatrical 
screenings. They may be films which are being submitted for 
an Academy Award since the Academy rules require that the 
print submitted be in 35mm. Cineservice has blown up 
several documentaries and short subjects seen in the Oscar 
competitions including "THE REDWOODS” in 1967, 
"ROBERT KENNEDY REMEMBERED" in 1968 and "THE 
MAGIC MACHINES" in 1969. 

There are other films, however, which are intended for 
theatrical distribution and which are shot entirely in 16mm 
for two basic reasons. The first is economic. Shooting in 
16mm can result in considerable savings; and, if a film is 
either intended for such a limited audience that a large 
budget is not justified, or if it is of such an experimental 
nature that it is considered too risky a commercial venture to 
warrant a large budget, it may be necessary to shoot it in 
16mm. 

To get an idea of the kind of savings possible when 
shooting in 16mm, we can compare the relative film and lab 
expenses for a 90-minute color film. Assume a shooting ratio 
of about 7 or 8 to 1 so that we can figure in terms of 
exposing 24,000 feet of 16mm or 60,000 feet of 35mm film. 
Assume also, for the purpose of simplicity, that half of the 
exposed footage is printed. The costs would be as follows: 

COST COMPARISON BETWEEN 16mm-35mm BL0W- 

16mm 

Raw Stock: 

Developing: 

One-light color 

workprint: 

Timed, color-corrected 

blow-up from A&B rolls: 

24,000' @ .06... 1440.00 

24,000' @ .053... 1272.00 

12,000' @.1058... 1269.60 

SUB TOTAL A 3981.60 

8,100' @ .66 ... 5346.00 

UP AND STANDARD 35mm 

35mm 

60,000'@ .14... 8400.00 

60,000' @ .0798 .. . 4788.00 

30,000'@ .1134... 3402.00 

16,590.00 

Timed, color-corrected 

Answer Print from A8tB rolls: 

8,100' @ .7672... 6214.32 

$22,804.32 

* First Answer composite: 

8,100' @.3833... 3104.73 

TOTAL COST TO ANSWER PRINT $12,432.33 

♦Where little or no further correction is required at this point. 

For his “Hollywood and the Stars" TV series several years ago, producer 
David L. Wolper (above) had a great deal of 16mm footage blown up to 
35mm and even utilized standard 8mm clips at times, enlarging the 
scenes first to 16mm and then blowing the resultant 16mm footage up 
to 35mm. Here he compares the original 8mm scene against the 35mm 
enlargement ultimately made from it. 

Sub-total A represents the amount of money required to 
get to the editing stage, and this is significant because often 
the producer of a low-budget film may not have complete 
financing when he begins shooting. He may need to show the 
edited work print to potential backers or distributors; and 
the less money he has invested up to that point, the less he 
stands to lose if he cannot find completion money or a 
distributor. 

This difference in film and lab costs may seem negligible 
to the producer accustomed to working with budgets of 
several hundred thousand dollars, not to mention those who 
regard a low budget film as one that costs less than two 
million dollars; but it is a very significant saving to the 
producer who is trying to make a feature for less than 
$50,000. 

Being able to shoot in 16mm with the knowledge that it 
will be possible to make good 35mm release prints may make 
all the difference in the world. It may mean that it is possible 
to do an experimental script in a free-wheeling style, 
shooting what would otherwise be an exorbitant amount of 
footage. It may mean, simply, that the amount of front 

money required is small enough to enable a new director 
actually to make a film. 

Adrian Mosser does not pretend that shooting in 16mm 
can ever equal the kind of quality that is possible with 
35mm. He does know, however, that it can yield an 
acceptable and commercially viable 35mm release print, and 

he is primarily concerned with helping the film-makers who 
exist in what he calls "the limbo between the underground 
and the industry.” Underground film-makers whose films are 
intended for non-theatrical audiences have no need for 
35mm prints. Producers working with large budgets do not 
need to think in terms of shooting an entire film in 16mm. 
Film-makers who want to make films for theatrical distribu¬ 
tion and who do not have an established reputation do, 
though. Film-makers who are interested in experimenting 
with new forms or whose film would be a risky business 
proposition because they are unknown in the entertainment 
industry are the ones who have the greatest need for 
high-quality blow-ups from 16mm, and it is these film¬ 
makers Mosser is most interested in serving. 

Cineservice Inc. has helped to make possible films ranging 
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in style from "A BOY A GIRL” to "FACES" to "YOU ARE 
WHAT YOU EAT". Mosser has made the blow-up of Norman 
Mailer's latest film, and he is currently working on two films: 
"BACH TRAIN" and "DO NOT THROW CUSHIONS IN 
THE RING". 

There is another reason for shooting a film entirely in 
16mm, even though it is intended for theatrical release and 
regardless of the size of the budget. The availability of highly 
portable, self-blimped 16mm cameras has made possible a 
style of film-making which is very difficult to achieve with 
35mm equipment. Cinema verite documentaries such as 
"SALESMAN" could not have been made in 35mm, and 
there seems to be a growing audience for such films in 
theaters. Both "SALESMAN" and "MONTEREY POP" 
made their way onto theater screens via Cineservice Inc. 

Cineservice Inc. is able to achieve the quality it does 
primarily by means of individual attention and handcrafted 
workmanship. It has also concentrated on liquid gate printing 
and the Super-16 format. 

Liquid gate printing is a process whereby the film being 
duplicated is coated with a liquid immediately prior to 
passing through the printer gate. The liquid is one which has 
the same index of refraction as the film, and by filling in 
scratches or abrasions on the surface of the film it eliminates 
the diffraction which they cause. As a result the scratches do 
not show up in the print, and the overall optical contrast is 
improved. 

Liquid gate printing was first used experimentally in 
the 1920's by Eastman Kodak and for printing sound tracks 
during the thirties. The concept had been discussed in 
journals; and many organizations including Walt Disney, 
Technicolor, and Eastman Kodak were all working on the 
idea concurrently during a period in the fifties. Eastman 
had published a list of liquids having the proper index of 
refraction with warnings that some were toxic, others 
harmful to film, etc. Mosser developed his own formula 
which he still uses and modified his optical printer so that it 
applied the liquid. His first successful feature-length liquid 
gate blow-up was Russ Meyer's "THE IMMORAL MR. 
TEAS" in 1959. Since then it has become virtually a 
standard procedure in optical printing. 

Since 1963 Mosser has been developing a second idea 
which can greatly improve the image quality attainable in 
blowing up from 16mm to 35mm. The main problem in 
blowing up is the loss of sharpness which inevitably results 
when a theater screen is filled with an image originally 
recorded on an area of film about one fourth that of the 
normal 35mm frame. This problem is further complicated by 
the fact that the standard format for 35mm projection is 
1.85/1 while the standard format for 16mm is 1.33/1. This 
means that only a portion of the 16mm frame can be used if 
it is blown up to a 1.85/1 format on the 35mm negative, (see 
FIGURE 1) 

In order to increase the area which could be used in 
blowing up, Mosser came up with the idea of enlarging the 
camera aperture to include the sound track area of the film, 
using single perforated stock so that a frame could be 
exposed with an aspect ratio of about 1.65 or 1.70 to 1. (see 
FIGURE 2) Since the actual format projected in theaters 
ranges from 1.55/1 to 1.85/1, the entire 16mm frame can be 
used to produce a 35mm frame which will adequately fill a 
theater screen. 

Three relatively simple steps are necessary to convert a 
camera to Super-16. First of all, the aperture plate must be 
opened up to include the sound track area in the frame. 
While this is obviously something which should be done with 
great care, it is, nonetheless, a relatively simple modification. 

Mosser first experimented with the Super-16 format on his 
Bolex but most of the film-makers shooting in Super-16 are 
using Eclairs. Replacing the modified aperture plate with a 
normal one is a simple matter, but is really unnecessary since 
the modified camera can still be used to shoot in the normal 
16mm format with double perforated film. 

The second step necessary to convert a camera to 
Super-16 is, of course, the modification of the viewfinder 
matte. With an Eclair this is again a relatively simple 
modification since the viewfinder includes an area outside 

FIGURE 1—Shaded area, indicates how approximately one-third of the 
information of the standard 1.33/1 16mm frame area is sacrificed when 
blow-up is made to 35mm for 1.85/1 projection. Remaining area is 
strained to the limits of sharpness by huge enlargement inherent in 
theatrical "wide-screen" projection. 

FIGURE 2—Shaded area in this diagram indicates additional informa¬ 
tion available for blow-up to 1.85/1 35mm format afforded by the 
extended frame parameters of Super-16. Though opinions differ as to 
precise percentage of additional information made available, as com¬ 
pared to standard 16mm, comparison of FIGURE 1 to FIGURE 2 
indicates that, even allowing for slight extra cut-off required for 1.85/1 
aspect ratio, amount of information is increased by approximately 40%. 

the frame line. All that is required is changing the markings 
on the groundglass to indicate the wider format. With 
cameras whose finders indicate only what is contained within 
the normal frame, this modification may be more difficult. 

The third modification required to convert a camera to 
Super-16 can be achieved two ways. Ideally the lens turret of 
the camera should be converted so as to re-center the lens in 
relation to the modified aperture. There is, however, another 
alternative which serves the same purpose and which is 
considerably less expensive. This is to use lenses with a larger 
coverage, i.e. lenses which form an image big enough to fill 
the larger frame without any vignetting on the extended edge 
of the frame. (Note this does not refer to the field of view of 
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the lens but to the size of the image formed at the focal 
plane.) Some 16mm lenses have a sufficiently wide coverage 
to be used with a Super-16 format. Obviously, all 35mm 
lenses would, as well. 

In considering the use of Super-16 it might be worth 
investigating the use of good 35mm still camera lenses such 
as Nikon, Leica, or Canon lenses, (cf Wexler comments on 
the use of still camera lenses for cinematography in the 
January 1970 issue of American Cinematographer.) 

The Super-16 format poses no problem for editing since 
most labs can print a 16mm work print on single perforated 
stock with the sound aperture open, and the conversion of a 
moviola to include the extra frame area is again a relatively 
simple matter. Once the film is edited, Cineservice is 
equipped to blow up the original to a 35mm negative with a 
1.65/1 aspect ratio. 

The result of the Super-16 format is a substantial increase 
in the image sharpness in the 35mm blow-up because of the 
increase in the size of the original 16mm image which is 
enlarged. 

Two or three films are currently shooting in Super-16. 
Don Pennebacker has a film in the post-production stage 
which was photographed in Super-16. Swedish director 
Vilgot Sjoman is also currently at work on a feature picture 
which is being filmed iri Super-16. 

When someone responds enthusiastically to the idea of 
Super-16, Mosser is quick to point out that it is a format 
designed for very specialized needs and not without its 
drawbacks. He sees it as a boon to the experimental 
film-maker occupying a position comparable to that of the 
producer of an off-Broadway play, and not as something 
which could ever replace the standard 35mm system. 
Super-16 is designed purely for someone making a film for 
theatrical distribution who cannot, for one reason or 
another, work in 35mm. 

If the film-maker is also interested in television or 16mm 
distribution of his film he is forced to compromise. He must 
decide which is more important: the sharpness of the image 
when projected in 35mm or the composition in the format of 
the television or 16mm screens. Usually someone shooting in 
Super-16 with a view to the television and 16mm market as 
well as theatrical distribution will opt for compositions in 
which the part of the frame in the sound track area is filled 
with "neutral" subject matter. 

When approached by a film-maker planning to shoot in 
16mm and blow up to 35mm, Mosser first of all advises hi-m 
to make sure this is the best way to achieve the goals he has 
in mind with the means at his disposal. If it is, Mosser 
recommends shooting in ECO color reversal original. 

Perhaps the greatest problem in shooting interiors for 
theatrical release with ECO is the film's low speed of ASA 
25. The introduction this summer of Eastman's new im¬ 
proved ECO to be rated at ASA 25 and with a sufficient 
latitude to permit forcing it to an ASA rating of 50 will 
obviously be a great help. 

It is also possible to use EF 7242 which is rated at 
ASA 125; and, even though the film was not designed 
exclusively as an original from which prints were to be made 
as was ECO, Mosser still recommends using it rather than 
color negative if the greater film speed is essential. Every foot 
of "YOU ARE WHAT YOU EAT" and a good bit of 
"MONTEREY POP" were shot on EF. 

Cineservice's experiences with EK 7254 color negative, 
when used for blow-up purposes, has turned up two 
difficulties. Compared to ECO, it is less sharp, an important 
consideration in blow-up work, and being a negative material, 
it shows any specks or blemishes as "white dirt" instead of 

35mm negative film is threaded into "camera side" of Acme optical 
printer by Adrian Mosser, who was one of the first to blow-up an entire 
16mm feature to 35mm, using the liquid-gate method of printing. He 
developed his own formula for a liquid with the proper degree of 
refraction and adapted his printer to utilize it. 

the less noticeable black specks encountered in reversal 
systems. Blow-ups from negative materials cost more and 
take longer to accomplish than reversal materials. At this 
time, Cineservice recommends using reversal original rather 
than negatives as camera original for blow-up purposes. 

In preparing to shoot in 16mm for blow-up to 35mm 
Mosser recommends several precautions. First of all, every¬ 
thing possible should be done to insure accurate exposure. 
He recommends using two light meters which are constantly 
checked against each other and against a third standard, and 
insuring that the F-stop (or T-stop) calibrations on the lenses 
are accurate. 

Mosser says to expose for the manufacturer's recommend¬ 
ed film speed and forget about "over-exposing for blow-up" 
or "under-exposing for saturation". Normal production 
variables and errors will yield a variation in exposure anyway, 
so that consistent over- or under-exposure would do more 
damage than good. 

Great care should be taken in the selection and handling 
of the lenses. These should be matched lenses, i.e. they 
should all have the same anti-reflection coating. Otherwise 
the differences in the coatings will cause changes in the color 
rendition which will unnecessarily complicate the process of 
blowing up to 35mm. The lenses should be new, i.e. lenses 
made during the last 3 years using high refractive index 
glasses, so as to insure the best possible image to work from. 
Using good lenses always makes a difference and blowing up 
to 35mm makes the difference much more noticeable. The 
seating of the lenses in the turret and the lens calibrations 
should be carefully checked so as to eliminate any error in 
focus. A discrepancy which might have been tolerable for 
16mm work will be magnified along with everything else 
when the film is blown up. 

Continued on Page 565 
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M.T.E. Recording & 
Projection Equipment 
■ System Engineering 
■ Automated technique 
■ Reversible sync-interlock operation 
For your sound studio, screening 
room, preview room and 
conference room. 

MAGNA-TECH ELECTRONIC CO., INC. 
630 Ninth Avenue / New York, N.Y. 10036 
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JLIGJCUJUJSUJU 16mm 
The R16B with fully automatic exposure 
control and mirrored shutter gives you 
important features of 16mm reflex „• •; 
motion picture JKtto 
cameras which yJBk pMI 
cost (and weigh)/^ 
nearly twice (\JrJr 
as much. 

The 
Uher1000 
“Sync” Tape 
Recorder is 
ideally 
suited for 
use with 
the R16B 
and other 
professional 
motion 
picture 
'cameras. 

R&auli&iL 
4008ZM ... the ultimate 
Super 8 motion picture camera with motorized 
macro focusing (to one millimeter) 
and many other exclusive features. 

The Heurtier Dual (8mm and Super 8) 
Projector operates as a silent 
projector or (with the addition of the 
transistorized Sound Module) as a 
sound projector... high fidelity sound 
and ten (10) speeds! 

Hervi-Quartz 
LOCATION LIGHTING 
Highly efficient portable 
“quartz” location lighting 
systems ... lightweight, rugged 
completely self-contained. 

angemeux 
Complete selection 
of Angenieux and 
other fine precision 
motion picture 
lenses. 

Hervic 
HYDROFLUID JR. 
The fluid tripod with 
integral ball for 
quick leveling. 

for further information write to 

14225 Ventura Boulevard / Sherman Oaks, California 91403 

Hervic Corporation is the sole importer and exclusive distributor in the 
United States of Beaulieu 16mm and Super 8 motion picture cameras and 
Heurtier projectors. Cinema Beaulieu is one of the divisions of Hervic Corpo¬ 
ration ■ The Hydrofluid Jr. Tripod is manufactured by National Cine Equip¬ 
ment, Inc. exclusively for Hervic. ■ The Uher 1000 “Sync” Tape Recorder (by 
Martel) is exclusively distributed in the United States by Hervic * Hervi- 
Quartz Location Lighting Kits are manufactured by Bardwell & McAlister Inc. 
exclusively for Hervic. 
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AN AURICON CINE-VOICE CAMERA 
ADAPTED FOR SHOOTING SUPER-16 

Conversion of this old stand-by newsreel camera results 
in a well-balanced, light-weight unit that includes several 
important innovations—plus the bonus of a Super-16 capability 

Successful conversion of an Auricon 
Cine Voice camera to the Super-16 
format has been announced by the 
Camera Development Company. The 
camera, which includes several other 
modifications, as well, was custom- 
adapted to the requirements of cinema¬ 
tographer Jerry Cotts (Director of Pho¬ 
tography on "PUTNEY SWOPE", 
among other films), who plans to use it 
for shooting a featurette that will be 
blown up to 35mm in the 1.85 aspect 
ratio. 

The Camera Development Com¬ 
pany's new Auricon Cine Voice Conver¬ 
sion, developed and manufactured by 
Herb Sawasky, embodies a number of 
highly innovative features. The body, a 
new design, cast in magnesium for 
weight reduction, features a slant-back 
magazine plate for lower camera profile 
and improved balance and a hinged door 
for simplified loading. 

Designed principally as a hand camer- 
a to be used with the longer-range zoom 
lenses, most popularly the Angenieux 
9.5-95mm lens, the camera, with this 
lens and a 400-foot magazine load, 
balances approximately on the motor 
axis. This is facilitated by mounting the 

camera's power supply, usually the two- 
piece Frezzolini 1000-DX inverter and 
battery, in a two-compartment magnesi¬ 
um holder attached to the rear of the 
camera. The inverter and battery holder 
is mounted by a conventional dovetail 
fitting, so that the power supply may be 
carried conventionally slung over the 
shoulder, for a five-pound weight reduc¬ 
tion. However, the loaded camera, with 
inverter, battery and the heavier 
9.5-95mm zoom lens, compares favor¬ 
ably in weight with a similarly outfitted 
Eclair, NPR or Arriflex BL, /ess the 
battery and inverter. Thus, the integra¬ 
tion of power supply and camera effects 
a great increase in balance and elimi¬ 
nates the cable from the camera to belt 
or shoulder batteries. 

Other features include: a footage 
counter built into the camera door, 
magazine lock-down mechanism driven 
by a knob mounted on the outside of 
the camera and a front-mounted grip 
incorporating various controls for start¬ 
ing and stopping the camera and electri¬ 
cal or mechanical drives for zoom and 
focus functions. Other features include 
a radically shortened finder for the 
periscope type zoom lenses and the 

installation of a full ground glass to 
supplant the bulls-eye focusing spot 
normally found in these lenses. 

The modification for "Super-16", 
the 16mm format which utilizes the 
sound track area of single-perforation 
film (to within a few hundredths of an 
inch of the film edge) for picture 
information, results in an image format 
of approximately 1.70:1, an almost 
ideal ratio for blow-up to standard 
1.85:1 35mm internegative. This modi¬ 
fication makes use of the new finer- 
grain, improved-resolution Commercial 
Ektachrome Type 7252 and the long 
desired capabilities for shooting theatri¬ 
cal feature films with lighter, docu¬ 
mentary-style equipment and working 
methods, without significant reductions 
in quality. A few simple calculations 
illustrate the potential for blowing up a 
very fine grain film with improved 
latitude and a (approximately) 20% 
greater image area to a wide-screen 
format 35mm internegative. 

In addition to enlarging the aperture 
plate, a second lens mounting plate is 
made to be easily interchangeable with 
the regular one, and is machined with an 
offset threaded hole to accomplish the 

Camera Development Company's new Auricon Cine-Voice conversion, developed and manufactured by Herb Sawasky, shown with its power supply—in 
this case, the two-piece Frezzolini 1000 DX inverter and battery in a two-compartment magnesium holder—attached to the rear of the camera. 
Integration of power-supply and camera effects a great increase in balance and eliminates the cable from the camera to belt or shoulder batteries, though 
power-supply can be easily demounted and carried conventionally slung over the shoulder, if desired. 
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For size comparison, the basic converted Cine-Voice, minus lens, magazine and power-supply, is 
shown alongside a standard Lunasix exposure meter. This is one of the most compact and 
light-weight conversions of this dependable workhorse camera to date. 

recentering required by shifting the film 
counter toward the unperforated side. 
Thus, maximum use is made of the 
16mm zoom lens' relatively limited area 
of coverage. Since the wider zoom 
lenses still vignette at their shorter focal 
lengths, Sawasky has commissioned 
Angenieux to manufacture several of 
their 12-120mm zoom lenses designed 
for vidicon cameras to the more strin¬ 
gent optical requirements of film. The 
vidicon image area is somewhat larger 
than the 16mm film image and the lens 
angles of acceptance for the vidicon 
12-120mm should be approximately the 
same as those for the regular 16mm 
9.5-95mm lens. 

In addition to the aforementioned 
modifications made to adapt the Auri- 
con Cine Voice for Super-16 filming, 
Sawasky enlarged the shutter and 

smoothed out the gate mechanism, sub¬ 
stituting a Mitchell pressure plate with 
the two nylon rollers undercut to the 
edge for minimal contact to eliminate 
danger of scratches. On future units he 
plans to use Arriflex-16 aperture plates 
and spring-tension pressure plates. 

For further information regarding 
this Super-16 conversion, contact: Cam¬ 
era Development Company, 31 Brewster 
Road West, Massapequa, New York 
11758,(516)799-5307. ■ 

Rear view of the converted camera, with maga¬ 
zine in place but minus power supply, indicates 
streamlined configuration. Addition of power 
supply at the rear improves balance. 

(RIGHT) Slanted configuration of the camera 
body reduced silhouette and improves balance 
of magazine. (BELOW) Front view of conver¬ 
sion. Not shown is accessory bracket that 
mounts above the lens, allowing for attachment 
of matte-box. 

(LEFT TO RIGHT) Angenieux 9.5mm-95mm zoom lens, with radically shortened periscope 
viewfinder; the basic camera conversion with front hand-grip incorporating various controls; 
Frezzolini 1000 DX inverter and battery, enclosed in two-compartment magnesium holder. Other 
standard power-supplies can also be used with this conversion. 
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There’s nothing new about 
a filmlab. 

* 

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, 
Jayark, Bohn-Benton and others. 

Not terribly exciting. 
But incredibly professional. 

r 

f 

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 

532 AMERICAN CINEMATOGRAPHER, JUNE, 1970 



It loses nothing in the translation. 

Film and television have always talked different 
languages. The subtle colors you see through the 
camera viewfinder can often become harsh and 
contrasty on the TV screen. 

That’s why Agfa-Gevaert designed two 
low-contrast reversal films specifically for TV 
transmission. 

Gevachrome T 6.00 combines extremely 
fine grain with the low contrast required for television. 
In both interior and exterior scenes its true color 
rendition retains all the brilliance and sharpness 
you want, without losing important middle tones 
in transmission. Its ASA 50 speed can be doubled 
in the laboratory. 

And, when you’re shooting in available 
light, you should be using Gevachrome T 6.05. Its 

exposure index, too, can be doubled—to an ultra¬ 
fast ASA 250—without the graininess you expect 
from high-speed films. A low contrast film, T 6.05 
lets you take in all the action without taking along 
the extra lights. 

With the Gevachrome prepackaged 
chemicals, you can process both films anywhere 
in the world. Make it the star of your next show. 

/GEVAERT 

Agfa-Gevaert, Inc., 275 North St., Teterboro, N.J. 07608 
1025 Grand Central Ave., Glendale, Cal. 91201 
6901 North Hamlin Ave., Chicago, III. 60645 

New York • Dallas • Denver • San Francisco • Cleveland • Atlanta • Boston • Seattle 

AGFA-GEVAERT 
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392-1902 (Area Code 415) 

45 KEARNY at Maiden Lane 

SAN FRANCISCO, CALIF. 

94108 

Our Professional Department offers every¬ 
thing the professional needs for the fully 
equipped studio, darkroom, or field assign¬ 
ment. Included in our complete line of motion 
picture equipment are the versatile Arriflex 
cameras and Siemens projectors. 

ARRIFLEX I6S/B 
Movie Camera 

Professional 16mm camera for double- or 
single-perforated film. With new bayonet 
lock lens mount and turret. Takes 100- 
foot daylight or 400-foot darkroom-load 
magazines. Mirror reflex shutter and 
finder with diopter adjustment. Tri-lens 
turret. Electric motor drive. 0-50 fps. and 
single frames. Price, without motor, lenses, 
magazine or matte-box. 

*2680°° 
Cameras sold with customer's choice of 
motor, lenses and matte-box. Prices on 
request. 

Arriflex Blimp *5200™ 

® SIEMENS 2000 
Double I Sixteen Sound Projector 

Single/double system 16mm sound pro¬ 
jector with edge track. Optical or mag¬ 
netic or both. Records and plays back on 
both. Modular construction permits ad¬ 
aptations for special applications at min¬ 
imum cost. Loudspeakers additional. 
Price range from *219500 up 

D ARRIFLEX 16 BL JPm mm mm m m mm mm Jrm IV mm3 mm 

16mm Movie Camera 
New extra quiet self-blimped camera 
with quiet all gear take-up device 

and self-blimped 12-120 Angenieux 
Zoom lens. Takes 400' magazines. 

Price, without motor, magazine, 
or matte-box but includes auto, clap 
stick. $640000 

CAMERAS 

* 

> 



If you're in a bind for lab service, 
Reela can bail you out. 

When deadlines loom large, and you 
keep running into one delay after 

another, call Reela. Nobody offers 
faster service. And nobody will 

give you better quality work. 

Reela's speed and high quality 
come about because of three things: 
1. Competent, dedicated people. 
2. Jet transportation, and an outfit 

that knows how to exploit it. 
3. Sophisticated new equipment. 

How many release prints do you need 
—20? 100? Reela can make them. 

Perfect. Sharp. Color-balanced. 
Back in your hands (or drop-shipped 
if you want) before you know it. 

Why settle for less than the best? 
Call Reela now. 

REELA OFFERS: 
Complete editorial services • complete 
producer's services — animation 
— titling — sound • complete 8,16, 
and 35mm laboratory services, 
including black and white or color 
dailies for Florida filming 
• Super 8 printing and cartridging. 
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THE im Hi CON’S” OF SUPER-16 
The director-scripter-cinematographer of 
"MEDIUM COOL" reports on his testing 
of the extended-frame 16mm format and its 
possibilities for feature production 

(EDITOR'S NOTE: One of the several cameramen now experimenting 

seriously with Super-16 is Haskell Wexler, ASC, winner of the 1966 
Academy Award in black-and-white cinematography for "WHO'S 

AFRAID OF VIRGINIA WOOLF?", who included a 16mm blow-up 

sequence in his recently released production, "MEDIUM COOL". In 

the following interview, Wexler gives his opinions of Super-16, based 

on recent tests which he has made.) 

QUESTION: To what extent have you tested the extended 
16mm frame format—which is being referred to as "Super- 
16”—during the course of your recent experiments? 

WEXLER: Well, it's not actually Super-16—what's been done 
so far. True Super-16 would be Super-8 film that is 
unsplit—that is, single-perf film 16mm wide, but with 
sprocket holes the size of Super-8 to allow for maximum 
information in the frame area. That's really the way for it to 
go. What we've done is simply to adapt existing 16mm 
cameras. 

QUESTION: How extensive have these adaptations been? 

WEXLER: They've been pretty simple, so far. All you do is 
open up the 16mm frame out to the right, by cutting the 
aperture plate. Then you re-center your lenses to conform 
with the new center of the frame, making sure that the 
pressure plate is at least touching on the edges (so that the 
film doesn't "belly"), and you use lenses that cover the 
extended format. These are the only things we've done in our 
tests to date. 

During the filming of "MEDIUM COOL", Haskell Wexler, ASC, wearing 
his "cameraman's cap" moves among guests at an actual party to shoot 
lip-sync dialogue with an Eclair NPR camera. These scenes, beautifully 
matched in 35mm blow-up by Adrian Mosser, would have tied in even 
better had they been shot in Super-16 on new ECO 7252. 

QUESTION: What kind of lenses do you use? 

WEXLER: / use 35mm lenses mainly. I've also used vidicon 
lenses—the kind that are made for television—because they 
cover more than motion picture lenses. 

QUESTION: Has the result been satisfactorily sharp in the 
blow-up? 

WEXLER: / couldn't see anything bad about it. Of course, / 
didn't give it a really critical test—with a chart and all that. / 
just shot some scenes of a girl standing outside. Rather 
unscientific, but it looked quite good. I'm going to make 
more precise tests, using the chart, and then I'll be able to 
tell better. 

QUESTION: For the tests you've been making in Super-16, 
what camera did you use? 

WEXLER: / had one of my own Eclairs converted. I'm told 
that for some technical reason—the way the gate mechanism 
is engineered, / believe—the Arriflex does not readily lend 
itself to Super-16 conversion. The Eclair seems to be the 
camera that can be most easily modified for this format. 

QUESTION: Who did your conversion for you, and what did 
it cost? 

WEXLER: The Eclair people did the conversion, and / 
believe it will cost in the neighborhood of $600. / haven't 
received all of the bills yet. 

QUESTION: Mr. Lars Swanberg of the Swedish Film 
Institute says that their conversion of the Eclair to Super-16 
cost about $1,000. What do you suppose accounts for the 
difference? 

WEXLER: / believe it's because they also modified their 
magazines—which / haven't done yet. / want to see if my 
magazines will work satisfactorily without changes. 

QUESTION: In what way would the magazines be modified? 

WEXLER: Well, the new Eclair magazines which came out 
recently have ball bearings in them, and they won't have to 
be modified. But I'm told that if you use the old style 
magazines, there is a danger of not getting the proper amount 
of pressure on the edges of the film—I mean at the point 
where the pressure plate presses the film against the aperture. 
The ball bearings in the new magazines alleviate this 
difficulty—but / shot my tests with the old magazines and 
just ignored this factor. 

QUESTION: And did the results look satisfactory to you? 
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V WEXLER: Yes, they did—so it may just be a theoretical 
problem. 

QUESTION: What do you feel are the limitations of 
Super-16 as far as lenses are concerned? 

WEXLER: Well, one of the advantages of working with 
standard 16mm is the availability of the 12mm-to-120mm 
zoom lens. But with Super-16, because of the vignetting 
problem, you can't use the widest-angle focal-lengths of that 

^ lens. There is a cut-off when you go wider than about 20mm. 

QUESTION: In adapting your camera to 35mm lenses have 
you been able to solve that problem? 

WEXLER: The 35mm lenses are really not wide enough, if 
you're speaking of zoom lenses. The big "hole”, so to speak, 
is when you want to go wider than 20mm. In that area you 
have to use fixed focal-length lenses. You can't just screw in 
a standard C-mount 9.8mm lens, because it won't cover. You 
have to use a 9.8mm made for a 35mm camera. 

A 
QUESTION: In general, what do you think of Super-16 
(so-called) as a format. 

WEXLER: Well, if you're shooting for blow-up to 35mm in 
the 1.85 aspect ratio, it's marvelous. Otherwise—when you 
blow up standard 16mm for 1.85 projection—you lose a lot 
of the information in the frame. That's what's been 
happening in all of the blow-ups we see now. You're not 
really blowing up 16mm to 35mm; you're only blowing up 
part of the 16mm frame. 

f QUESTION: Which means that this Super-16 format would 
have been helpful to you in shooting the party sequence 
which you blew up for "MEDIUM COOL"; isn't that so? 

WEXLER: Yes. Actually, there are a number of films besides 
"MEDIUM COOL” in release now which have 16mm 
blow-up sequences that people may not realize are 
16mm—pictures like "MIDNIGHT COWBOY" and "DOWN¬ 
HILL RACER”. This extended format would have helped 
them, too—because it actually gives you 40% to 50% more 
information to work with in the 1.85 format. / haven't 

i precisely computed the percentage, but there's quite a bit 
more. 

QUESTION: What do you consider to be the most important 
single advantage of the Super-16 format? 

WEXLER: The biggest advantage for feature production—or 
any film for 35mm showing, in which you have to shoot 
Up-sync dialogue sequences under difficult conditions—is 
being able to hand-hold a relatively small 16mm camera that 
runs silently. The monetary advantage, except in very 

V low-budget production, is apt to be highly over-rated. You 
end up with added lab and optical problems, and the blow-up 
itself is fairly costly. Because the film stock is slower, you 
have to use more light, so it's not really that much cheaper. 

QUESTION: Eastman's new ECO 7252 emulsion should 
further improve the quality of Super-16 blow-ups; isn't that 
so? 

WEXLER: Yes. It's sharper and it can be pushed to ASA 50, 
/ understand. / shot tests with it and it's very good. However, 

. / found that the new film seems to have a greater degree of 

'Wexler, one of the foremost innovators and experimentalists in the 
Hollywood film industry, feels that Super-16 could have a big future in 
feature production, at least "until they develop a really silent hand-held 
35mm camera." Like others who have tested the new format, however, 
he warns against considering it to be an interchangeable substitute, 
quality-wise, for standard 35mm. 

color saturation. For this reason, / would suggest that in 
shooting for blow-up it might be a good idea to use a slight 
fog filter—like a #1—to hold the color saturation down in the 
blow-up, especially if you're going to inter-cut these scenes 
with regular 35mm. It seems to me that the color quality 
would be more compatible. 

QUESTION: But wouldn't there be a loss in sharpness that 
would somewhat defeat the purpose? 

WEXLER: Theoretically there would be—so your question is 
legitimate, but the loss in sharpness is not all that great and / 
feel that the advantages in terms of color rendition would 
outweigh that slight loss. 

QUESTION: What do you think might be the future of 
Super-16, as far as application to feature production is 
concerned? 

WEXLER: Until they develop a really silent hand-held 35mm 
camera, Super-16 should have a big application to feature 
production, especially for the sort of free-swinging sequences 
where there is a lot of dialogue and where a blimped 35mm 
camera on a dolly simply wouldn't have the flexibility. / 
would certainly use it for sequences of this type, where you 
have five or six people and you want to let them sort of 
improvise and overlap dialogue, but for an exterior sequence 
out in the desert where camera mobility is less important, / 
wouldn't use it if 35mm were available. The thing is that 
everybody is looking for "the secret instrument", which is 
why we tend to jump on technical fads. Super-16 can 
certainly solve a lot of problems, especially in low-budget 
production, but it won't answer all the questions. ■ 
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EASTMAN EKTACHROME COMMERCIAL 7252 

(EDITOR'S NOTE: Although the new Ektachrome Commercial 7252 

emulsion has now been on the market for several months and has 

substantially replaced the former 7255 as the standard 16mm filming 

original stock, we are still receiving queries as to its technical 

characteristics and the ways in which it differs from 7255 in terms of 

photographic handling during shooting and resultant quality. For this 

reason, we are publishing the following technical data made available 

by Eastman, including material released when the new film stock was 

first announced some time ago and before it became generally 

available, l/l/e feel that the publication of such data is especially timely 

in this issue devoted mainly to Super-16, since the improved sharpness 

and latitude characteristics of 7252 optimize significantly the 
possibilities of achieving high-quality results in blowing up Super-16 

to 35mm for projection in the 1.85/1 aspect ratio.) 

In response to the always-increasing need for printing 
originals of higher quality, the Eastman Kodak Company has 
designed a New EKTACHROME Commercial Film. This new 
product is designated 7252 and will replace the current 7255; 
it will be available in the same widths and lengths as the 
current film. 

EASTMAN EKTACHROME Commercial Film is a 16mm 
reversal original film with an Exposure Index of ASA 25 
balanced for 3200 K illuminant; it produces an original of 
low contrast for use as a printing original in the following 
systems: Reversal Prints on 7387 when only a small number 
of prints is needed and Eastman Color Prints from an 
internegative 7271 when a large number of prints is required. 

This new film was made possible by a unique advance in 
emulsion technology which allows us to produce a film 
having substantially better sharpness, an improvement in 
exposure latitude, and comparable granularity. The new film 
is also accompanied by a simplification of the processing 
system. 

The combination of more efficient dye-forming couplers, 
a more efficient color developing solution, and a more 
sophisticated film structure incorporating interlayer absorb¬ 
ing dyes is responsible for a significant improvement in 
sharpness. 

Since the spectral sensitivities and spectral densities of the 
old and new versions of EKTACHROME Commercial Film 
are very similar, the new product will be handled essentially 
like the current one both in exposing the original footage in a 
camera, and in the later printing operation. The new film 
therefore can be intercut with the current product for the 
purpose of producing prints. 

The interimage characteristics of this film are adjusted to 
give adequate compensation for unwanted absorption of the 
individual dyes producing high quality colors at all levels of 
saturation. 

A revised prehardened Ektachrome process has been 
developed for EASTMAN EKTACHROME Commercial Film 
7252. This process, designated ECO-3, has been designed to 
take the maximum advantage of the Emulsion technology 
advances featured in the new film. 

Laboratory efficiency will improve with ECO-3. This 
process is now similar to the ME-4 process. Essentially, 

The new 16mm color original filming stock boasts 
sharper resolution, increased latitude and a "pushed" 
speed of ASA 50-making it ideal for Super-16 blow-ups 

ECO-3 is the ME-4 process with a different first developer 
and with provisions for rem jet removal. The present ECO-2 
process requires a separate prehardener, first developer and 
color developer. The new process will require only a separate 
first developer, thus reducing the size of the processing 
system required for Ektachrome Motion Picture films. 

An improved method for removing rem jet backing has 
been incorporated in the ECO-3 process. In the ECO-2 
process, the rem jet is removed during the first development 
step. In the ECO-3 process, the backing is removed prior to 
first development, thus the first development step is uninter¬ 
rupted and the risk of having dirt problems from loose rem 
jet in the first developer solution is reduced. 

In this method, the film leaves the neutralizer and enters a 
carbonate dip for V* to 1 second. It then follows a path that 
allows 4 to 6 seconds of reaction time for the carbonate 
solution to soften the rem jet backing. The film then enters a 
removal unit where the backing is removed and the film is 
spray-washed, squeegeed, and returned to enter the first 
developer. 

A similar rem jet backing removal system is now being 
used for the CR1-1 process. 

The conversion of machines designed for removing rem jet 
backing by the method described in the ECO-2 process 
specifications will require the installation of a dip tank and a 
thread/path revision to allow for 4 to 6 seconds dwell-time 
after the carbonate dip. In most cases it should be possible to 
utilize the basic buffing and washing equipment being used in 
existing ECO-2 processing machines. 

The ECO-3 process mechanical and chemical specifica¬ 
tions are similar to those of the ECO-2 process and they will 
be compatible with existing ECO-2 processing and mixing 
equipment. Complete details on ECO-3 process specifications 
are available from the Motion Picture and Education 
Markets Division of the Eastman Kodak Company. The 
ECO-2 process will not produce satisfactory results with 
EASTMAN EKTACHROME Commercial Film 7252 nor will 
the ECO-3 process produce satisfactory results with EAST¬ 
MAN EKTACHROME Commercial Film 7255. However, 
during the crossover period between 7255 and 7252, it will 
be possible for processors with combination ME-4/ECO-2 
machines to run all three processes with only two first 
developers, providing that the carbonate rem jet removal 
system is used. The ECO-3 first developer can be used in the 
ECO-2 process with satisfactory results. This combination, 
however, will cause current 7255 emulsions to shift in color 
balance by approximately a 10 filter red which can be 
compensated for in printing. 

We recognize that there are some situations where the 
light level is considered below minimum for proper exposure. 
Some improvement in image quality can result from forced 
development. The new film's improved exposure latitude, 
when compared to 7255, will yield a better quality image in 
this situation. EASTMAN EKTACHROME Commercial Film 
7252 can be forced processed to an effective exposure index 
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of 50 without significant loss in quality. This can be 
accomplished by changing the time and/or temperature of 
the first developer. It should be recognized, however, that 
the increase in film speed is made at the expense of exposure 
latitude. 

The question of underexposing the original and printing 
out the increased density vs. forced processing the under¬ 
exposed original can be answered on the basis of grain. A 
comparison of granularity curves of 7252 processed to 
exposure index 25 and 50, respectively, clearly indicates that 
the picture information in the upper scale of the exposure 
index 25 curve will be grainier than the same information on 
the exposure index 50 curve. Therefore, it is preferable to 
force process by one stop, rather than underexposing by one 
stop and printing out the increased density. 

Forced processing to higher exposure indexes will be 
accompanied by an increasing amount of quality 
degradation. It has been established, for example, that forced 
processing to an El of 100 will substantially degrade the 
curve shape. The limit of forced processing that will still 
produce acceptable prints is dependent to some extent on 
scene content; thus, the decision to force process the low 
contrast film or use a faster but higher contrast film is left to 
the judgment of the producer. 

EASTMAN EKTACHROME Commercial Film 7252 
(16mm) 

GENERAL PROPERTIES 
EASTMAN EKTACHROME Commercial Film 7252 is a 

color reversal camera film designed to provide low-contrast 
originals from which color release prints of good projection 
contrast can be made. 

COLOR BALANCE 
EASTMAN EKTACHROME Commercial Film is balanced 

for exposure under tungsten illumination at 3200 K. When 
other light sources are used, correction filters will be required 
as noted in the table below: 

Light Source Light Source Filter Camera Filter 

3200 K Tungsten Lamps None None 

Photoflood Lamps None Kodak Wratten No. 81 

3350 K Tungsten Lamps None Kodak Wratten No. 81 

Carbon Arcs 

• M-R Type 170 Straw-colored gelatin Kodak Wratten No. 85 

1 50 Amp H.l. Arc filter such as Brigham Y-1 

• M-R Type 40 Florentine glass Kodak Wratten No. 85 

40 Amp Duarc 

• M-R Type 450 "Brute" 

225 Amp Molarc 
—white-flame carbons Brigham Y-1 Kodak Wratten No. 85 

-yellow-flame carbons Mole-Richardson YF-101 None 

Daylight (sunlight plus None Kodak Wratten No. 85 

some skylight) 

EXPOSURE INDEX 
Tungsten—25, Day Ugh t—16* 
*With KODAK WRATTEN Filter No. 85. 

These settings are recommended for use with exposure 
meters calibrated in "ASA” speeds or exposure indexes. 
They apply (1) if the meter reading is taken from the camera 
position and the subject has average reflectance or (2) if the 
reading is made on a gray card of about 18 percent 
reflectance held close to and in front of the subject. (The 
KODAK Neutral Test Card is recommended for this pur¬ 
pose.) For unusually light- or dark-colored subjects, the 

READ THIS NOTICE 
This film will be replaced if defective m manu¬ 
facture. labeling, or packaging, or if damaged or 
lost by us or any subsidiary company even 
though by negligence or other fault Except for 
such replacement the sale, processing, or other 
handling of this film for any purpose is without 
other warranty or liability. Since color dyes may 
in time change, this film will not be replaced for. 
or otherwise warranted against, any change 
in color, 

TUNGSTEN (3200K) ECO 

STORE THIS FILM IN A COOL. DRY PLACE 
OPEN ONLY IN PHOTOGRAPHIC DARKROOM 

FEET EMULSION METERS 

EASTMAN Kodak COMPANY 
ROCHESTER, HX 14850 * TM. REGISTERED U.S. PAT. Off. * MADE IN U.S.A. 

KP 585658 Pnnted in USA 

exposure should be decreased or increased accordingly from 
that indicated by the meter. Each user should make complete 
exposure tests to establish his exposure level for this film 
before using it in production work. 
ILLUMINATION (INCIDENT LIGHT) FOR 3200 K TUNG¬ 

STEN LIGHT 
(24 frames per second, 170° shutter opening) 
Lens Aperture f/1.4 f/2.0 f/2.8 f/4.0 f/5.6 f/8 

Footcandles 

Required 100 200 400 800 1600 3200 

LIGHTING CONTRAST 
The ratio of key-light-plus-fill-light to fill-light should be 

2:1 or 3:1 and should seldom exceed 4:1, except where a 
special effect is desired. 

BASE—Safety base with rem jet backing. 

SAFE LIGHT 
Handle this film in total darkness until after the stop bath 

following first development. The remaining operations can be 
carried out in a normally lighted room. A safelight with a 
KODAK Safelight Filter No.3 (dark green) can be used to 
illuminate dials, meters, etc, during first development, but 
the light must not be allowed to shine directly on the film. 

PROCESSING 
Use KODAK Process ECO-3 only. (This film can be forced 

processed to an effective Exposure Index of 50 without 
significant loss in quality by changing the time and/or 
temperature of the first developer.) 

PRINTING 
This film can be printed directly onto EASTMAN 

Reversal Color Print Film 7387 or it can be printed onto 
EASTMAN Color Internegative Film 5271/7271, which in 
turn can be printed onto EASTMAN Color Print Films 
5385/7385 or 7381. 

STORAGE CONDITIONS 
Raw stock should be stored at 55 F or lower. Exposed 

stock should be processed as soon after exposure as possible. 
Processed stock should be stored at about 70 F and 40 to 50 
percent relative humidity. ■ 
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SHOOTING IN CANADA ? 
Rent from the complete rental house 

WS'SmM. 

. 

IIMEQUIP 
iiliililiiililiii 

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

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

CAMERA MAINTENANCE & MACHINE SHOP SERVICE ON PREMISES 

CINEQUIP MODIFICATIONS 

35mm Arri Blimp 
with Zoom Housing NC Reflex 

Quick change to standard lenses. All Arri mount 
110 volt AC — 24 volt DC sync. lenses from 9.8 up. 

Mitchell 
Standard high speed 

Full set BNC mount 
Cooke lenses. 
28-280mm reflex zoom. 

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

today’s films on 
yesterday’s 

reels? 

f 
% 

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

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

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

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

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

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

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

Someday, you’ll wind up with plastic. 
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Aerial view of the famed Toho Studios in Tokyo, Japan's most prestigious motion picture production center. 

FIL.IVI IN THI 

By HERB A. LIGHTMAN 

TOKYO 

“DOWN UND 
AMERICAN CINEMATOGRAPHER Editor, en route to and from EXPO '70, 
reports on motion picture activity in Japan, Hong Kong and Australia 

The giant 747 touches down smooth¬ 
ly at Haneda Airport, after having been 
inexplicably detained for an extra four 
hours on the ground in Honolulu. 

Waiting to meet me, with his usual 
cheery smile and no trace at all of 
impatience, is Mr. Keiichiro Ryu, Presi¬ 
dent of Ryu-Den-Sha & Co., Ltd., my 
very gracious host in Japan while I am 
attending EXPO '70 (NOTE: The July 
issue of American Cinematographer will 
be a colorful "Special"—devoted exclu¬ 
sively to: "FILM A T EXPO '70"). 

I have met Mr. Ryu previously in 
Hollywood where there developed an 
instant rapport based upon two primary 
facts: (A) Like myself, he has, for a long 
time, been a passionately dedicated ski¬ 
er—and (B) My discovery that he de¬ 
signed "from the ground up" the light¬ 
ing for Japan's first color feature, the 
magnificent "GATE OF HELL". 

Ryu-san is a fabulous personality 
who, without deliberately trying, has 
achieved a virtual monopoly over mo¬ 
tion picture and television lighting in 

Japan and Southeast Asia, because his 
various competitors, recognizing a su¬ 
perior force, simply gave up and yielded 
the field. (See Page 552: "THE 'LIGHT¬ 
ING WIZARD' OF JAPAN"). 

During my next couple of days in 
Tokyo, prior to EXPO, he is to set a 
hectic schedule of studio visits, besides 
extending a degree of hospitality that is 
overwhelming, even for a gracious coun¬ 
try like Japan. 

A visit to Toho Studios has a special 
meaning for me, since I have long been a 
fan of the spectacular Samurai films 
produced by this company—especially 
those starring Toshiro Mifune and di¬ 
rected by Akira Kurosawa. 

I am welcomed to the studio by Mr. 
Kazuo Nishino, Executive Studio Man¬ 
ager, and Mr. Masao Takizawa, Studio 
Manager for Feature Film. They ask me 
many questions about the Hollywood 
film industry and seem especially inter¬ 
ested in the revolutionary changes cur¬ 
rently taking place within our major 
studio structure. I voice my sincere 
opinion that, while these changes are 
fundamental and far-reaching, once the 
transitional chaos has settled down our 

industry will be healthier than ever. I 
can tell that they want to believe me, 
but still have their doubts. 

The Toho lot has an atmosphere 
similar to that of the Hollywood major 
studios. The company turns out be¬ 
tween 25 and 30 ambitious features a 
year and is committed to supply prod¬ 
uct to 200 theatres directly affiliated 
with its organization, plus 800 addition¬ 
al independent theatres. 

The Toho features would appear to 
fall into three major basic categories. 
There are, first of all, the historical or 
period pictures, which include my be¬ 
loved Samurai sagas. Then there are the 
contemporary stories, mostly youth- 
oriented and rather frantically western¬ 
ized in style and content. Third, there 
are the "monster" epics, so dear to the 
hearts of Japanese moviegoers. 

I am assured that these monster 
flicks continue to draw large and faith¬ 
ful audiences, despite the inroads of 
television with its own special horrors. 
Later, in a tour of the studio facilities, I 
enter a warehouse wherein is stored a 
fantastic array of these hair-raising crea¬ 
tures. Hanging from wires are all the old 

(LEFT) Toho film editor works with a locally-designed editing machine that is similar, in some respects, to the familiar Moviola common to American 
cutting rooms. (CENTER) White arrow points to magnetic sound head which has been installed in one of the channels of a four-gang 35mm synchronizer 
by Toho technicians to simplify syncing of track with picture. (RIGHT) Sound mixers at a Toho dubbing console watch projected picture during 
rehearsals for a re-recording session. 



/ (LEFT) Mr. Keiichiro Ryu, President of Ryu-Den-Sha Co., Ltd., and the author's gracious host in Japan, spreads cheer among dejected monsters dangling 
from wires in Toho Studios warehouse. Godzilla (center) has that hang-dog look, though he is as big a box-office "star" as most of the live players. 
(RIGHT) Mr. Ryu examines cavity into which is placed the intricate electronic package that makes the monster move by remote control, when in front of 
the cameras. 

(LEFT) An elaborately costumed and staged musical spectacular unfolds before the television cameras on one of the huge stages of the NHK 
Broadcasting Center. (RIGHT) In a smaller studio at NHK a Japanese period drama is enacted during a color taping session. All of the lighting and 
electrical equipment for this huge complex was designed, manufactured and installed by the Ryu-Den-Sha Co., Ltd. 

favorites, including Godzilla and a par¬ 
ticularly ferocious beastie that reminds 
me vaguely of a lady I used to date. 

A They seem strangely docile, temporarily 
gutted of the ingenious electronic black¬ 
boxes that enable them to rampage so 
realistically across the screen by remote 
control. Toho's Special Effects experts 
have a particular genius for this sort of 
thing, and it continues to pay off. 

A high-point of my all-too-brief stay 
in Tokyo is a tour of the magnificent 
NHK Broadcasting Center, a gigantic 
ultra-modern complex which beams 855 
radio and television programs a week. 

y Contained within a huge eight-storied 
structure are 20 television studios (seven 
of which are used exclusively for color) 
and 23 audio studios, as well as about 
50 dubbing studios, echo rooms, re¬ 
hearsal halls and filming stages. 

The letters NHK stand for Nippon 
Hoso Kyokai (Japan Broadcasting Cor¬ 
poration). Besides being probably the 
largest and most technically advanced 
broadcast facility in the world, it is 

v unique in that it is financed entirely 
through subscription fees paid by those 
of the general public who are radio 
listeners and television viewers. It re¬ 
ceives no financial aid from the govern¬ 
ment or outside capital sources. 

My gracious host, Mr. Ryu, can 
hardly conceal his pride as he shows me 
about this spectacular facility, for not 
only did his company conceive and 
execute the entire electrical installation 
for the complex, but he designed and 
manufactured the thousands of separate 
lighting units which illuminate the tele¬ 
vision stages. 

The entire ceiling of each stage is 
hung with highly-sophisticated, totally 

automated luminaires operated by push¬ 
button control. Dual consoles (located 
on the stage and in the control room) 
enable lighting technicians to make a 
wide variety of precise adjustments in 
lighting without ever actually touching a 
lamp. 

Each separate lighting unit can be 
raised or lowered, beamed or spotted, 
panned or tilted—all by remote control. 
Equally automatic are filter changes 

Exterior view of the magnificent NHK Broadcasting Center which beams 855 radio and television 
programs per week to a general audience which supports the operation through payment of 
subscription fees. 



made possible by tiny motors mounted 
on each lamp. Ryu-san has devised a 
unique system of "mixing” the primary 
colors of light in varying ratios, so that 
any hue of the spectrum can be instant¬ 
ly produced on the stage. 

Strip-lights for illuminating cyclo- 
ramas are recessed in floor and ceiling 
troughs extending around the stages. 
When not needed, banks of lights are 
hoisted to the top of the stage by means 
of electrical winches to be "stored” out 
of the way. 

I have a chance to watch all of this in 
action as I view the production of an 
intricate television spectacular staged 
with lavish sets and costumes. During 
the changes of scene, the separate lights 
move smoothly and silently to pre-set 
positions—all in response to push-button 
control. 

Many of these lights are adaptable to 
motion picture production and have 
already been installed by Mr. Ryu in 
several film studios of Southeast Asia." 

HONG KONG 
Like the late Ian Fleming, I have, 

since my first visit to this fabled port, 
considered Hong Kong to be one of the 
world's most fascinating cities—a place 
where East meets West in a montage of 
truly exotic sights and sounds. 

Returning now, after an absence of 
five years, I find the magnificent harbor 
as colorful as ever, although the sam¬ 
pans and red-sailed junks seem to be 
giving way more and more to powered 
craft. The Peak, dominating the Island, 
is more densely draped with luxurious 
villas and high-rise apartment structures. 
The shapely young Chinese girls undu¬ 
late down the street in mini-skirts in¬ 
stead of the slit-sided, Suzie Wong-type 
cheongsams which, in their understated 
way, were even sexier. My favorite 
street-corner money-changer, who 

looked exactly like Fu Manchu of the 
comic strips, has been replaced by a 
magazine stand. So goes the march of 
progress in Hong Kong. 

My mission this time is to evaluate 
the Hong Kong film industry, said to be 
third largest in the world. In this pursuit 
I am greatly aided by Mr. John Luff, 
Film Correspondent for the South Chi¬ 
na Morning Post. A charming and witty 
British gentleman, Luff is an acknowl¬ 
edged authority on film production in 
the Far East, and he very kindly fills me 
in on the history of the Hong Kong film 
industry. 

"Strangely enough, it all started in 
Shanghai—right after World War I,” he 
tells me. "Actually, there were some 
people in the industry much earlier than 
that. The first exhibitor in Shanghai was 
a Spaniard, Senor A. Ramos who, in the 
year 1903, began showing films on the 
ground floor of the Ching Lin Kot 
House, with five coppers cash as the 
entrance fee. He showed the best kind 
of films that he could get hold of. 

"Then there was an American, a Mr. 
Brosky, who founded the Asian Motion 
Picture Company in Shanghai. He is 
remembered for two productions: THE 
EMPRESS DOWAGER' and THE UN¬ 
FORTUNATE CHILD', both of which 
flopped at the box office. This was 
around the year 1909. 

"There was another American who 
tried to develop a film industry in 
Shanghai, but it wasn't until the local 
people decided that there was money in 
it that the industry actually got going 
and began to turn out some really fine 
films. At the height of production there 
were 44 studios in Shanghai and they 
were doing extremely well. Most of the 
studios were not much, but The Star 
Motion Picture Company, founded in 
1922, produced some very successful 
pictures starring a famous actress, But¬ 
terfly Wu, who still lives in Hong 
Kong. As a matter of fact, she made a 

film for Shaw Brothers Studio that won 
the top award at the 1960 Asian Film 
Festival, held in Tokyo. 

"In 1937, as everyone knows, the 
Japanese invaded China. There was 
fighting around Shanghai and it put the 
movie industry out of business. A small 
studio was set up in Hong Kong and 
carried on through 1938-39, turning out 
patriotic Chinese films of very poor 
quality. After the war, Shanghai tried to 
pick up again, but couldn't. They made 
a color film, but the electric current 
kept running off. I saw this being made 
and the picture just slowed down. Tech¬ 
nically it was terrible, but it was the 
first color film made in China. 

"In Hong Kong, meanwhile, there 
were five main circuits that showed 
European films, but the poorer class of 
people didn't understand these films. 
The owners of the small cinemas needed 
Chinese language pictures to fill their 
'flea pits'—which is the best way of 
describing them. Five or six of them 
would pool their receipts from a week's 
run to make a film. The most they 
could raise was about 20,000 Hong 
Kong dollars (running approximately six 
to the U.S. dollar), but they would take 
an old camera out and shoot on loca¬ 
tion. I often watched them doing it. 

"The film studio—if you could call it 
that—was just a wooden building on 
Diamond Hill, and there was a lot of 
noise outside which they could never 
shut out. The pictures were very crude 
and were made mainly with Shanghai 
artists who came down to Hong Kong, 
trying to stay alive. The technicians, at 
first, also came from Shanghai. They'd 
had considerable experience there and 
were pretty good. But the big break¬ 
through came when the Shaw Brothers 
began to bring in cameramen and other 
technicians from Japan. 

"Incidentally, during the '50's Hong 
Kong became a very popular place for 
Hollywood and the British studios to 

(LEFT) A permanent standing set of a medieval Chinese village, complete with waterways and graceful bridges, is one of several on the backlot of the 
Shaw Brothers Film Studios in Hong Kong. (RIGHT) Inside one of the 12 sound stages at Shaw Brothers Studio a construction crew prepares a set 
representing an arctic wasteland, complete with icebergs and Northern Lights. 



(LEFT) An ancient Chinese fortress, with elaborate pagoda-like structure graces the backlot to serve as a set for one of the many "swordsman" dramas 
filmed by the studio to attract a loyal audience. (RIGHT) Miniature structures stand beside life-size statues of ancient noblemen in prop area of the Shaw 
Brothers lot. 

make films. Some of the local techni¬ 
cians worked with these foreign film 
crews and they certainly learned a lot 

A from them. 
"The picture which, in a manner of 

speaking, put the Hong Kong film indus¬ 
try on the map was Run Run Shaw's 
production called THE BEAUTY AND 
THE KINGDOM', which won the Pre¬ 
miere Award at the Asian Film Festival 
held in April and May of 1959. It 
starred a beauty named Lin Dai, who 
could certainly act. This film had a 
story line based on traditional Chinese 
folklore, but it had movement and v 
depth and the color work was outstand¬ 
ing. I was on the jury for the Festival 
that year and I remember that this film 
inspired a tremendous burst of ap¬ 
plause. When it was brought back to run 
at one of Hong Kong's leading cinemas 
it absolutely packed the house. It got a 
certain amount of international men¬ 
tion, and that was the big breakthrough 
for Shaw Brothers. 

"Cathay was the great rival studio. 
Its entry for this same 1959 Festival was 
a simple black-and-white film which, 
nevertheless, also represented a remark¬ 
able step forward. It starred a charming 
young actress, Yu Ming (who has since 
dropped out of the movies), and she won 
the award as top actress of the year. She 
played the role of a young schoolgirl 
searching for her aged father. The pic¬ 
ture was very sentimental, and I'm 

^ afraid we might call it 'corny,' but it 
went down very well in Hong Kong and 
Malaysia, and made a lot of money." 

Luff explains to me that formerly 
there were quite a few pictures made in 
the Cantonese dialect but that now the 
great majority are filmed in Mandarin. 
One of the reasons for this is the fact 
that the best actors and actresses seem 
to be of Northern Chinese origin. The 
aforementioned Butterfly Wu was a 
great Mandarin star and she more or less 

f set the language standard, since she was 
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considered to be "the First Lady of the 
Asian screen." But there are other rea¬ 
sons why Mandarin predominates. 

"Cantonese is, after all, a local dia¬ 
lect," Luff points out. "It is not under¬ 
stood in Taiwan, Singapore or Malaysia, 
generally speaking—and these are all 
important release areas. Mandarin is 
universally understood and is considered 
to be more 'high class'—if I can put it 
that way—whereas, I have heard many 
Chinese speak of Cantonese as, well, 
merely a dialect—and not a likable one, 
at that." 

I have noticed that there are quite a 
few English and American films playing 
in Hong Kong, most of them with 
Chinese sub-titles. At the large first-run 
Princess Theatre opposite my hotel, 
"MY FAI R LADY" seems to be packing 
them in, despite Luff's description of 
Hong Kong as "the graveyard of the 
Western musical." 

"This is a form that is alien to the 
people here and they just don't care for 
it," he comments. "I feel sorry for our 
local distributors because the boys in 
New York and Hollywood give them a 
hard time demanding to know why a 
picture like 'GIGI' should be a flop. On 
the other hand, a few musicals have 
done extremely well. 'THE SOUND OF 
MUSIC', for example, has gone over 
well because they have heard the score 
on the radio and are acquainted with 
the music. The kids here love Charles 
Dickens and especially the story of 
Oliver Twist, so 'OLIVER' has done 
well. 'MY FAIR LADY' is based on 
Shaw's 'PYGMALION', a play that they 
study in school, and they love the idea 
of a girl rising up from the gutter to 
become a duchess. The 'Cinderella' or 
'rags-to-riches' theme is very much in 
the Chinese tradition." 

What kind of films do the Chinese 
like best? The ones that are currently 
winning the most acclaim—and box- 
office dollars—are of a genre that might 

be called "Swordsman" films. These are 
period pictures akin, in some ways, to 
the Japanese Samurai sagas, which fea¬ 
ture a great deal of highly stylized 
swordplay and similar athletic derring- 
do. 

"These go down very well with the 
Chinese because, in their swordplay and 
fighting, there is carried over a tradition 
from the old Chinese stage theatre," 
Luff explains. "To the occidental viewer 
this would look like a set of gymnastics 
or slashing near-misses, but it's all part 
of a very ancient tradition that has been 
carried over into the movies. It's a 
technique that is understood by the 
people, and they certainly love it." 

On billboards around town I have 
seen advertisements for youth-oriented 
features based on the dilemmas so dear 
to the hearts of Western audiences: sex, 
drugs, juvenile delinquency, the genera¬ 
tion gap, etc. I ask about these films 
with contemporary, westernized 
themes, which seem to be poles apart 
from the "Swordsman" epics that are so 
popular. John Luff explains the seeming 
paradox. 

"There is no doubt that East and 
Continued on Page 548 

Though western-style musicals usually draw 
poorly in Hong Kong, "MY FAIR LADY", 
with Chinese titles, seems to be doing well. 
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West have merged—if not actually 
fused,” he points out. "The young 
Chinese girls here, with their minis and 
high boots, are certainly 'with it'. So 
they are interested in the themes of our 
movies and what we do. Suppose there 
is a contemporary Hollywood film that 
scores heavily at the box-office. That 
picture will then be re-made here, using 
the same plot but with the action staged 
in a Hong Kong background. Let's take 
juvenile delinquency, for example. I 
have seen a film made here which is a 
copy of a Hollywood production, where 
a young girl gets into bad company with 
the hippies, and all the rest of it. You 
see her in the house at night opening her 
father's safe. But instead of taking out a 
bundle of dollars, she'll take a few gold 
bars. There are little differences like 
that, but the plot is basically the same." 

Scenes from "THE GOLDEN KNIGHT". Shaw 
Brothers costume dramas are usually photo¬ 
graphed in an anamorphic wide-screen format 
known as "Shawscope" and boast a high degree 
of production value and technical quality. 

I have noticed, during the earlier part 
of our conversation, that Luff has re¬ 
ferred to certain great stars of the local 
screen (the ever-popular Butterfly Wu, 
Lin Dai, Yu Ming, et at), and I ask him 
whether the "star system" still prevails. 

"We have lots of 'starlets,' but few 
real stars of the old school," he answers. 
"During the great days of the Asian 
Film Festival—1959, '60 and '61—the 
stars would be absolutely mobbed upon 
arrival at the Kuala Lumpur airport, and 
later their hotels would be invaded by 
mobs of kids. The kids still have their 
favorites, but they are not of long 
standing. They don't endure. A young 
actress might be a rising star one week, a 
shooting star the next week, a fading 
star the next week and a fallen star a 
month later. The whole thing has be¬ 
come debased and absolutely meaning¬ 
less." 

While there are many producing or¬ 
ganizations in Hong Kong (some of 
them very small and turning out only 
one or two features a year), the colossus 
of the local industry is the Shaw Broth¬ 
ers Studio. I talk with the President of 
the company, Mr. Run Run Shaw, and 
he kindly invites me to tour his studio 
facilities, assigning to me a very able and 
courteous young public relations officer 
named Rawdon Tsui. By way of orienta¬ 
tion, Mr. Tsui provides me with the 
following information sheet which has 
been compiled by the studio: 

SHAW STUDIO: THE ORIENT'S 
HOLLYWOOD 

A major tourist attraction of the Far 
East, Hong Kong is also one of the three 
top film producing cen tres in the world, 
a fact not generally known to the 
thousands of visitors who swarm here 
annually in search of the delights gla¬ 
morized in "THE WORLD OF SUZIE 
WONG”. 

A total of 120 film companies churn 
out some 300 movies every year to an 
estimated audience of 20 million. More¬ 
over, Hong Kong continues to be a 
favorite setting for picture companies 
from abroad. Unchallenged by televi¬ 
sion, a big-budget film in these parts can 
gross some US$200,000 at the box- 
office. 

Chiefly responsible for this cinematic 
renaissance (there was a slump in the 
late fifties) is Shaw Brothers Studio, the 
premier film making organization in the 
Orient. A little over 40 years ago, the 
Shaw Brothers, Run me and Run Run, 
invested their entire savings to bring 
silent "moving” pictures to China and 
became the first distributors of all early 
silent films in the country. A few years 
later they decided to produce their own 

Chinese pictures and in 1924 Run me 
went to Singapore to lay the foundation 
for what was to become the largest 
cinema circuit in Southeast Asia and an 
entertainment empire comprising 130 
theatres and 9 amusemen t cen tres. Y 

In 1961 Run Run Shaw flew in from 
Singapore to reorganize his family's 
Hong Kong studios. He looked around 
and decided to stake a large chunk of 
capital on making a quality movie. 
Ignoring protests, he located a good 
script from a classical Chinese story and 
allotted HK$500,000 for its budget. 
"Here's the money," he told the direc¬ 
tor. "Now / want to see a good movie.” 

The rest is history. "THE KINGDOM ¥ 
AND THE BEAUTY" starring late 
Asian film queen Lin Dai broke attend¬ 
ance records everywhere, returning the 
original investment many times. Having 
proved his point, Run Run Shaw raised 
his budgets. "THE MAGNIFICENT 
CONCUBINE”, which won special men¬ 
tion at the Cannes Film Festival for 
color photography, was made at a cost 
of HK$3 million and "LAST WOMAN 
OF SHANG" at HK$4 million. Among / 
other big-budget productions are "THE 
ONE-ARMED SWORDSMAN”, "THE 
ASSASSIN”, and "GOLDEN SWAL¬ 
LOW”. Run Run Shaw now devotes his 
studio's time to making films in East- 
mancolor/Shawscope with both Chinese 
and English subtitles, the Chinese for 

non-Mandarin-speaking audiences. Sev¬ 
eral films have also been dubbed into 
English version for the international 
market. v 
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Run Run Shaw, President of Shaw Brothers 
Studio, was one of the pioneer film-makers of 
the Orient and is still the top executive of the 
Far Eastern motion picture industry. 
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Shaw pictures and stars have won 
many awards at Asian film festivals; 
"THE GRAND SUBSTITUTION" and 
Li Ching were voted Best Film and Best 
Actress respectively at the 1965 Asian 
Film Festival and "SUSANNA" in 
1967. 

A total of 44 films was produced by 
Shaw Studio in 1967. This represented a 
10% increase over 1966 and a huge 70%> 
increase over 1965's 26 pictures. Shaw's 
has had joint ventures with film produc¬ 
ers from Britain, Japan, South Korea, 
Thailand and the Philippines. A number 
of Shaw stars also lent their services to 
foreign film producers, even doing loca¬ 
tion shooting abroad. 

Twelve sound stages equipped with 
modern facilities can be used to shoot 
12 different pictures simultaneously. A 
color film processing laboratory capable 
of developing color film at the rate of 
1,000 feet per hour and printing color 
film at the rate of 5,000 feet per hour, 
completed at a cost of HK$3 million, is 
now in full operation. 

The Shaw Organisation is still im¬ 
proving its various departments. Screen¬ 
play writers and editors have been in¬ 
creased and the number of actors and 
actresses on the roster has grown to 
133. Shaw's has more than 20 directors 
among its 6,000 workers in Hong Kong 
and Singapore; it also operates the 
Southern Drama Group, a unit devoted 
to the training of budding stars. 

Though dominating the Southeast 
Asian market for Chinese films, Shaw's 
is not content to rest on its laurels. The 
Shaws undertake periodic trips abroad 
to discuss expansion of their organisa¬ 
tion's markets. For Shaw's the motto 
remains: "More and better pictures 
ahead." 

The Shaw Brothers Studio is a very 
sizable complex set like a gem in lush 
open countryside about 10 miles from 
the city in that part of the Kowloon 
Peninsula known as the New Territories. 
Located on a rise, it includes, in addi¬ 
tion to the sound stages and service 
buildings, four high-rise structures 
which, I am told, constitute on-the-spot 
residences for artists and technicians. 

My efficient guide, Mr. Tsui, informs 
me that at the moment there are 1200 
people employed at the studio. While 
there is currently only one company 
shooting on a sound stage, there are 
several out on location and the con¬ 
struction of sets is proceeding on the 
other stages. It is interesting to note 
that most of the really heavy labor is 
being performed by women and I think 
to myself what a grand place this would 
be to deposit some of our more rabid 
"female liberation" types. They'd get to 
do all of that rugged, masculine work 
and they could truly be equal. 

The sets which I see in various stages 
of construction on the stages run a 
fascinating gamut. There are interiors 
and exteriors of Chinese palaces repre¬ 
senting several dynasties—all very lush 
and authentic—which will serve as back¬ 
grounds for the "swordsman" dramas. 
There is one stage on which an arctic 
landscape of huge ice floes is being 
fabricated and another which houses a 
winding cave flooded with water. 

The backlot is a wonderland of cas¬ 
tles and pagodas, of carefully horticul- 
tured jungles and papier machb moun- 
taintops. There is a sprawling village 
exterior set through which runs a stream 
crossed by diminutive foot-bridges. The 
buildings are very solid and permanent 
in construction, since they are used over 
and over again as locales for the cos¬ 
tume dramas. 

Walking down the studio street I 
notice a group of fierce-looking Gen¬ 
ghis Khan types in period dress lounging 
outside the one working stage. When we 
pass that way again after an hour or 
more of backlot-prowling, they are still 
lounging. I ask Mr. Tsui to kindly find 
out when they will resume shooting, as I 
am anxious to observe their production 
procedures. He makes inquiry and re¬ 
turns to tell me that, alas, shooting has 
been suspended because one of the 
actors has been wounded during the 
filming of a swordplay scene. I do not 
know the extent of his injuries, but my 
hyper-active imagination conjures a 
scene of this worthy forgetting to duck 
and getting his head lopped off, where¬ 

Scenes from a current Shaw hit, “BROTHERS 
FIVE". Action of these swordplay sagas, 
though highly stylized, is violent enough to 
delight loyal audiences who flock to see each 
new release. 

upon the director (aptly enough) yells 
"CUT!" 

Despite the drama of this image, I am 
relieved to learn that it isn't all that 
bad—that he has simply gotten slightly 
shish-kabobbed in the fray (an occupa¬ 
tional hazard) and will be as good as 
new once his guts have been stuffed 
back in and he's been stitched up. 
Everyone seems very philosophical 
about it, since this kind of mayhem is 
all in the day's work. 

Meanwhile, by means of an intricate 
English-to-Chinese-to-Japanese transla¬ 
tion, I talk with the Director of Photog¬ 
raphy, who is from Japan and whose 
name escapes me in the melange of 
language that flies by. He is shooting 
with a blimped Arriflex, toward which 
he seems a bit disdainful. The Arri does 
the job perfectly well, he assures me— 
it's just that, on his native turf, he is 

Continued on Page 554 

(LEFT) A typical sound stage on the Shaw Brothers lot, located in the New Territories area of the Kowloon Peninsula. (CENTER) A trio of "bad guys" 
takes a break outside the sound stage, while One of the "good guys" who got sliced up in simulated sword fight is being patched together for further 
filming. (RIGHT) A modern street exterior set on the Shaw Brothers backlot. 



Six weeks into New Guinea’s un¬ 
mapped rain forest, Cameraman-Director Gerry 
Feil and his crew found what they were looking 
for: a village whose inhabitants had never seen 
a white man and whose style of living was un¬ 
altered since the Stone Age. Nobody knew how 
the villagers would react; but it was obvious 
that, whatever they did, they would do it only 
once. No retakes. No waiting for camera jams 
or for threading film. 

The footage was for a 60 minute NBC 
TV Special called “Patrol Into The Unknown,” 
produced by Capital Cities Broadcasting; and 
this unrepeatable moment was to be the climax 
of the film. Amazingly, the villagers appeared 

550 

neither terrified nor hostile as the film crew * 

walked toward them, shooting sync sound as 
they approached. Later, it became apparent 
that the villagers were reassured by the pres¬ 
ence of a woman — Mrs. Feil. 

They weren’t afraid; but they certainly 
were curious. Never having seen a camera 
before, they were quite unselfconscious about / 
being filmed by the silent-running NPR. But 
later in the day, when Mr. Feil tried to get some 
candid non-sync footage with his backup cam¬ 
era, its whirring motor instantly caused every¬ 
one to freeze and stare at the lens. 

Since it was impractical to carry more 
than one filmstock, Mr. Feil decided to use high- 
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1o shoot this man and his family for NBC, 

Gerry Feil walked for six weeks through 

the jungles of New Guinea. Annual rainfall 

200 ins.1emperatures up to 110. EF film. 

Humidity made the EF emulsion so sticky 

that Cinelab had to unwind the film rolls 

by hand. But Mr. Feil shot 50,000 feet with 

no problems. His camera: an Eclair NPR. 

speed EF film throughout, relying on the NPR’s 
variable shutter to cut down exposure where 
the light was bright. EF emulsion is relatively 
thick, and it tends to swell and soften in hot 
weather; but Mr. Feil had used it for the ABC TV 
Special on Africa with no problems, despite the 
equatorial heat encountered there. 

Mr. Feil reports that the NPR’s unob¬ 
trusiveness, together with its five-second mag¬ 
azine change, made it the only camera usable 
at the village, for both sync sound and wild foot¬ 
age. “If the NPR had not survived its battering 
en route, or if the fantastic heat and humidity 
had made the EF emulsion jam the NPR, it 
would have been a disaster,” says Mr. Feil. But 

nothing went wrong. Back in New York, Cinelab 
had to load the exposed film by hand into the 
processing machines. But not a single frame 
was lost. The footage was perfectly OK —and 
fascinating; and historic. 

For an NPR brochure, write to Eclair Corporation at 7262 
Melrose Avenue, Los Angeles, Calif. 90046. Phone: (213) 
933-7182. Eclair's New York Service Center is at 73 S. 
Central Avenue, Valley Stream, N.Y. 11580. Phone: (516) 
561-6405. Headquarters address is: Eclair International, 
12 Rue Gaillon, Paris 2e, France. 

eclair 
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CINE 60 OFFERS YOU THE 
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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. 

t§)U.S. Potent 
#3274476 

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 

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

Write now for complete 
information and specifications. 

CINE 60/ INC 
MOTION PICTURE 
EQUIPMENT 

• SALES-RENTALS-SERVICE 

FILM CENTER BLDG. 630 9TH AVENUE NEW YORK, N Y. 10036 1212) 586-8782 
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AT SOUTHWEST 

QUALITY 
IS A 

HUMAN 

FACTOR 

You tan have sophisticated equipment, and we do ... even computers. 

But good 16mm film processing also requires experienced people with 
trained eyes. 

That’s why we say “quality is a human factor" at Southwest. 

The human eye does the checking as your processed original and work 
prints pass through the processing machines. 

Only the eye, decision-guided by artistry in color matching, can insure 
ultimate results for inspection, assembly, and density bf each film operation. 

Sure we’re proud of our technical capability. But we’re even prouder of the 
men and women at Southwest who zealously guard the quality of your film 
as it goes through the laboratory. 

That’s why our motto is rather simple but to the point; “Top Quality 
Workmanship and Service.” It’s your guarantee of film you’ll be proud of. 

An inquiry for additional information regarding complete in-house labora¬ 
tory and sound services available to you, will receive a prompt response at 
no obligation. 

SOUTHWEST FILM 
3024 FORT WORTH AVENUE • 

LABORATORY, 
A/C 214 331-8347 DALLAS, TEXAS 75211 
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(LEFT) John Barry, busy Managing Director of Birns & Sawyer (Australia) Pty., Ltd., shown in a rare moment of inactivity outside the company's 
Sydney headquarters. Mr. Barry was very helpful to the author as his genial and efficient host in the city. (RIGHT) A section of the Supreme Films Pty., 
Ltd. processing laboratories, one of the busiest facilities in New South Wales. 
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accustomed to using a Mitchell, which, I 
gather, he regards as a kind of status 
symbol. 

It is explained to me that there are 
customarily three shooting "shifts” at 
this studio, with an afternoon crew 
overlapping the activities of a morning 
crew and an evening crew. This system jt 
keeps the studio humming 16 hours a 
day, with maximum usage of the facili¬ 
ties. The production schedule is about 
evenly divided between the very popular 
swordplay dramas and films based on 
contemporary themes. 

I pay a short visit to the Publicity 
Department where, once I am intro¬ 
duced, back issues of American Cinema¬ 
tographer miraculously appear. Then tea 
and sandwiches are served in a reception > 
room lined with cases containing an 
awesome array of awards won by Shaw 
Brothers films in various festivals and 
competitions. Autographed photographs 
of American and European film stars 
who have visited here beam benignly 
from the walls. 

Word comes that the Shaw Brothers 
chauffeur is awaiting me at the main 
gate, so I bid farewell to the affable Mr. 
Tsui, thank him for his courtesy, and - 
head back toward the environs of beau¬ 
tiful downtown Hong Kong. ■ 

PERTH 
Winging south on Cathay Pacific's 

inaugural flight from Hong Kong to 
Perth, at the westernmost tip of Austra¬ 
lia, we touch down at Jakarta (Indo¬ 
nesia) and Kuala Lumpur (Malaysia), 
two exotic spots where I should like to 
linger a little longer, as they say in the 
song. 

But time is short and I am due in 
Perth, Western Australia's century-old 
city of 700,000 people which is current- 

(ABOVE) Artist's rendering of the proposed film studios to be built outside of Perth, Western 
Australia, by Western International Productions, Pty., Ltd. (BELOW:) Architect's site plan of the 
studios, indicating an efficient flow of activity between the structures grouped around a central 
landscaped court. A parklike area surrounding the studio complex will include modern homes built 
to accommodate studio staff and technicians. 

PROPOSED FILM STUDIOS 
for 
WESTERN INTERNATIONAL 
PRODUCTIONS PTY LTO. 

SITE PLAN 
cite l/6Uo 1-0" 

MAIN 
ENTRY 



American Cinematographer Editor Herb Light- 
man, while in Western Australia, makes friends t 
with a couple of the natives—in this case, a pair 
of adolescent kangaroos. 

ly .enjoying an unprecedented boom as 
the result of new-found mineral wealth. 
I have been invited here to explore and 
advise upon the possible development of 
a feature film industry for Western 
Australia. 

1 Met at the airport by my long-time 
friend and host in Perth, young Austra¬ 
lian novelist Anthony Corbett Sullivan, 
I am taken to the tidy modern studios 
of S.T.W. (Channel 9) TV, where I am 
to view a previously telecast documen¬ 
tary in which various film technicians 
and dignitaries express their sentiments 
regarding the feasibility of establishing a 
local feature production industry. 

I learn that, to date, film-making in 
4 Perth has extended only so far as the 

production of shorts, documentaries 
and TV commercials—but the smog-free 
climate is ideal (290 days of "guaran¬ 
teed” sunshine a year), the area boasts a 
wide range of photogenic natural locales 

and there is a nucleus of eager young 
film technicians champing at the bit to 
extend their expertise to the making of 
features. All of these pluses are con¬ 
ceded by the personalities shown in the 
documentary, but the pros and cons 
arise over such items as financing, distri¬ 
bution and the encouragement of for¬ 
eign "stars" and key technicians to 
augment the native talent. There is also 
a certain amount of spirited debate over 
whether the government should or 
should not be expected to subsidize all 
or part of such a venture. 

No sooner have I made my way out 
of the projection room when I am 
grabbed by one of the station's news 
commentators and slapped in front of 
an Auricon to be interviewed about my 
opinions on the subject. I have scarcely 
been in Perth long enough to have 
formulated any opinions, but I make 
what sincere comments I can, hoping 
they won't sound presumptuous. 

Though there has been no pre-warn¬ 
ing of my visit to the studio, the word 
travels fast and I am soon surrounded 
by a group of young film directors and 
cameramen who shoot the station's 
newsreels. One of the cameramen mater¬ 
ializes a copy of the 50th Anniversary 
issue of American Cinematographer, and 
asks me to sign it. Slightly embarrassed 
in this miscast role of celebrity, I scrawl 
something which I hope is encouraging 
on the "Through The Editor's View¬ 
finder" page. 

I am much impressed by the spirit of 
these dedicated young technicians, as 
well as by their highly professional work 
which I have seen in the documentary 
just screened. 

Steve Matthews, 20-year-old director 
of several sequences in the film, typifies 
the attitude which I am to hear ex¬ 
pressed again and again by this new, 
visually-oriented generation of Austra¬ 
lian film-makers. Combining an extraor¬ 
dinary degree of calm assurance with a 
scarcely concealed eagerness to extend 

his knowledge of the craft, he tells me: 
"It's just about the most exciting pro¬ 
fession I can think of—and a very 
important one, because it's such an 
active means of communication. I can't 
really imagine myself doing anything 
else, now that I've been working in 
it—but I've got a great deal to learn, and 
I want to know everything there is to 
know about it." 

Later I meet, and spend considerable 
time with, the top executives of Western 
International Pictures, a new company 
formed expressly for the purpose of 
creating a very active feature production 
industry in Western Australia. I am 
much impressed by the fact that these 
gentlemen, rather than being simply 
businessmen, are highly experienced 
working film-technicians who speak the 
language of the industry in a practical, 
down-to-earth way. They have tempered 
their dream with a very realistic view of 
the rapidly-changing world film market. 

Ronald Tutt, Organizing Director of 
the company, is a professional cinema¬ 
tographer who has worked extensively 
in England and Canada, as well as in 
Australia. He is highly articulate about 
the reasons why he and his colleagues 
have spent the past three years of total 
time and effort aimed toward the goal 
of bringing feature production to West¬ 
ern Australia. 

"Our aim is to produce films here at 
an entertainment level directed, primar¬ 
ily, at overseas markets," he tells me, 
"and we feel that Western Australia 
possesses the basic combination of re¬ 
sources that can make this possible. 

"The current feature production rate 
in Australia is the lowest in the world—a 
mere 21/2 percent—and this is partially 
due to the fact that we have failed to 
recognize material that is on our very 
doorstep and have not concentrated on 
scripts that are suited to our type of 
production. On the other hand, many of 
the features made here have been slant- 

Continued on Page 570 

(LEFT) Administration Building of Australia's Commonwealth Film Unit, located in a beautiful countrylike suburb of Sydney. (RIGHT) Common¬ 
wealth Film Unit sound stage is large and well-equipped, although much of the filming is done on location. The Unit's latest triumph is a stunning 
10-screen documentary which is the highlight of the Australia Pavilion at EXPO '70. 
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Available Immediately In All Three Cities 
CAMERAS: Mitchell BNC, BNCR, DiGiulio’s 
SPRC, F & B/CECO Beamsplitter, all available 
with videotape — through the lens VTR’s. 
Panavision — all cameras, lenses and 
accessories. Arriflex — 2C. All with Cooke 
lenses, blimps, etc. Eclair — 35mm & 16mm, 
Auricon w. 400ft. conversions, misc. 

LENSES: 35mm & 16mm zooms, motorized 
for all cameras. Fisheye, wide angle, telephoto 
up to 1000mm. 

DOLLIES/CRANES: Elemack, Moviola, 
Colortran, Chapman & New F & B/CECO 
Cranes. 

TRIPOD HEADS: Worrall, Moy, Mitchell, 
O’Connor, Cartoni, Miller, Pro. Jr., etc. 

HELICOPTER MOUNTS: Aerovision, Tyler, 
Special Custom Installations. 

LIGHTING: Mole-Richardson, Bardwell 
McAlister, Colortran, Lowell plus enough 
copper cable, connectors, plugging boxes, 
dimmers, bullswitches, grip equipment to 
handle any multi-million dollar feature. 

GENERATORS: 2000 amp down to 300 amp 
vehicle and trailer mounted. 

VEHICLES: Cecomobiles (our fitted 
studio-on-wheels now available in California). 
All other conventional transportation. 
SOUND: Nagra, Magnasync, mike booms — 
studio or portable; al) grades of mikes 
including radio, walkie-talkie, etc. 
EDITING: Moviolas, Prevost (Italy), Steenbeck, 
Kern. Also cutting rooms, production offices 
available in new Hollywood F & B/CECO 
editing center at 1041 N. Highland, in Miami 
at F & B/CECO studios, in New York at 
F & B/CECO studios. 
VIDEOTAPE: Ampex, Sony, etc. Portable VTR 
Equipment, V2 or 4 inch tape, by arrangement, 
complete studio or mobile van outfits, 
Hogiluds for simultaneous film, VTR 
Production, CCTV. 
PRODUCTION FACILITIES: By arrangement, 
technical crews can be assembled in 
California & Florida. All transportation, air 
or vehicular, catering services, payroll 
facilities, anything you need on location or in 
one of our cities. 
BUY AND SELL: F & B/CECO Industries also 
sold over $7 million of professional 
equipment each year. 

STUDIOS: 
F & B/CECO studios in New York (Formerly Fox Movietone), 
and F & B/CECO studios in Miami (Formerly Studio City). Un¬ 
questionably the largest, finest, best-equipped studios available 
in the East. Studio facilities in California can be arranged. 

World-Wide Service and Affiliates 
London / Paris / Rome / Mexico City / Sydney 

CECO INDUSTRIES.INC 

40 Kero Road, Carlstadt, N. J. 07072 / (201) 939-5250 
President, Arthur Florman 
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SEE WHAT YOUR CAMERAMAN SEES 
UP TO FIFTEEN MILES AWAY... 

With the all new TYLER REMOTE TELEVISION RECEIVERS. 
Tyler Camera Systems announces the addition 

of a new and valuable accessory to its growing 

line of specialized camera equipment, the REMOTE 

TELEVISION RECEIVER. 

This system incorporates a small micro-television 

camera and space age transmitter that attaches to 

any regular or Panavision Mitchell Mk II. By utilizing 

a special dual-optical system it picks up the same 

through-the-lens view seen by the operator. The 

picture is transmitted via microwave to a small 

(12"x22,/x24//) self-powered remote receiver where 

it is monitored by the Director who is in two-way 

radio communication with the camera operator. 

The scene can be simultaneously taped for re¬ 

peated viewing. 

TYLER CAMERA SYSTEMS 
A division of NTT Enterprises Inc. 

6335 Homewood Ave., Hollywood,Calif. 90028 

(213)466-1666 
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Presenting...the all-new 

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

Manufacturer of the world’s best Dichroic Daylight Conversion Filters 

PATENT PENDING 

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. 

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

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

• Cooler light beam. • Increased foot-candle output. 

B0IT0I1 

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! 

Watch For The New Boston PAR-64 AIB 1000W 
Daylight Conversion Photo Lamp 



NAGRA 
Magnetic Recorders, Inc. 

(Sonaratulatei 

The Winners 

"MIDNIGHT COWBOY" 
Best Picture — United Artists, Jerome Hellman-John Schlesinger Prod. 

"HELLO DOLLY!" 
Best Sound — 20th Century Fox, Jack Solomon, Murray Spivak 

"CZECHOSLOVAKIA 1968" 
Best Documentary Short — Denis Sanders, Robert M. Fresco, Producers 

"BUTCH CASSIDY AND THE SUNDANCE KID" 
Best Cinematography — 20th Century Fox, Conrad Hall 

And Picture Nominees 

"THEY SHOOT HORSES DON'T THEY?" 
Chartoff-Winkler-Pollack Prod. 

"BOB AND CAROL AND TED AND ALICE" 
Producer, Larry Tucker 

"MAROONED" 
Frankovich-Sturges Prod. 

"GAILY, GAILY" 
Producer, Norman Jewison 

"SWEET CHARITY" 
Producer, Robert Arthur 

"PAINT YOUR WAGON" 
Producer, Alan J. Lerner 

"THE REIVERS" 
Producer, Irving Ravetch 

"THE SECRET OF SANTA VITTORIA" 
Producer, Stanley Kramer 

In All Categories 

"TRUE GRIT" 
Producer, Hal B. Wallis 

"THE STERILE CUCKOO" 
Producer, Alan J. Pakula 

"ANNE OF THE THOUSAND DAYS" 
Producer, Hal B. Wallis 

"GOODBYE COLUMBUS" 
Producer, Stanley R. Jaffe 

"THE WILD BUNCH" 
Producer, Phil Feldman 

"ALICE'S RESTAURANT" 
Producer, Hillard Elkins 

"THE HAPPY ENDING" 
Director, Richard Brooks 

"THE PRIME OF MISS JEAN BRODIE" 
Producers, Robert Fryer-James Cresson 

THANKS 

DNE AND ALL 

FDR USING NAGRA RECORDERS 

NAGRA MAGNETIC RECORDERS, INC. 

t RYDER MAGNETIC SALES CORF. 

RYDER SOUND SERVICES, INC. 

FORTY-SECOND ANNUAL  BRAUN ELECTRIC CANADA, LTD. 

ACADEMY AWARDS 
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The main factory complex of R YU-DEN-SHA & CO., LTD., (Ryu Electric Company), focal point of 
the Asian lighting industry, as seen from the air. 

The incredible story of 

a man, who, from the ashes 

of war, brought forth a 

new technology to light 

the motion picture and 

television stages of 

Japan and Southeast Asia 
V 

In 1946 a young Japanese engineer 
named Keiichiro Ryu was working for 
his government's Ministry of Communi¬ 
cations in Tokyo. All of the manufac¬ 
turing facilities for lighting equipment 
and light bulbs had been destroyed 
during the final phases of World War II, 
and the major motion picture producers 
of Japan were fearful that this crisis 
might deal a death blow to their film 
industry. Meeting in emergency session, 
they decided that the creation of a 
lighting equipment production company 
was urgently required in order to save 
the industry. 

Mr. Nagata, Chairman of the Associa¬ 
tion of Motion Picture Producers, and 
also President of the Daiei Motion Pic¬ 
ture Company, had great confidence in 
the abilities of young Mr. Ryu and 
asked him to set up the new company. 
Thus, at the age of 26, he established 
Ryu-Den-Sha & Co., Ltd. and took, as 
he puts it, "the first forward step into a 
glorious future." 

It didn't seem especially glorious at 
the time, since it had only five people 
on the staff—but today, with its various 
subsidiaries and branches, the company 
includes almost 1,000 employees and 
dealers, constituting a virtual monopoly 
in the manufacture of motion picture 
and television lighting equipment for 
Japan and Southeast Asia. In the mean¬ 
time, Mr. Ryu has earned the appella¬ 
tion of "the 'lighting wizard' of Japan" 
in certain quarters, and "Superman" in 
others—the latter being an affectionate 
reference to his enormous energy and 

560 

ability to achieve the seemingly impossi¬ 
ble. 

In actuality, he is a fascinating para¬ 
dox, a man for all seasons having one 
foot firmly planted in each of two 
vastly different worlds. On the one 
hand, he is an urbane sophisticate with a 
wild sense of humor and a thoroughly 
westernized approach to "systems" 
technology. As such, he operates at the 
break-neck pace and on the precise 
schedule usually associated with the 
compulsively-driven American business¬ 
man. He wears western-style clothes cut 
in the latest fashion, speaks fluent 
American-English and drives American 
cars. He is an avid skier who, each 
winter, closes up shop and takes his 
entire staff of young designers with him 
for a ski holiday. 

On the other hand, he is a charming 
Japanese gentleman of the old school, 
characterized by elaborate courtesy, for¬ 
mal manners, an impeccable sense of 
integrity and the ability to "switch off" 
commerce completely, in favor of gra¬ 
cious living, after business hours. In the 
privacy of his own home, he wears 
traditional Japanese-style clothes. 

It is this man, representing the best 
of the "old" and the "new" Japan who, 
in March of 1947, started from scratch 
to bring light back into the Japanese 
film industry. It was no small task. All 
of the materials necessary to the manu¬ 
facture of electric lamps were lacking in 
the immediate post-war days. Un¬ 
daunted, Ryu took 3000.and 5000-watt 
bulbs used by the Japanese navy for 

searchlights and adapted them for mo¬ 
tion picture lighting. When the bulbs 
burned out he gathered them up and, 
salvaging the basic materials, re¬ 
manufactured them into new bulbs. 

At the time, no fresnel-lens spotlights 
existed in the Japanese film studios. The 
only types of spots available were those 

Mr. Keiichiro Ryu, President of RYU-DEIM- 
SHA, who, at the age of 26, was commissioned 
to build an industry for lighting the sound 
stages of Jaoan. 
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having long focal-length plano-convex 
lenses, and the so-called Sun-Spot lights 
with their glass reflectors. These units, 
because of their large size and heavy¬ 
weight, moulded-steel construction, 
were very cumbersome to handle on the 
set. 

Ryu decided to try to improve these 
lights. Making tests, he discovered that 
if duraluminum plates were tempered 
after spinning or pressing, they could be 
made almost as hard and strong as steel. 
Using this material, he designed 
3000-watt and 5000-watt Sun-Spot 
lights that were heavy-duty and light¬ 
weight, in addition to being well- 
ventilated and well-designed for optical 
efficiency. Weighing only one-third of 
what the conventional lights had 
weighed and being much superior in 
other respects, the new lights were so 
enthusiastically accepted by cameramen 
and lighting engineers that other manu¬ 
facturers, who had already started to 
make more of the old-style lights, found 
that their product was obsolete and 
subsequently stopped production. 

"RASHOMON", produced by the 
Daiei Motion Picture Company and pho¬ 
tographed with the new lights, won the 
Grand Prix Award at the 1951 Venice 
Film Festival. "GENJI- 
MONOGATARI" (1952) and "UGE- 
TSU" (1953) also utilized the new 
equipment and were honored with 
awards. 

"This success gave me confidence 
and, at the same time, broadened my 
scope," comments Ryu. "I now realized 
that a well-organized and highly-skilled 
'systems' approach to engineering could 
greatly improve motion picture produc¬ 
tion, including the design of bulb and 
lighting equipment. I still entertain this 
idea and it has been proved correct by 
the success we have had in designing and 
installing complete engineering systems 
in many motion picture and television 
studios, theatre stages and auditoriums 
in various Southeast Asian countries, as 
well as in Japan." 

It had become evident, with the 
introduction of Eastman Color Nega¬ 
tive, that color feature production in 
Japan was now feasible and that the 
filming technology would have to be 
adapted to meet its special require¬ 
ments. With the support of the Japanese 
government, the Japan Motion Picture 
Production Council was organized under 
the Ministry of International Trade and 
Industry. The Society for the Scientific 
Research of Color Motion Pictures was 
established as a subordinate organiza¬ 
tion and Keiichiro Ryu was appointed 
to the committee in charge of research 
and development of lighting equipment 

Totally automated lighting units (shown suspended at various heights), designed, manufactured and 
installed by Ryu-Den-Sha to light one of the many color television stages of the ultra-modern NHK 
Broadcasting Center in Tokyo. 

for color cinematography. The subse¬ 
quent study and development of re¬ 
quired equipment took three years. 

During that time, Ryu studied the 
various methods of measuring light in¬ 
tensity, color temperature and reflec¬ 
tance. He analyzed the changes that 
occur in reproducing an image on color 
film, as well as the various filters needed 
for color shooting. He studied every 
available eastern and western document 
and article having to do with lighting 
engineering in relation to color, refer¬ 
ring constantly to his own collection of 
SMPTE Journal issues dating back to 
1921. 

"Through studying these documents, 
I concluded that 500-watt, 1000-watt, 
2000-watt, 5000-watt and 10,000-watt 
fresnel spotlights would surely be need¬ 
ed for key and back-lighting in color— 
but that they would have to be made as 
small as possible," he explains. "A 
combination of light-weight and high- 
quality was called for. Furthermore, I 
felt that these spotlights must be de¬ 
signed to have the highest degree of 
efficiency at the medium and wide 
flood positions—in view of the fact that 
they would be used mainly in studios 
and at a comparatively short distance 
from the subject. Since we could get no 

Technicians of the Shimada Glass Co., Ltd., a 
wholly-owned Ryu-Den-Sha subsidiary, shown 
pouring fresnel lenses for motion picture light¬ 
ing units produced by the company. 



Each color television stage of the NHK complex has its own huge control console for handling the 
totally automated lighting on the stage. Controls include raising and lowering of individual units, 
spotting or flooding the beam, panning and tilting and automatic changing of color filters. 

A section of the master control console showing push-button switches for establishing an almost 
infinite number of pre sets. Pyrex red, blue and green filters on the cyclorama lights can, by 
percentage mixing, create all of the colors capable of reproduction by the television system. 

bi-post type bulbs nor fresnel lenses at 
the time, it became obvious that we 
would have to design and manufacture 
these bulbs and lenses ourselves. After 
many tests and evaluations, light-weight, 
compact spotlight housings were pro¬ 
duced.” 

Ryu next tackled the problems relat¬ 
ing to cyclorama lighting. Up until then, 
the local film industry had been using 
theatre border lights or banks of spot¬ 
lights for this purpose—which made it 
very difficult to get an even, wide- 
coverage type of lighting onto a large 
flat surface. The result of his research 
was a new "horizon” light that made 
even, high-intensity cyclorama illumina¬ 
tion a quick and easy operation. 

In order to provide increased effi¬ 
ciency for the lighting of daylight 
scenes, a 4000-watt Sky-light was devel¬ 
oped, which also served as a handy 
source of shadowless base illumination 
in the studio for interior sets. In addi¬ 
tion, a new eye-spot was designed to 
create catch lights, plus a wide range of 
lighting equipment accessories. 

When these developments were com¬ 
pleted, with the aid of a subsidy provid¬ 
ed by the Committee, Ryu, accompan¬ 
ied by Mr. Kinugasa, Film Director, and 
Mr. Sugiyama, Cameraman, both of the 
Daiei Motion Picture Company, visited 
Hollywood. This inspection of the 
Hollywood motion picture studios, in 
March of 1953, verified the fact that the 
lighting equipment Ryu had designed 
was absolutely correct for color cinema¬ 
tography. 

The trio of representatives returned 
to Japan and, on the basis of their 
report, filming was started on the first 
Japanese color feature, the extraordi¬ 
nary "GATE OF HELL", utilizing the 
newly-designed lighting units and East¬ 
man Color Negative film. 

"During the shooting period—about 
two months—I stayed at the Daiei Mo¬ 
tion Picture Studio in Kyoto and admin¬ 
istered its lighting and other tech¬ 
niques," Ryu recalls. "This film received 

f 

v 
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(LEFT) Workers at the Ryu-Den-Sha main factory assemble one model of the many lighting units designed and manufactured by the company. 
(CENTER) Highly sophisticated units which comprise the "nerve center" of the Infinite Pre-set Lighting System. (RIGHT) For the Tokyo Olympic 
Games of 1964, Ryu-Den-Sha designed and installed lighting systems in all of the sports stadiums and arenas so that an overall soft-light level of 300 
foot-candles would be available for television and motion picture photography, without discomfort to the athletes. 



| SUBSIDIARY COMPANIES | 

1 

HI-KARI ELECTRIC CO., LTD.)        

Electronic Dimmers 
Power Supplies for Discharge Lamps 
Starters for Big Motors 

1 
30 Employees 
(17 Engineers) 

SUBARU COMPUTER LABORATORIES  

Programs for Computers 
Designs for Software 
Punching Cards for Computers 

l 35 Employees 
J I (5 Engineers) 

| KOUTO ELECTRIC CO., LTD.|     

Large Lamps for Motion Pictures & TV..45 Employees 
Ryu Chrome Filters (for Light) 20 Employees 
Biggest Manufacturer of Hermetically^ 

Sealed Cases for Semi-Conductor & 
I.C. in Japan > 200 Employees 

| SHIMADA GLASS CO., LTD.[          

Fresnel Lenses for Lights 
Bulbs for Large Lamps 
Colored Glass Filters for Lights 
Heat Filters for Lights, etc. 

28 Employees 

| SHINEI ELECTRIC CO., LTD.|       

Contractor for Electric 
Wiring of Bldgs., & TV Studios 

}38 Employees 
1 (5 Engineers) 

KOUSHIN ELECTRIC MATERIALS CO., LTD.)  

RDS 
PRESIDENT 
Mr. Keiichiro Ryu 

Electric Wires 
Insulated Terminals 
Injection Moulds 
Wiring Harnesses 
Assembling of Motion Picture 8i 
TV Lighting Equipment 

60 Employees 
(3 Engineers) 

Liyumiy ipnICI11 

Graphic Arts 

CHART DIAGRAM SHOWING THE ORGANIZATIONAL STRUCTURE OF RYU-DEN-SHA & CO., LTD., AND ITS VARIOUSSUBSIDlARIES 

the Grand Prix at the 1954 Cannes 
International Film Festival. Further¬ 
more, it was my privilege to be awarded 
an academy prize from the Motion 
Picture and Television Engineering Soci¬ 
ety of Japan, Inc., for the achievement 
of our newly-developed lighting equip¬ 
ment.” 

Not content to rest on these laurels, 
Keiichiro Ryu next began to study and 
develop new types of lighting filters. As 
a first step, he collected samples of the 
various types of lighting filters used 
throughout the world, analyzed the ba¬ 
sic materials and measured the spectro- 
transmission characteristics of each sam¬ 
ple. 

He found that these filters were 
being produced mainly to meet the 
demands of theatrical lighting, that al¬ 
most all were gelatin types that were 
not durable for use with high-wattage 
lamps, that they would change color 
after a few minutes' use and that there 
was little uniformity of color standards. 

He searched carefully among all of 
the existing plastic materials and finally 
selected one that he felt was suitable for 
the purpose. It featured strong heat- 
resistance characteristics, durability that 
allowed it to bend without cracking, 
great tensile strength and the facility for 

The advent of anamorphic wide-screen cinematography in the Japanese motion picture industry 
created a need for powerful incandescent units to light wide areas and inspire Ryu-Den-Sha to design 
(LEFT) the world's first 20,000-watt incandescent lamp and (RIGHT) a light-weight housing for the 

;new lamp, with a 25-inch fresnel lens. 
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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. 

Available at all 
Eclair dealers nationwide. 

eclair 
7262 Melrose Ave. LA 90046 

manufacture in sheet form. He estab¬ 
lished three basic categories for these 
filters: Color Effect Filters, Color Tem¬ 
perature Conversion Filters and Diffu¬ 
sion Filters. 

The Color Effect Filters were separ¬ 
ated into 12 basic hues: Blue, Green 
Blue, Green, Yellow Green, Yellow, 
Orange Yellow, Amber, Orange, Fire 
Red, Pink, Rose Purple and Purple. 
Each color was classified into five 
grades: 1, 4, 8, 16 and 24. Thus, for 
example, BL-4 has a density four times 
that of BL-1, and BL-8 has a density 
twice that of BL-4—which means, the¬ 
oretically, that there is a range of 60 
colors from which to choose. 

The Color Temperature Conversion 
Filters were classified into two groups: 
The "A" Series (decreasing color tem¬ 
perature) and "B" Series (increasing 
color temperature). Each of these filters 
was further subdivided into nine grades 
(#1 through #9), at approximately 
20-mired intervals. 

The Diffusion Filters were classified 
into five grades, ranging from a 50% to a 
90% transparency factor. 

In order to select specific dyes that 
would dissolve evenly in the chosen 
plastic base material, while offering the 
maximum heat-resistance and most sta¬ 
ble spectro-characteristics, Ryu tested 
and classified 5,000 separate dyes of all 
types. The test data on these dyes added 
up to a stack of paperwork three feet 
high, but his meticulous research paid 
off in 1955 with a second "academy 
award" from the Motion Picture and 
Television Engineering Society of Japan, 
Inc., for his work in creating the line of 
83 RYU-Chrome Filters. 

In response to the trend toward color 
filming in the various wide-screen for¬ 
mats, there developed a demand for 
higher-wattage light sources. To fill this 
demand, Ryu designed the world's first 
20,000-watt bulb (15 inches in dia¬ 
meter) and a spotlight with a 25-inch 
fresnel lens. These units soon became 
standard equipment fcr wide-screen 
cinematography in the studios of Japan 
and Southeast Asia and earned for their 
designer, in 1957, a third award from 
the Motion Picture and Television Engi¬ 
neering Society of Japan, Inc. 

Concurrent with all of this progress 
in the development of lighting equip¬ 
ment for the motion picture industry, 
Ryu kept a watchful eye on the needs 
of the emerging television medium. Dur¬ 
ing his visit to the United States in 
1953, when the American television 
industry was in its early adolescence, he 
noted that most studios utilized the 
manual batten-suspension system of 

Continued on Page 567 

NOW!-BE SURE! 
"SAFE AREA" RETICLE 

INSTALLATION 

Used by Ron Shanin, Producer, "African Safari" 

• Avoid costly reshooting! 
• Improves composition! 
• Allows total vision! 
• TV, 1: 1.85, and combination! 

For Bolex, Beaulieu, 
Angenieux and others 
This Century precision PRICES START AT 
installation can be made QBB 

in as little as 24 hours. 

Descriptive literature available. Write to us! 

Precision Cine/Optics 
10661 BURBANK BLVD. NORTH HOLLYWOOD. CALIFORNIA 91601 (213) 766-3715 

50% Ofa! 

B&S TWI-P0D 
Why pay $149.50 elsewhere? 

You can get this famous imported 
Double Shoulder Harness for 
Arri 35 and all 16mm cameras at 
Birns & Sawyer’s GREAT DEAL 
PRICES! 

NOW ONI y h5Ml 
BIRNS & SAWYER, INC. 

1026 N. Highland Avenue 
Los Angeles, Calif. • (213) 466-8211 
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BLOW-UP: 16mm-to-35mm 
Continued from Page 527 

While, for the most part, fixed focal- 
length lenses are sharper than zoom 
lenses, Mosser suggests that the newest 
compact zoom lenses containing fewer 
elements may offer a good compromise 
for the film-maker having to shoot in 
16mm. 

Mosser describes himself as "a great 
believer in the matte box” as opposed 
to a sunshade attached to the lens. He 
says that many people would be sur¬ 
prised at the difference the use of a long 
matte box lined with velveteen can 
make in the quality of the image. By 
reducing the amount of scatter light a 
matte box can improve the optical 
contrast of the image, and Mosser feels 
the improved quality is well worth the 
nuisance of using a matte box rather 
than a sunshade. He is currently design¬ 
ing a matte box for use with a zoom 
lens which can be connected to the 
zoom handle in such a way that the 
length of the matte box will vary 
according to the focal length at which 
the lens is set. 

Mosser offers an additional sugges¬ 
tion for shooting exterior long shots. He 
says that he has found that better 
results can be obtained by cheating 
towards longer focal lengths, e.g. by 
using a 35mm lens as a normal lens 
rather than a 25mm lens. Because of the 
narrower field of view and hence the 
greater amount of negative area devoted 
to any given object in the background, a 
longer lens will yield a sharper overall 
image on a shot where the depth of field 
extends to infinity. This is not to say 
that the shooting style of the film 
should be based on the use of longer 
lenses. It is merely a suggestion to be 
kept in mind when a longer lens could 
yield virtually the same composition 
and effect without too much inconven¬ 
ience. 

With respect to lighting Mosser rec¬ 
ommends that the cameraman be a bit 
more orthodox than he might otherwise 
be and attempt to keep the brightness 
ratios within the manufacturer's recom¬ 
mendations. The improvements in film 
stocks have reduced the contrast build¬ 
up in duplicating to the point where 
there is no appreciable increase in con¬ 
trast, but it is still wise to lean towards 
flatter lighting in shooting for blow-up, 
especially if shooting with EF. 

Many people seem to feel that an 
increase in apparent graininess is an 
inevitable drawback to blowing up from 
16mm to 35mm. Mosser insists that 

Camera Mart announces the 

New Standard 
from the 

o d stand-by 

Mitchell has designed an incomparable 
reflex system into the BNC. This is no 
makeshift “conversion” but was designed 
as an integral part of the time-tested 
BNC to give the film-maker every desired 
studio capability including zoom lens 
control. 

Features: 
• 93% reflective stainless-steel mirror 
alternates full light between reflex optics 
and film. • Mirror and film shutter 
rotation engineered for dynamic balance 
and flicker-free film. • Built-in power 
rectification for silent zoom lens controls 
and inside-housing illumination. 
• Operating sound below 24db at 36" from 
pickup microphone. • Standard BNC 
operation and controls but without rack- 
over requirement. 

FOR RESERVATIONS CALL MR. LEO ROSENBERG 
OR MR. SHELLY BROWN - 212/757-6977 

For Rent or Long Term Lease 

TheCamera Mart me 
456 W. 55th St., (Bet. 9th & 10th Aves.) 
New York, N. Y. 10019 Phone: (212) 757-6977 
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This is the latest IMPROVED 
CINEKAD CAMERA BRACE 
Used world-wide by discriminating cameramen. 
This Camera Brace will support all 16-35mm ha 
held movie cameras; Auricon, General Camera SS-III, 
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 CIIMEKAD Camera Brace provides 
SPEED, FLEXIBILITY and PORTABILITY. 

Write for catalog and prices. 

CINEKAD ENGINEERING COMPANY 
757-59 Tenth Ave., New York, N.Y. 10019 

Introducing the M101 
4-Channel Mixer 

Is your mixer as good as your 
microphones?This one is, even if your 

microphones are as good as ours. 

Everyone wants something different 
in a portable mixer. Compactness. 
Versatility. Low power consumption. 
Compatibility with all types of micro¬ 
phones (as well as with quality re¬ 
corders, like the Nagra). 

Whatever you want, chances are the 
M 101 has it. Because besides its 
wider response and lower noise, the 
unit has a number of unusual fea¬ 
tures, among them: 

• flexible power supply — self-con¬ 
tained or from Nagra 

• furnishes power for Sennheiser con¬ 
denser microphones without adapt¬ 
ers. 

• provides output up to +6 dbm, 
input attenuation up to 80 db 

• has built-in line-up oscillator and 
equalization 

• uses low-noise silicon planar tran¬ 
sistors 

^ SEIXIIMHEISER 
Electronic Corporation 

i Avenue, New York, N.Y. 10036»Telephone 212-564-0433 

• can be ‘stacked’ to provide 8, 12 
or more inputs 

• is extremely stable and reliable 

There are many more reasons why 
the M 101 is, at $1150, a highly eco¬ 
nomical investment for the audio pro¬ 
fessional. We’ll be glad to give them 
to you if you’ll send for our Micro- 
Revue. Besides full specifications on 
the M 101 and other quality items in 
the Sennheiser line, it holds a wealth 
of audio inf or-   
mation. And •rcr.?- micro-revue 
it’s free for 
the asking, 
by writing or 
calling us. 

graininess is not a major problem given 
the new film stocks, and suggests that 
the times when grain is so noticeable are 
probably instances where the original 
film was forced developed. 

It is virtually imperative to have 
color dailies rather than black and 
white, if the cameraman hopes to main¬ 
tain the kind of quality control neces¬ 
sary to provide a good original for a 
blow-up. Someone forced to work with 
a low budget might be tempted to save 
money by editing a black and white 
work print, but in doing so he would 
risk defeating his whole purpose since 
he is making a film for commercial 
distribution and really must know dur¬ 
ing the shooting whether the footage is 
good enough to blow up to 35mm. 
Needless to say, the workprint need not 
be color corrected, nor should it be 
timed since a one-light print is much 
more useful to a cameraman trying to 
evaluate his work. 

The editor of a film to be blown up 
must cut according to 35mm standards. 
This means the film should be divided 
into reels of 385 feet of 16mm to be 
printed on the 1000-foot reels of 
35mm. Cineservice blows up from A&B 
rolls with effects of 16, 32, 48, 64, 96, 
or 128-frame lengths. It can do zero cut 
printing rather than standard checker¬ 
board printing, but it does charge extra 
for zero cut printing. 

When a film is delivered to Cineserv¬ 
ice it is timed and color corrected (quite 
often by Mosser himself). Cue sheets are 
prepared for the printing indicating the 
timing and color correction for each 
scene as well as the effects. Each roll is 
then hand wet cleaned 7 or 8 times and 
stored in a cellophane bag. The printing 
is done with a modified producers Serv¬ 
ice optical printer applying one of Moss- 
er's several different liquids depending 
on the kind of film being printed. The 
resulting timed, color-corrected 35mm 
negative is sent out to be processed and 
printed. 

Adrian Mosser obviously takes great 
pride in his work, and it is extremely 
refreshing to meet a man who is genu¬ 
inely interested in developing a motion 
picture technique designed to aid the 
experimental or struggling young film¬ 
maker. For someone who is interested 
in the kind of work he does, Mosser 
suggests viewing "HIGH, WILD, AND 
FREE", the cocktail party sequence in 
"MEDIUM COOL", the experimental 
feature "YOU ARE WHAT YOU EAT" 
or two soon to be released features: 
"BACH TRAIN" and "DO NOT 
THROW CUSHIONS IN THE RING", 
both shot entirely in 16mm. ■ 
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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. 

(214) 631-5670 
3011 Midas Dallas. Texas 75247 

"LIGHTING WIZARD" 
Continued from Page 564 

lighting—and that for controlling the 
light outputs, the most advanced sys¬ 
tems made use of the Auto-transformer 
Dimmer, Magnetic Amplifier Dimmer 
and Thyratron Dimmer. 

Ellipsoidal spotlights (such as the 
Leco light), scoop lights, and 2000-watt 
and 5000-watt spotlights constituted 
the standard lighting equipment in most 
studios. In other words, bits and pieces 
of theatre and motion picture lighting 
equipment had been thrown together to 
"make do" in those early, unsophisti¬ 
cated days of American TV, with the 
emphasis on theatre-type stage lighting 
equipment. 

In Japan, NHK (The Japan Broad¬ 
casting Corporation) was planning to 
convert its Radio Hall into a television 
studio and, upon his return, Ryu strong¬ 
ly urged the development of a unique 
and specific type of lighting for televi¬ 
sion which would be different from the 
equipment used for theatre lighting, but 
more akin to that used for motion 
picture production. His recommenda¬ 
tions were accepted and, as an interim 
measure, his RDS lighting equipment 
developed for the motion picture indus¬ 
try was used to light the first Japanese 
telecasts. 

Concurrently, he set about develop¬ 
ing a range of lights especially suited to 
television production. Considering that, 
at the time, all television lighting units 
were more or less permanently affixed 
to overhead lighting battens, a range of 
lights incorporating greater functional 
efficiency had to be designed. This 
group included 500-watt, 1000-watt, 
2000-watt and 5000-watt fresnel spot¬ 
lights. They differed from the motion 
picture units in that they were lighter in 
weight and achieved a more highly 
efficient lighting quality through the use 
of larger fresnel lenses. 

Recounting in detail the further in¬ 
novative accomplishments of Mr. Kei- 
ichiro Ryu and Ryu-Den-Sha during the 
recent past would require a separate 
volume, but a few of the highlights are 
as follows: 

In 1958, development of the Auto¬ 
matic Motorized Lighting Suspension 
Batten System. 

In 1960, in contractual agreement 
with ColorTran Industries, of the 
United States, development of the Fol¬ 
low Spot, Effect Spot and Ripple Light, 
utilizing PAR-64 sealed-beam lamps. 

Following General Electric's intro¬ 
duction of quartz-iodine lamps, the 

Continued on Page 570 
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animation, graphic, and main title 
designed by DON RECORD 

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



FOR ALL YOUR PRODUCTION REQUIREMENTS 
CAMERAS: 

LENSES: 
PANAVISION: 

DOLLIES: 
CRANES: 

TRIPOD HEADS: 
HELICOPTER MOUNTS: 

LIGHTING EQUIPMENT: 
RECORDERS: 

SOUND ACCESSORIES: 
TELECOMMUNICATIONS: 

SOUND TRANSFER: 
EDITING EQUIPMENT: 

EDITING FACILITIES: 

DUBBING: 
VIEWING: 

PORTABLE PROJECTION: 
STILL CAMERAS: 

CLOSED CIRCUIT T.V: 
CAMERA CARS: 

HELICOPTERS: 
PRODUCTION FACILITIES: 

TECHNICIANS: 
FREIGHT AND 

PASSENGER HANDLING: 

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 & Steenbeck Editing Machines, Joiners, Synchronisers, 
Moy Numbering Machines, etc. 
Cutting Rooms, Productions Offices, Music & 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 and rear platforms, Casper Camera Cars. 
Alouette II Astazou, Bell 47G4A. 
Full technical crews as required. 
All grades. 

Our own Offices at London & Amsterdam Airports. 

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

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

►»>»>>: 
SAMUELSON 
FILM SERVICE 

LIMITED 

■ WORLD 
►»»>»] 
SAMUELSON 
INTERNATIONAL 

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

Telephone:(020)171990 
Telex: 14613 
Cables: SAMCINE, Amsterdam. 



12 Ounces Additional Weight Make Your Bolex H16 ... 
A Complete Sound Film Camera In One Hand 

Dimensions : 
3*/z x 2-3/8 x 1-3/8 |\jew mjniaturized magnetic single 

system conversion unit makes 
your Pail lard Bolex H16 the light¬ 
est weight, the most compact and 
most versatile sound film camera 
in the world for a miniature price. 
New PROFESSIONAL mini-am¬ 
plifier can be quickly attached to 
the back of the camera and does 
not interfere with viewfinders. 

VANDERLEELIE FILM SYSTEMS 
P.O. Box 8092 — Universal City, California 91604 (213) 876-0237 

THE SOUTHWESTS FINEST, 
MOST MODERN, INDEPENDENT 

16/35 FILM EDITING FACILITIES 
Featuring The New KEM Editing System 

mf&e 
MOTION PICTURE EDITORS, INC 4512 N CENTRAL EXPRESSWAY 
PHONE: (214) 824-7641 DALLAS, TEXAS 75206 

ALSO OPERATING AMERICAN SCHOOLS OF CINEMA 
GEORGE W.JALONICK ROBERT E. ROGERS SAM H. RUSSELL 

DAN LOVINS MEL DUNN 

The Ugly Leo-I 
(Not with all of those comforting features) 

The pod withstands all 
types of weather. 

Even distribution 
of weight makes 
shooting easier. 

Strong lightweight 
construction (less 

than 5 lbs.) 
for easier handling. 

Quick release enables 
cameraman to dispose 

of camera 
and pod fast. 

Price reduced. 
For the Eclair 
only $99.50. 
For flat base 
only $85.00. 

Mounting for the 
Eclair Camera. Also 

available for 
flat base 

Telescoping 
camera support. 

One time adjustment 
makes the Leo-Pod 

customfit to all. 

Tilts to 30 degrees 
up or down. The 

Leo-Pod does 
the moving, 

not the cameraman. 

The Leo-Pod is now available to all cameramen no matter what type of camera he uses. The pod 
is specifically designed to leave his hands free for zoom, iris, focus or sound adjustments. It is 
completely adjustable to the individual cameraman. The Leo-Pod comes equipped with a mounting 
designed to hold the Eclair camera or also is obtainable 
with a flat base mounting for the Arriflex 16 or 35mm, 
Auricon, Bolex or Kodak cameras. Guaranteed for 1 year. 
Model 125A for flat base cameras, price reduced to only $85.00. 
Model 125E for the Eclair camera, price reduced to only $99.50. 

Call or write now for further information. ENTERPRISES, INC. 
Leopold Enterprises • 3381 Merrick Rd. • Wantagh, N.Y. 11793 • (516) 826-7676 

"LIGHTING WIZARD" 
Continued from Page 567 

manufacture, in cooperation with Color- 
Tran Industries, of many luminaires to 
utilize these lamps, including the 
world's first Focusing Quartz Light and 
Cyclorama Light. In 1965, as a result of 
this collaboration, ColorTran received 
an Academy Technical/Scientific Award 
for the development of quartz lighting. 

In 1964, installation of the Lighting 
System for NHK-Kyoto Television, the 
first studio in the world to be totally 
equipped with quartz lighting units. 

Design, manufacture and installation 
of lighting systems in all of the sports 
stadiums and arenas for the 1964 Tokyo 
Olympic Games. Units afforded an over¬ 
all light level of 300 foot-candles for 
photographic and television purposes, 
without creating discomfort for the 
athletes. 

In 1967, Ryu-Den-Sha was commis¬ 
sioned by NHK to design a completely 
motorized, remote-control system to 
light 12,600-square-foot studios for 
color telecasting. Installation was com¬ 
pleted in August 1969 and an award 
from the President of NHK was be¬ 
stowed in March, 1970. 

In May, 1969, Ryu-Den-Sha succeed¬ 
ed in the trial production of its Infinite 
Preset Dimmer System, controlled by 
computer. 

In 1969, development of the Lumi- 
scope Screen for transparency rear- 
projection in color telecasts. Composed 
of a plastic lenticular sheet with a matte 
stretched over it, the screen is of such 
high-gain that a 500-watt Carousel pro¬ 
jector will produce a rear-projected 
image bright enough to balance with a 
300 foot-candle light level on the stage. 

Design, manufacture and installation 
of complete lighting systems for the 
following EXPO '70 pavilions: Japanese 
Government Pavilion, Japanese Monop¬ 
oly Cigarette Corporation Pavilion, Tele¬ 
communications Pavilion, Mitsubishi 
Group Pavilion and Ricor Pavilion. 

At the Opening Ceremony of EXPO 
'70, Mr. Ryu was given an award by the 
Ministry of International Trade and 
Industry for the use of the Lumiscope 
Screen in wall displays of the Japanese 
Government Pavilion. He also received 
an award for development of a special 
lighting control system for flash signs 
installed in the Japanese Monopoly Pa¬ 
vilion. 

An illustrious record, to be sure—but 
the past leads directly to the future, and 
Mr. Keiichiro Ryu, "The 'Lighting Wiz¬ 
ard' of Japan”, is already at work on 
new marvels of technology for the 
motion picture and television industries. 

HERB A. UGHTMAN 
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FILM IN THE FAR EAST 
Continued from Page 555 

ed directly toward Australian audiences 
(a very small percentage of the total 
market) and have lacked the general 
appeal necessary to make them success¬ 
ful in the world-wide market. We feel 
that we can make features written by 
Australian writers which make full use 
of Australiana, but which will not be so 
specifically 'Australian' in flavor as to 
be unacceptable to overseas markets.” 

He goes on to tell me that Western 
International Pictures has already pur¬ 
chased or optioned a total of 37 proper¬ 
ties, including a couple of best-selling 
novels. 

"We feel that in the beginning we 
should avoid stories based on highly 
sophisticated human relationships—the 
more off-beat romantic themes and 
such—simply because pictures of this 
nature can be done much better by 
other countries,” he explains. "We will 
concentrate, at first, on the types of 
features that we know we can do 
especially well because of our local 
terrain and the acting talent which we 
have available locally—namely, features 
with high-adventure and science-fiction 
themes. Later, we will expand our 
scope.” 

The gentlemen offer to fly me to see 
some of the nearby areas earmarked for 
science-fiction feature locations and 
which, they assure me, "are not like 
anything else on this planet”—but, re¬ 
gretfully, my tight schedule forces me 
to decline their kind invitation. 

Mr. Tutt's closest associate in West¬ 
ern International Pictures is Kenneth 
Moore, who has also devoted the better 
part of the past three years toward the 
planning of the new production com¬ 
pany. Mr. Moore categorizes himself, 
quite modestly, as a motion picture 
cameraman and Art Director, but during 
the course of our conversation it be¬ 
comes quite obvious to me that he is 
very knowledgeable and experienced in 
special effects, sound recording and 
several of the other more technical skills 
of film production. 

Also present is Ken Courteney, who 
has a certain background in the produc¬ 
tion aspects of the industry, but whose 
prime function in working with Western 
International has to do with the logis¬ 
tics, planning and land acquisition rela¬ 
tive to the construction of a proposed 
studio complex just outside of Perth. 

The architect who designed the com¬ 
plex shows me plans and renderings of 
it, as well as of the modern homes 

Continued on Page 592 

NO SURPRISES. 
That is what to expect from CFI. 

From original photography to release 

prints, skilled CFI technicians accu¬ 

rately and precisely interpret the 

creative objectives of the cinema¬ 

tographer. Exacting CFI laboratory 

control and advanced processing 

methods insure maximum definition 

and correct tone reproduction. 

Consistently. 

So, what the cinematographer sees 

on tube or screen is what he expects 

to see. No surprises. 

What more can a truly professional 

processor promise? 
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CAMERAMEN 
WANTED 

Contractor to US Government 
desires to set up network of 

“Stringer” Newsreel and Docu¬ 
mentary cameramen in every 
Major US City and the capitals 

of every foreign country. 

SEND: 
]. Resume outlining experience. 
2. List of 16 and 35rnm camera 

equipment owned or available for 
rental in your city,—cameras; mag¬ 
netic sound equipment, single and 
double system; lighting, etc. 

3. Rates of pay for cameraman, assis¬ 
tant, sound man, electrician and 
equipment. 

4. Film you have available for use on 
a replaceable basis (Eastman: 
b&w, plus-X and double-X. 16mm 
color Eastman 7255 and 7242 
required). 

5. One three-minute sample cut 
story showing your work. 

Payment remitted within one week. 
IATSE members desired, wherever 
available, in USA and Canada. 

Phoenix Films, Inc. 
7313 Maple Avenue (301) OL 2-6076 

Chevy Chase, Md. 20015 

SOFT RUBBER 
LENS SHADE 

FITS 
ANGENIEUX 

12-120 ZOOM 
ABSORBS KNOCKS, 

PROTECTS LENS. 
AVAILABLE AT ALL 
ECLAIR DEALERS. 

eclair 
7262 Melrose Ave. LA 90046 

STACK 
UP ON 
TAPE 

California residents 
please add 5% sales tax. 
All prices FOB Plant, No. Hollywood.) 

Make Alan Gordon Enterprises 
your one-stop headquarters for 
all your adhesive tape needs. 
Check these low sale prices 
and order a full supply 
of cinematographer’s tape now. 

List 
Order # Price 
GE511C-2 Gaffer 2"x60 yds. grey dull $5.95 
GE520C-2 Gaffer 2"x60 yds. grey shiny $5.50 

$2.75 
$2.40 
$2.40 
$3.40 
$3.40 

GE511C-1 Gaffer l"x60 yds. grey dul 
GE609C-1W Paper l"x60 yds. white . 
GE609C-1B Paper l"x60 yds. black . 
GE500-1W Camera l"x60 yds. white . 
GE500-1B Camera l"x60 yds. black . 
GE654C-1/2 Editing V2"x60 yds. masking $ .75 
GE654C-1/4 Editing %"x60 yds. masking $ .90 

SALE 
PRICE 
$4.95 
$4.50 
$2.29 
$1.85 
$1.85 
$2.65 
$2.65 
$ .60 
$ .70 

SERVING THE WORLD 

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

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

INDUSTRY 

NATIONAL GEOGRAPHIC FILM 
WINS GOLDEN EAGLE AWARD 

A prize-winning documentary, "Ech¬ 
oes, A Voyage To The Moon", has been 
chosen to help represent the United 
States in competition at international 
film and television festivals this year. 

The National Geographic film, pro¬ 
duced, directed and written by John 
Lavery, was chosen by the Council on 
International Nontheatrical Events after 
reviewing 642 entries in annual judging. 
It is one of 160 films selected for the 
competition, each also voted CINE's 
Golden Eagle award. 

"Echoes, A Voyage To The Moon" is 
a unique 20-minute color filmograph 
production, dramatically creating the 
sensation of motion from still photos. 

"It's the story of a mission from 
Earth to the moon and beyond," says 
Mr. Lavery, "an attempt to present the 
daydreams of an astronaut in space. 
We're trying to show that no matter 
how far out they go, the astronauts will 
never lose the influence of our world; 
they will never escape the echoes of 
Earth." 

Durinq the historic flight of Apol¬ 
lo 11, the National Aeronautics and 
Space Administration showed the tilm 
to audiences totaling more than 20,000 
at the Goddard Space Flight Center at 
Greenbelt, Maryland. Copies of the film 
have since been sent to NASA tracking 
stations around the world for presenta¬ 
tion to visitors. 

"Echoes, A Voyage To The Moon" 
won a special gold medal for outstand¬ 
ing direction and editing from the Inter¬ 
national Film and TV Federation of 
New York last October. 

MEXICO ENTERS 
"OLYMPI ADA" 
IN HEMISFILM 

Mexico's official entry in Hemisfilm 
'70, international film festival scheduled 
June 18-21 in San Antonio, will be a 
color spectacular on the entire 1968 
Olympic Games staged in Mexico City. 

The entry, "Olympiada en Mexico," 
is a Techniscope production running 
171 minutes in length. 

The Rev. Louis Reile, S.M., director 
of Hemisfilm and director of the Cin- 
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ACTIVITIES 

ema-Arts Seminar at St. Mary's Univer¬ 
sity, said the showing will be Friday, 
June 19, in the Aztec Theater. Fr. Reile 
said several special guests will be present 
for the event. 

Hemisfilm is sponsored by the Inter¬ 
national Fine Arts Center of the South¬ 
west and co-sponsored by St. Mary's 
and Cinema Arts Theaters. 

The production of "Olympiada” re¬ 
quired 81 cinematographers, 15 sound 
specialists and 20 production assistants. 
Alberto Isaac was director. 

The 35-millimeter entry is the story 
of more than 6,000 athletes from 119 
participating countries vying for the 
gold, silver and bronze medals awarded 
Olympic winners. It covers 250,000 feet 
of film. 

In 1969, Hemisfilm drew more than 
50 qualifying films from Germany, Rus¬ 
sia, Yugoslavia, Canada, Mexico, France, 
India and the United States. 

Inquiries regarding entries this year 
have been received from a number of 
countries. 

Israel and France already have sub¬ 
mitted official entries. 

During an awards night ceremony 
June 21, Hemi trophies will be given in 
nine categories—best director, actor, act¬ 
ress, photographer, feature film, com¬ 
mercial, short film up to 30 minutes, 
featurette running 31 to 59 minutes and 
industrial. 

CENTER FOR 
ADVANCED FILM STUDIES 
OFFERS FELLOWSHIPS 

Fifteen filmmaking Fellowships and 
five research Fellowships are available at 
The American Film Institute Center for 
Advanced Film Studies in Beverly Hills 
this Fall. The Center's program is open 
to professional filmmakers and scholars 
in the early stages of their careers and to 
university graduates of special promise. 
Nineteen Fellows are at the Center this 
year. 

The Center provides an environment 
in which filmmakers can make films and 
work closely with the finest practicing 
film artists and craftsmen. Fellows may 
emphasize an individually designed pro¬ 
gram in filmmaking, cinematography, 
historical or critical research, or a com¬ 
bination of these. 

Ask these people 
how to process 
16mm and 8mm 
Ektachrome film fast. 
WANE 
Ft. Wayne, Indiana 
Corinthian Stns. 
KARD 
Wichita, Kansas 
Kansas State Network Inc. 
EASTMAN KODAK 
COMPANY 
Rochester, New York 
KAUZ 
Wichita Falls, Texas 
Bass Bcstg. Stns. 
RAY-CHRIS 
PRODUCTIONS 
Little Rock, Arkansas 
CBS NEWS 
New York, New York 
CBS NEWS 
Washington, D. C. 
KCBD 
Lubbock, Texas 
Caprock Bcstg. Co. 

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

KDVT 
Dallas, Texas 
Doubleday Stns. 

GENERAL DYNAMICS 
CORP. 
Ft. Worth, Texas 

KFDA 
Amarillo, Texas 
Bass Bcstg. Stns. 

KHOU 
Houston, Texas 
Corinthian Stns. 

CHRYSLER 
CORPORATION 
Chelsea Proving Grounds 
Chelsea, Michigan 

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

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

SOUND PHOTO LAB. 
Lubbock,Texas 

WTVC 
Chattanooga, Tennessee 
Martin Theatres of 
Georgia Stns. 

KTVE 
Monroe, Louisiana 
Gray Communications Stns. 

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

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

Jamieson Film Company 
EQUIPMENT DIVISION 
2817 CANTON ST., DALLAS, TEXAS 75226 
A/C (214) 747-5634 
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A complete lighting system in a case... 
forcremer650wattQuartzbabyfloods, 
hand-held or sturdy mounting bar and 
stand. 

Extremely well-designed quartz light com¬ 
plete with 4 rotating barn doors. Detachable 
base is fully adjustable for any position on 
variable-tension ball joints and heavy-duty 
spring-loaded alligator clamp. 

Maximum height of stand: 7 1/4 ft. Total 
weight (4 lights, stand, bar, carrying case): 
26,4 lbs. 

seeking for distributors in USA 

A full range of production equip¬ 
ment and facilities is offered, including 
a research library and film screening 
program of international cinema. The 
Center has a permanent faculty and a 
growing roster of visiting tutors and 
filmmakers and guest lecturers. 

The costs of study and film produc¬ 
tion are borne by The American Film 
Institute, with the aid of a major grant 
from the Ford Foundation in support of 
the Center's program. A number of 
special Fellowships are offered which, in 
addition to defraying tuition and pro¬ 
duction costs, also provide a living 
stipend. 

Applicants may apply by letter to: 
Admissions, The American Film Insti¬ 
tute, Center for Advanced Film Studies, 
501 Doheny Road, Beverly Hills, Cali¬ 
fornia 90210. They are asked to outline 
a project they wish to undertake in the 
areas of filmmaking, writing, cinematog¬ 
raphy, research, criticism or history, and 
to indicate what resources—human, 
technical and financial—would be re¬ 
quired to carry it out. The letter should 
contain full background information 
and address, telephone number, age and 
marital status. 

Further details are given in the en¬ 
closed Program Announcement. 

• 

HAL ROACH FILMS ADDED 
TO AMERICAN FILM INSTITUTE 
COLLECTION AT THE 
LIBRARY OF CONGRESS 

Original negatives and master prints 
of over 500 short comedies and 30 
feature films produced by Hal Roach 
between 1915 and 1942 will be added 
to The American Film Institute Collec¬ 
tion at the Library of Congress. Sixty- 
six titles, including films acquired by 
Roach as well as those produced by 
him, have already been deposited in the 
archive program which the Institute 
operates collaboratively with the Li¬ 
brary. 

The Hal Roach Collection will pro¬ 
vide invaluable documentation of the 
history of silent and sound comedy. His 
short films were the training ground of 
such stars as Harold Lloyd, Charley 
Chase, Laurel and Hardy, and Will Ro¬ 
gers. Directors such as Leo McCarey and 
George Stevens were among the great 
talents who learned their craft at the 
Roach studios, and helped fashion such 
contributions to classic Americana as 
the "Our Gang" series. 

Snub Pollard, Bebe Daniels, ZaSu 
Pitts, Jean Harlow, Fay Wray, Paulette 

Continued on Page 576 

Listen 
to Irish 

original sound as you recorded it. 
Sharp, clear, resonant. 
Irish offers a complete line of pro¬ 
fessional quality audio tapes in all 
configurations: reel-to-reel, cas¬ 
sette, cartridge and duplicating 
tapes. It offers you superb uniform 
quality. That’s why most major re¬ 
cording companies and sound 
studios use Irish. 
Try it once. You’ll hear the dramatic 
difference. 
For complete specifications write: 
Irish Recording Tape 
458 Broadway, New York, N.Y. 10013 
Export Dept. Morhan Exporting Corp. 

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. 

Hollywood: Wm. Hansard 
(213) 780-2156. 

New York: FredWells (212) 
986-8980. 

FRONT PROJECTION COMPANY 
6647 Matilija Avenue. Van Nuys, California 91405 

A SHERMAN FAIRCHILD ENTERPRISE 
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COMPILED AND 

EDITED BY 

Two Veteran Cinematographers 

ARTHUR C. MILLER, A.S.C. 

AND 

WALTER STRENGE, A.S.C. 

THIRD EDITION 

AMERICAN 
CINEMATOGRAPHER 

OFFICIAL BULLETIN 
I.A.T.S.E. SAYS: 

This excellent manual supplies the cine¬ 
matographer with information and presents 
charts on filming motion pictures and tele¬ 
vision pictures with greater accuracy, speed 
and efficiency. 

This new guide offers more and is the 
only type of manual which will answer 
questions pertaining to successful cinema¬ 
tography. 

OFFICIAL PUBLICATION 
AMERICAN SOCIETY OF CINEMATOGRAPHERS 

DAVID J. O'CONNELL 
PRODUCER MARCUS WELBY M.D. SAYS: 

There are two absolute—requisite tools 
for making motion pictures, one is film, the 
other is the camera. I keep my copy of the 
manual on my desk for frequent reference 
and have recommended to each of our 

\ directors that they obtain a copy. 

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

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

NAME  

STREET 

CITY STATE ZIP 

California residents please remit 5% Sales Tax (.75 per Manual). 
Foreign Buyers please pay by International Money Order or U.S. Funds 
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Language is no barrier. 
The translation of a script from English into 
another language is fairly easy, but adapting both 
to the same film can be tricky. 

We have published a special booklet which explains 
how to solve this problem. 
“Colburn Comments on Foreign Language Films” will save 
you time and money, and it’s FREE. Send for yours today. 

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

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

Elemack's Spyder Dolly is: 

small enough to tit just about 
anywhere and was designed 
to help you shoot in tight cor¬ 
ners and narrow spaces. It 
brings you closer to the ac¬ 
tion. Rugged yet lightweight, 
it is easy to maneuver and can 
be steered and locked into 
dozens of different positions. 

■ Smooth action hydraulic 
lift ■ Swivel seats ■ Adjustable 
snap-in position for operating 
through doors* Rubber wheels 

convert to track operation in 
minutes ■ Collapses to 251/2" 
x 521/z " x 24V2 ". 

Dolly with leveling head . ... 
from $5550 Lowboy . . . $225 

JONATHON JIB ARM 
Mounts easily on Elemack 

Spyder dolly to convert it into 
a dolly crane capable of re¬ 
volving 360° and of raising the 
camera to a lens height of 7'. 
Min. height 3 feet, max. height 
7 feet.$2995. (Weights and 
accessories additional.)-. 

For Sale, Rent, 
Long Term Leasing. 
Dealer Inquiries Invited 
Immediate Delivery 

TheCamera Martmc. 
456 W. 55th St.. (Set. 9th & IOth Aves.) 
New York. N.Y. (0019 Phone: (212) 757-6977 

IN THE WEST: ALAN GORDON ENTERPRISES INC. /1430 N. CAHUENGA BLVD.,HOLLYWOOD,CALIF. 90028 / (213) 985-5500 

INDUSTRY ACTIVITIES 
Continued from Page 574 

Goddard-the list of the Roach stock 
company graduates is an impressive ar¬ 
ray of film talent. But it was perhaps for 
the association with those giants of 
comedy. Laurel and Hardy, that Hal 
Roach is best known. Under his guid¬ 
ance they developed their distinctive 
style that has delighted audiences for 
forty years. His direct influence in the 
formative years of that comic genius, 
Harold Lloyd, is not so well known, 
however. When they formed their part¬ 
nership to produce comedies in 1915, 
the "Lonesome Luke" series, Roach 
personally directed Lloyd, and it was 
Roach's idea to fit Lloyd with the 
owl-rim glasses that became his trade¬ 
mark in order to avoid any imitation of 
the reigning comedy king, Charlie Chap¬ 
lin. 

Roach features starred many of the 
movie greats—Harry Langdon, Irvin S. 
Cobb, Thelma Todd, Patsy Kelly, Victor 
Mature, Joan Bennett, Fredric March, 
and Adolphe Menjou. Babes in Toyland, 
Fra Diavolo, The Bohemian Girt with 
Laurel and Hardy, One Million, B.C. 
(1940), Road Show (1941), and Turn¬ 
about (1940) are among the feature 
films for which Roach is best known. 
Ironically, however, of the 30 features 
that Roach directed or produced, the 
most famous is not a comedy. Of Mice 
and Men (1939), directed by Lewis 
Milestone, is a moving and faithful, but 
strikingly visual adaptation of the Stein¬ 
beck novel, starring Burgess Meredith 
and Lon Chaney, Jr., as the ill-fated 
drifters at odds with life. 

CINE ANNOUNCES 1970 GOLDEN 
EAGLE FILMS FOR INTERNATION¬ 
AL COMPETITION 

CINE has announced the list of 176 
nontheatrical, television documentary 
and short subject films chosen to repre¬ 
sent the United States in international 
competition abroad during the coming 
year. 

The winners were selected from 642 
entries, with the Board of Directors of 
CINE sitting as a final jury. CINE, The 
Council on International Nontheatrical 
Events, is starting its thirteenth year as 
the organization which selects official 
United States entries for international 
film and television events abroad. 

In recognition of the fact they have 
been chosen to represent the United 
States in international festivals, and of 
their intrinsic cinematic excellence, the 
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winning films will each receive a special 
CINE award. Films of professional 
standard are awarded the CINE Golden 
Eagle, while amateur films receive the 
CINE Eagle. Sixteen CINE Eagles and 
160 Golden Eagles were voted this year. 

Current American public concerns 
are reflected in the subject-matter of the 
winning films. While the range is as wide 
as ever, from space technology to ab¬ 
stract art, marked upsurges are noted in 
the number of films treating social 
problems and in those dealing with 
efforts to preserve man's environment 
and the balance of nature. Nine of the 
winning films fell into each of these two 
categories. 

Golden Eagle and CINE Eagle films 
are chosen through an exhaustive series 
of screenings by regional juries, semi¬ 
final juries and then the final screenings 
in Washington. More than 300 expert 
jurors participated this year, including 
specialists in a dozen subject-matter 
fields and nationally known film execu¬ 
tives and critics. 

The Golden Eagle and CINE Eagle 
award certificates will be presented to 
producers and sponsors of the winning 
films at CINE's annual Awards Ceremo¬ 
ny and Exhibition of Films of Merit to 
be held on November 12-13 in Washing¬ 
ton. On that occasion, international 
trophies won by the films will also be 
presented by ambassadors and other 
diplomats of the countries where the 
festivals are held. 

• 

GENE AUTRY'S LOT TO BE FULLY 
UTILIZED WITH FORMATION OF 
NEW GOLDEN WEST PRODUCTION 
CENTER 

The formation of The Golden West 
Production Center has been announced 
by KTLA Vice-President and General 
Manager, Doug Finley. 

This new film production facility, 
utilizing the studios and space located 
on Gene Autry's Golden West Broad¬ 
casters 10.2-acre lot in the heart of 
Hollywood, will be headed by former 
independent motion picture producer. 
Bill Watkins. 

According to Finley and Watkins, the 
center is operational now and they are 
actively soliciting the business of film 
producers who wish to use GWPC as a 
headquarters for producing commer¬ 
cials, industrial films, TV series, specials, 
and features. 

"Preliminary research indicates the 
whole industry is hungry for a medium- 
size production facility that can offer 
various size stages for both sound and 

Continued on Page 579 

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 1932 

HOUSTON PHOTO PRODUCTS, INC. 
655 E. 20th St. Yuma, Ariz. 85364 

Phone: (602) 782-3677 
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/ / 
GET THE PACKAGE DEAL FROM / / /V//^\\V 

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 

THE ULTIMATE IN POWER PACKS 

Compare these FEATURES! 

- Drives ALL AURICONS, ARRI BL, ECLAIR NPR 

Crystal-Controlled (50Hz available) 

Weight-4 Ibs/Up to 3000f Cap. 

Full Power at Sub Zero Temp. 

Sensing circuit guards against overloads. 

Field-Tested for six months. 
Model 50 cc 

MARK II Contact: 

Alan Gordon Enterprises 

SOS Photo Cine Optics, Inc. 
Victor Duncan, Inc. 

or Write: 

Jran*i*t - 0-Sound 
85 I N. Eus+is Drive 

INDIANAPOLIS, INDIANA 46229 PATENT PENDING 

) 

> 

) 
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INDUSTRY ACTIVITIES 
Continued from Page 577 

silent shooting, editorial services, mill 
and scenic facilities, projection rooms, 
and office space. At Golden West Pro¬ 
duction Center, we will be able to gear 
for the filming of everything, from a 
simple insert shot to a full-scale feature 
film,” said Watkins. 

"Our concept is to not only offer 
rental space,” explained Watkins, "but 
to make available all the necessary 
equipment and technical personnel 
needed for the type of job the producer 
wants to do. We will tailor a package to 
fit the producer's needs. We believe New 
York film producers will be particularly 
interested in this kind of arrangement, 
inasmuch as they will be able to avail 
themselves of a temporary base of oper¬ 
ations, as well as obtain the services of 
our West Coast-oriented production 
managers who know the area, the local 
crews, and the prevailing local produc¬ 
tion rates," Watkins added. 

The formation of The Golden West 
Production Center is another step in the 
overall expansion of Autry's Golden 
West Broadcasters. The formation of a 
Video-Tape Division at KTLA was an¬ 
nounced last summer. 

A remodeling program of the studios 
has made the facility one of the most 
modernly equipped operations in the 
country. Its Stage 6, which has a history 
dating back to production of silent films 
and Al Jolson's "The Jazz Singer", is 
now the largest and best equipped 
video-tape stage on the West Coast. 

A total of nine stages are located on 
the block-sized property, and all of 
them can be used interchangeably for 
video-tape or film. KTLA's extensive 
remote equipment, including the sta¬ 
tion's Telemobile and new jet Tele¬ 
copter, is also available for production 
jobs. 

With the formation of The Golden 
West Production Center, and the recent 
move of Golden West Broadcasters 
headquarters and its AM outlet—KMPC 
—into the colonial building at 5858 
Sunset, the entire 10.2-acre lot will be 
at full utilization for the first time since 
GWB purchased the property from Para¬ 
mount Pictures in 1967. 

In addition to use of the lot for 
production of the "Doris Day Show" 
last season, these stages, which were 
part of Warner Bros, original Hollywood 
home, have been used for production 
for such shows as "Gunsmoke'' and 
"Get Smart". 

"Flexibility, know-how, and location 
Continued on Page 581 

No zooms on our cameras 
are ever 

Ever see a zoom lens with 
lousy focus? Or, worse yet, one 
which looks good on the ground 
glass but mushes out on film? 
Chances are you have . . . but 
not with a lens from Victor 
Duncan. We go to elaborate 
lengths to make sure you don’t 
get a zoom with the hiccups. 
For instance, our technicians 
mount these lenses within 
exceedingly fine tolerances in 
quality mounts of stainless 
steel or hard aluminum alloy. 
Camera depth, from film plane 
to turret face, is also precisely 
maintained. ★ ★ ★ Putting two 
and two together is an impor¬ 
tant part of our business. That 
way, we make sure that you 
come out even. 

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 
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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. 

c E 
E 

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. 

O 17-85mm. With or with- 
■ out focusing viewfinder. 
Motorized or manual controls. List 
prices start at $208. 

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

985-3963 Bob Jones (West) 

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

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

(213) 

ANNOUNCING 
PROFESSIONAL CINEMATOGRAPHY 

By CHARLES G. CLARKE, ASC 

Professional Guidance For Aspiring Cinematographers 

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

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

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

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   

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

City 

$ oo State Zip. 

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

International Money Order or US funds. 

J 
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INDUSTRY ACTIVITIES 
Continued from Page 579 TYLER CAMERA SYSTEMS EH 

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 - e/o EGON STEPHAN 
801 N.W. 111th STREET MIAMI, FLORIDA 33168  TEL. (305) 757-5988 

SHOOTING IN FLORIDA OR CARRIBEAN? RENT FROM 

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

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

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

will be the key words for The Golden 
West Production Center and the entire 
communication-production complex," 
Watkins emphasized. "We will be able to 
offer a client the choice of using either 
film or tape, or both if he so desires, 
without him having to move his opera¬ 
tion to the other side of town." 

Assisting Watkins at the Production 
Center are Production Manager John 
Thiele, a former commercial, industrial, 
and feature film director and producer, 
and Producer Wayne Chestnut, who was 
previously involved in free-lance com¬ 
mercial production and direction. Wat¬ 
kins and his staff are presently head¬ 
quartered on the lot at 5800 Sunset 
Boulevard. Allied service personnel are 
currently moving in on a contract basis. 
Technical personnel and crews will be 
added according to production require¬ 
ments. 

• 

USIA'S BRUCE HERSCHENSOHN 

WINNER OF A FLEMMING AWARD 

Bruce Herschensohn, Director of the 
U. S. Information Agency's Motion Pic¬ 
ture and Television Service, has been 
named a winner of the Twenty-Second 
Annual Arthur S. Flemming Awards. 

The program each year honors the 
ten outstanding young men in the Fed¬ 
eral Government. 

In nominating him, USIA Director 
Frank Shakespeare said: "Herschensohn 
has made a vital contribution to the 
Agency by his creative spirit, imagina¬ 
tion and vigor. He is truly an outstand¬ 
ing talent who, in my judgment, has 
benefited this country greatly by his 
work." 

In 1969, 13 USIA films won 19 
international awards or citations, of 
which 11 were major awards. Hundreds 
of millions abroad annually attend 
showings of USIA films, and the 
Agency's television programs have been 
telecast by some 2,600 TV stations in 
more than 100 countries. 

Herschensohn is the eighth U.S. In¬ 
formation Agency officer to be selected 
for the Arthur S. Flemming Awards, 
sponsored by the downtown Jaycees of 
Washington, D.C. John Chancellor, then 
head of the Voice of America, was the 
previous USIA recipient, in 1967. 

In 1968, Herschensohn was chairman 
of the American delegation to the Karl- 
ovy-Vary (Czechoslovakia) Film Festival 
and last year was a member of the 
American delegation to the Moscow 
Film Festival. - ■ 

Who knows more about building film 
processors than Filmline? Nobody. And 
everything we've learned has gone 
into our newest Ektachrome processor, 
the FE-50. It is top quality equipment 
at a sensible price . . . the result of 
Filmline’s productive know-how. De¬ 
signed and engineered to fulfill the 
requirements of both large and small 
TV stations the FE-50 is the most 
versatile, fully automated Ektachrome 
processor ever built. 
■ EXCLUSIVE OVERDRIVE SYSTEM - 

guarantees against breaking or 
scratching film. The system is so 
sensitive that film can be held man- 

ADDITIONAL FILMLINE FEATURES: 
■ Stainless steel air squeegee ■ Impingement 
dry box ■ Torque motor for takeup ■ Leak- 
proof pumps for chemical solutions ■ Tem¬ 
perature controlled by precision thermistor 
controllers ■ Construction — all metal ■ Tanks 
and component parts are type 316 stainless 
steel. 
Recent FE-50 Installations: WEAT-TV, WCKT-TV, 
WMAL-TV, NBC, CBS, WTOP-TV, A-1 Labs, Precision 
Labs, Film Service Lab. v  

ually while machine is in operation, 
without breaking film or causing 
lower film assemblies to rise. 
Provisions for extended develop¬ 
ment to increase ASA indexes to 
250 and higher are incorporated. 
Machine threadup allows use of 
standard ASA indexes or acceler¬ 
ated indexes because of Filmline’s 
Film transport system features. 

■ EASY-TO-OPERATE—automated con¬ 
trols make this an ideal machine 
for unskilled personnel. 

■ VARIABLE SPEED DRIVE-speed 
range of 5 FPM to 60 FPM for 
Ektachrome emulsions. 

Now available: Filmline FE-30 Ektachrome Proc¬ 
essor. Speed - 30 FPM. Complete with Replenish¬ 
ment System . . . $15,750. F.O.B. Milford, Conn. 

For more details write: 
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E COLUMBIA a 6 COLLEGE 1 C 1 
E COLUMBIA a 1 COLLEGE a 

Approved for Veterans 

A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin¬ 
guished faculty. 

Now Registering. Write for a descrip¬ 
tive brochure. 

COLUMBIA COLLEGE 
2328 West Seventh Street 

Los Angeles, Calif., 90057 

Dunkirk 8-0551 

Precision Film Editing Enniiment 

$291.06 

$59.50 

"PRECISION” MODEL 800 RL OPTICAL MAGNETIC SOUND Mode| 800 RL 
READER, shown mounted on a base with a “Precision" Model viewer Model s-16 
S-16 mm Jr. Viewer to obtain perfect lip-sync matching of pic- Base Mode) 110o 
ture to track. 

NEW “PRECISION” 
FILM EDITOR 

Magnetic 
film and 
tape 
sound 
reader 

Model 700 
$213.84 

Optical 
Sound 
Readers 

Optical 
Magnetic 
Sound 
Reader 

Model 800 
$280.26 

Model 600 RL 
S210.60 Model 600 

$199.80 

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

DIVISION OF PRECISION CINE EQUIPMENT CORPORATION 
894 East 51st Street Brooklyn, N.Y. 11203 

WHAT'S NEW 
Continued from Page 510 

with background noises such as air¬ 
planes, trucks, machinery, crowds and 
other disturbing environmental sounds 
originating at a distance. 

By means of a novel distance discrim¬ 
inating network, integral with the mi¬ 
crophone, the user can switch from a 
Super Omni mode to a Noise Cancel 
mode. In Super Omni mode, all sounds 
both near and far are picked up uni¬ 
formly over extremely wide acceptance 
angles. In the Noise Cancel mode the 
microphone responds to near sources of 
sound while greatly suppressing sounds, 
over a broad frequency spectrum, which 
originate at a distance. 

According to Dwin R. Craig, Presi¬ 
dent of INGENUICS, "the new micro¬ 
phone should become a significant fac¬ 
tor in the war against 'audio pollution' 
in recording and broadcasting. Besides 
the obvious advantages of being able to 
reject unwanted sounds, at will, the 
microphone will also suppress auditori¬ 
um reverberations, feedback from P. A. 
loudspeakers and will give improved 
separation in stereo systems." 

The microphone, not yet named or 
priced, will be publicly demonstrated in 
Washington, D. C. at the A.F.C.E.A. 
Show in June and the NAVA Conven¬ 
tion in July. 

ROSCO COLOR MEDIA DRAWER 

The question of where and how to 
store sheets of color lighting media has 
apparently been solved successfully with 
the introduction of the Rosco Color 
Media Drawer. Designed by Rosco Lab¬ 
oratories, the leading manufacturer of 
color media, the convenient stackable 
unit is constructed of heavy-gauge, 
treated, corrugated board. The easy 
pullout drawer nests within its protec¬ 
tive, fully enclosed sleeve and accepts 
full size 20"x24" sheets of lighting 
media. Sheets stay flat, fresh, clean and 
ready to use. 

According to Rosco President, Stan 
Miller, "most users of lighting media 
don't have expensive metal storage 
drawer cabinets, so the material is kept 
in envelopes. Or, worse still, uncovered 
on a dusty shelf. We developed the 
Color Media Drawer as a low cost, 
convenient way to store this material 
safely and properly until it is used." 

The Rosco Color Media Drawer is 
available now through Rosco dealers at 
$3.25. If you're not sure of the name of 
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the dealer nearest you, write to Rosco 
Laboratories, Inc., Harrison, N.Y. 
10528. 

VIDEO VIEWERS PROMISED RELIEF 
FROM RAPID COLOR SWITCHING 

Color television watchers can look 
forward to relief soon from commercial- 
to-commercial color balance changes 
during local station breaks, according to 
E. P. Genock, Eastman Kodak Company 
executive and chairman of the television 
committee of the Association of Nation¬ 
al Advertisers. 

With agreement by the three TV- 
commercial networks, advertisers and 
film producers, it is expected that start¬ 
ing June 15, all 16mm prints for televi¬ 
sion will be color balanced at a projec¬ 
tion color temperature of 5400 degrees 
Kelvin, he said. 

Genock, Director of Broadcast Ad¬ 
vertising for Kodak, pointed out that 
most 16mm projectors now used for 
judging color prints for television have 
incandescent light sources of 3200 de¬ 
grees Kelvin. Industry experts believe 
that projectors having light sources of 
5400 degrees Kelvin, closer to the color 
temperature of home receivers, will per¬ 
mit more accurate color balancing. Pres¬ 
ently, 16mm prints for television are 
being timed at laboratories at two stand¬ 
ards—3200 degrees Kelvin and 5400 
degrees Kelvin, he told a Society of 
Motion Picture and Television Engi¬ 
neers' (SMPTE) conference. 

"Thus, resulting color balance at the 
home set can switch rapidly, when a 
series of 10, 20, or 30-second local 
station color commercials follow each 
other in quick succession," he said. 

While most viewers' eyes can adapt 
with little discomfort to color balance 
changes over a half hour program, 
Genock reported that a quick succession 
of variously color-balanced short an¬ 
nouncements can result in frustrating 
and unpleasant color results for particu¬ 
lar and meticulous home viewers. 

The ultimate objective, according to 
Genock, would be a total standardiza¬ 
tion of color transmission. But this can 
be realized only as each variable in a 
long chain is recognized, identified and 
more tightly controlled. 

Among variables which require con¬ 
trol are negative exposure of the scene 
or product, intermediate negative and 
optical transfers, corrective color timing 
in the laboratory for the projection 
print, reduction of originals to a 16mm 
version, projection from telecine at the 
network or local station, adequate elec- 

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

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

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

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

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

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

V 
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Announcing the only 
film magazine 

rated "M" □□□□□□□□□ 

□□□□□□□□□ 
“M” for mature. 

SHOW Magazine: it shows and tells you everything fresh 
and exciting in films and the arts. Underground, above¬ 
ground, behind a hand-held camera or at the world's most 
glamorous film festival — SHOW takes you anywhere any¬ 
thing important is happening. 

In its format, too, SHOW Magazine says a lot about the 
visual arts. Poster-size pages ... gobs of color... exuberant 
graphics .. . great pictures ... all make SHOW a grand gal¬ 
lery, stage or theatre, for its special subjects. 

If you'd walk out of a movie that bores you, no matter 
who called it ART ... if you'd get a kick out of being first to 
know who's going to play Portnoy ... if you have your own 
ideas about the loser-hero gunning for his fate on a motor¬ 
cycle ... you'll enjoy seeing SHOW each month. 

Critical, witty, nostalgic (what's going to happen when 
John Wayne wanes?), SHOW is a front-row center insight 
into all the things you want to know about. Not just in films, 
but in dance, the visual arts, music and the legitimate 
theatre. And the people who contribute to SHOW are not 
outsiders, but men and women who are the real movers 
and shakers in the arts they write about. 

For a limited time only SHOW is offering you a Charter 
Subscription for only $6.00 — half the regular newsstand 
price for these 12 issues. So for a big, beautiful adventure 
in the lively arts, fill out the coupon and mail it now. 

The Magazine of 
Films and the Arts 

COMING IN 

SHOW 
• Two new Tschaikovsky 

films: homosexuality vs. 
homage to greatness. 

• Pro and con on the 
triple-screen film of the 
Woodstock Festival. 

• How the "high-budget" 
movies retard social 
progress. 

• Why "plot" movies may 
soon be dead. 

• Alan Arkin's satiric 
journal: the filming of 
Catch 22. 

• Are movies like Z a new 
weapon in the arsenal of 
the revolution? 

• Milos Forman's hilarious 
new script on marijuana. 

• Black movies of the '30's. 

• Novelist Anthony 
Burgess' screenplay on 
the sex life of William 
Shakespeare. 

• The star system of 
underground films: don't 
be beautiful, be bizarre. 

Plus articles by and about: 
Budd Schulberg, 
Sir Laurence Olivier, 
Nicol Williamson, 
Robert Shaw, 
Fred Zinnemann, 
Dirk Bogarde, Robert Bolt, 
Francois Truffaut, 
Mike Nichols. 

SPECIAL CHARTER SUBSCRIPTION 
SHOW, P.O. Box 54874 
Terminal Annex, Los Angeles, Calif. 90054 
Please enter my Charter Subscription to SHOW for 
one year (12 issues). I understand I will pay only the 
special Charter price of $6.00 for my one year sub¬ 
scription—(A the newsstand rate of $12. (The regular 
subscription rate is $10 per year.) 

Name  
(please print) 

Address  

City  

State Zip  
□ SAVE MONEY: Enclose payment now and we'll 
send you 2 additional issues at no extra charge. That's 
14 issues for only $6.00. 6-724 

tronic control during transmission, and 
"an analytic eye and corrective action at 
the control knob of the home set." 

The current trend to 5400 degrees 
Kelvin viewing conditions for profes¬ 
sional screening and evaluation of color 
commercials makes this a good time to 
standardize, Genock said. "This color 
temperature approaches more closely 
the balance or appearance of delivered 
signals on the home TV set." 

To make the most of color film 
potentials, John Stott, also of Kodak's 
Broadcast Advertising group, suggested 
using a standard preview room, where a 
neutral gray surround prevents the eye 
from compensating for badly-balanced 
color. 

Or films should be previewed against 
SMPTE sets of standard slides, he urged, 
particularly for skin tones. Stott demon¬ 
strated this with his slide talk "Seeing is 
Believing." 

Cost figures showing how middle 
market television producers will usually 
find it less expensive to cover a small 
event on film were presented by Ernie 
Crisp, Kodak Motion Picture and Educa¬ 
tion Markets Division, in another talk. 
The cost of documentaries or industrial 
type motion pictures is still much less 
on film than by any other medium, he 
said. 

AMATEUR MOVIE EQUIPMENT 
HOLDS PROMISE FOR COST- 
PLAGUED TV NEWS DEPARTMENT 

Low-cost motion picture equipment 
designed for amateurs can rescue the 
newsfilm operations of hundreds of 
independent TV stations currently 
plagued by mounting production costs. 

This view was expressed in a paper 
delivered at the recent semiannual tech¬ 
nical conference of the Society of Mo¬ 
tion Picture and Television Engineers by 
Richard Neville, Executive Producer- 
Film, of Chicago's WGN-TV, the coun¬ 
try's largest independent TV station and 
one of the first to use newsfilm for local 
news coverage. 

Neville said the recent development 
of a Super-8mm sound-on-film system 
by the Synchronex Corporation repre¬ 
sents a significant step towards the 
solution of the newsfilm industry's cost 
problem. 

Neville told the SMPTE group that 
the news departments of many smaller 
and medium-size TV stations are severe¬ 
ly hampered by rising production costs, 
particularly in film which may account 
for as much as two thirds of operating 
expenses. Many stations, he said, are 
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723 Seward St., Hollywood. California / 90038 

(213) 467-8185 

COMPLETE MOTION 
PICTURE TITLE SERVICE 

v J 

SAN FRANCISCO 
•1*1 mm 

COLOR NEGATIVE¬ 
POSITIVE 

Write lor price list. 

CINE-CHROME LABS., INC 
4075 Transport St./Palo Alto, Calif. 94303 
Phone (415) 321-5678 

FOR ALL 16mm LAB SERVICES 

WESTERN (fye 
312 S. Pearl St.-Denver, Colo. 80209 

8764 Beverly Blvd., Hollywood, Ca. 90048 

NAGRA IV 
RECORDERS 

IN STOCK 
America’s Midwest distributor 
of professional recording, mo¬ 
tion picture, audio-video and 
broadcasting studio equipment. 

^ AUDIO DISTRIBUTORS, INC./ 
2342 S. Division Ave 

Grand Rapids, Michigan 49507 
(616) 452-1596 

WE BUY, SELL, 
TRADE 

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 CAUF 

curtailing film coverage of local news. 
One major independent in the Chicago 
area has suspended newsfilm operations, 
he said. 

The WGN producer showed the 
group a 90-second film of Earth Day 
(April 22) activities in Chicago filmed 
complete with sound by the WGN news 
department using Synchronex equip¬ 
ment. The equipment, said Neville, 
weighs only six pounds and since the 
cameraman carried the microphone in 
his coat pocket he was able to film and 
record without assistance. 

TV newsmen are already interested 
in the Super-8 format, according to 
Neville. He disclosed the results of a 
survey of 480 independent stations' 
news directors. Over 80 percent of the 
330 who responded to the WGN survey 
indicated they were interested in the use 
of Super-8 equipment. Reasons given 
most often were the lower cost of 
Super-8 equipment and film plus the 
greater mobility of the smaller and 
lighter cameras. 

Neville said TV news departments 
which now spend upwards of $50,000 a 
year on film stock alone could reduce 
their film costs to about $25,000 with 
Super-8 for the same amount of foot¬ 
age. He noted also that Super-8 can be 
processed in about half the time re¬ 
quired for an equal amount of 16mm. 
This, he said, is an important factor in 
getting coverage of fast-breaking stories 
on the air as soon as possible. 

Cable TV stations may be well ad¬ 
vised to investigate Super-8, Neville said. 
This is because they will be required to 
carry originally produced programming 
by order of the F.C.C. "Starting from 
scratch, it will cost them less to go 
Super-8." 

In reply to broadcasters who may be 
sceptical about Super-8 because of its 
smaller size, Neville reminded his audi¬ 
ence that the same criticism was made 
of 16mm when it first challenged 35mm 
for leadership in the newsfilm industry. 
He noted also that newspaper still pho¬ 
tographers long resisted switching from 
the old 4X5-inch camera to the smaller 
2%X2!4-inch and 35mm formats. "When 
was the last time you saw a news 
photographer with a 4X5 Speed Graph¬ 
ic?", he asked. 

Neville concluded his presentation by 
calling on the industry to develop more 
contemporary cameras, processing and 
broadcast projection systems. 

He said the industry had dropped 
behind. "We have retreated through lack 
of action. The amateur home movie 
makers are ahead. The electronics (vid¬ 
eotape) industry is stepping out in front 
while we film makers continue to make 

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 

B&M 
THE INNOVATORS IN 
LIGHTING EQUIPMENT 

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. AC6-O 

cBardw8ll^sGMcAlisfet <1qc: 
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 
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DEVELOPING 
service 
on mm 
Ektachrome 
Commercial 

bebell 
MOTION PICTUOE LIS 0IVISI0N 
416 West 45 St. 
New York 10036 
(212)245-8900 

WRITE, 

PHONE 

FOR 1970 

PRICE 
BOOK. 

small improvements in existing equip¬ 
ment and systems. We need to develop a 
whole new system. We need camera gear 
that is less complicated to operate, 
weighs less and produces a product of 
high quality with less time in the editing 
and processing stages." 

Super-8, in Neville's view, can be the 
answer. 

INGENUICS CONTRACTS FOR NA¬ 
TIONAL DISTRIBUTION OF 3-D 
MOVIE SYSTEM 

INGENUICS, INC., of Gaithersburg, 
Maryland and FCS Communications 
Corp., of Rockville, Maryland signed an 
agreement whereby FCS Communica¬ 
tions becomes the exclusive national 
representative for marketing the 16mm 
In Vision System manufactured by IN¬ 
GENUICS. The InVision System per¬ 
mits any ordinary movie to be projected 
for 3-D viewing by large or small audi¬ 
ences and sells for just under $2,000. 
The agreement calls for the sale of at 
least 900 Systems through 1975. In- 
Vision is the only System of its kind on 
the market. 

INGENUICS was formed in 1968 
through purchase from a major aero¬ 
space firm of some 30 products in 
various stages of development. Since 
then, half a dozen products have been 
advanced to the marketing stage. FCS 
Communications and its subsidiaries are 
engaged in marketing, advertising, print¬ 
ing, film production and related areas of 
audio/visual communications on a na¬ 
tional scale. 

Frank C. Strunk, President of FCS 
Communications said "The impressive 
performance of the InVision System has 
prompted us to enter the equipment 
marketing field, especially with respect 
to equipment so closely related to the 
services we provide." Dwin R. Craig, 
President of INGENUICS, remarked 
"This agreement could be the forerun¬ 
ner of others with FCS Communications 
to provide marketing outlets for related 
INGENUICS products." 

JOINT UFA-OHIO STATE U. 
ANIMATION WORKSHOP 

Plans are in process for the Univer¬ 
sity Film Association, in conjunction 
with the Ohio State University, to con¬ 
duct an Animation Workshop. This 
Workshop will follow the annual Univer¬ 
sity Film Association Conference. The 
UFA Conference will be held the week 

Continued on Page 591 

Reflectasol 

LARSON ENTERPRISES, INC. *12817 SO. BROADWAY 

LOS ANGELES, CALIF, 90061 • PHONE (213) 323-3252 

HARRISON * 

CAMERA & 
LIGHTING CORP. 

RENTALS AND SALES OF MOTION PICTURE 
EQUIPMENT AND SUPPLIES 

Harrison, where the service is 24 hour service 
6745 N. E. 3rd Ave., Miami, Fla. 33138 (305) 758-4409^ 

nr 
JEM 

16 mm & Super 8 > 
EXTACHROME PROCESSING 

Si 
_ r*r 

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 

BEHIND-THE-LENS FILTER HOLDERS 
For Angenieux lenses on all Arriflex 16, Eclair NPR 
and CM3 cameras, and for the 25-250 Angenieux for 
3 5 mm - - in kits with gel cutter, tweezer, spare gel 
container and other convenience features. 

Ask for brochures 

CUSTOM PHOTOGRAPHICS 
P. O. Box 25007, Portland, Oregon 97225 • 503-292-5569 

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  035 

LABORATORY STOCKS 
7387, 7253, 7385, 7234, etc. 

MAGNETIC SOUND 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 exchange 
11555 VENTURA BLVD. 

STUDIO CITY, CALIF. 91604 
(213) 985-3303 

586 AMERICAN CINEMATOGRAPHER, JUNE, 1970 



QUALITY OPTICS 
PRECISION ELECTRO OPTICAL/MECHANICAL SYSTEMS 

440 MERRICK RD. 
OCEANSIDE, 
NEW YORK 11572 

(516) 678-3520 

cHiyGHIGlIXcorporation of 

rosco 
coton media 
ROSCO, HARRISON, N ,Y. 10528 

PROFESSIONAL LAMINATED 

SOUND STRIPING 

THE 

$.03 Per Foot—$11.40 Min. Charge 
1 8991 RADBY ST. 

LA PUENTE, CALIF. 91745 1 

(Rowland Heights) 
FAST SERVICE-FREE BROCHURE 

Since 1958 

SUPER 8’ 
CO. 16mm 

& REG. 8 

SUPER-8 
8mm or 16mm Tffovie 

DUPLICATES 
Finest-Quality Kodachrome 

COLOR or BLACK & WHITE 
"AT "AT 

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

★ ★ ★ 
/ FAST SERVICE on MAIL-ORDERS. 

J Finest QUALITY Work. 
* Guaranteed SATISFACTION! 

^ ^ 
Send for our Latest PROFESSIONAL Price-List. 

Write Dept. “A” 

'rty<xC(<fCV<XOcC VALLEY FILM LABS. 
2704 W OLIVE Ave, BURBANK, CALIF. 91505 

BOOK OEVIEW 
MARY PICKFORD, COMEDIENNE By 
Kemp R. Niver. Edited by Bebe Berg- 
sten. Los Angeles: Locare Research 
Group. 1969. Profusely Illustrated. 159 
pages. 

This book covers the early career of 
one of the all-time greats of motion 
pictures, Mary Pickford. It concentrates 
on the early talent she displayed as a 
comedienne. 

A.S.C. Associate Member Kemp R. 
Niver has put together an engrossing 
selection of stills and an informative 
commentary on some of Miss Pickford's 
Biograph pictures made between 1909 
and 1912. The stills have been taken 
directly from the 35mm paper prints 
deposited with the Library of Congress 
and restored over a ten-year period by 
Mr. Niver. 

Actually, Mary Pickford was much 
more than a highly successful motion 
picture star. She was a talented and 
skillful actress. She was also a producer 
of note and was a founder of the United 
Artists Corporation. Over the years she 
made many noteworthy artistic contri¬ 
butions to motion picture technology so 
it is fitting that the early career of this 
outstanding figure in the motion picture 
industry be examined. 

Miss Pickford entered motion pic¬ 
tures in April 1909 at the New York 
Biograph Studio under the auspices of 
director D.W. Griffith. She appeared as 
part of a group scene in a comedy called 
HER FIRST BISCUITS. Although it 
was her first appearance before a mov¬ 
ing picture camera, the author notes "it 
was approximately the 110th motion 
picture directed by David Wark Grif¬ 
fith.” The cinematographer was the 
great G.W. "Billy" Bitzer. 

Mary Pickford remained with Bio¬ 
graph for nearly three years, averaging at 
least one film a week. Although most of 
her roles were dramatic, Griffith recog¬ 
nized her ability as a comedienne and 
whenever possible cast her in comedy 
roles. As Mr. Niver states, "Much has 
been said of Mary's subsequent world- 
renown as a dramatic motion picture 
star, but rarely has her talent as a 
comedienne been given the attention it 
warrants." This book concentrates on 
those films in which Miss Pickford 
appeared as a comedienne, either as a 
principal actress, or in a supporting role. 

Whenever possible, the author lists 
the complete cast, credits and the site of 
filming for each picture. All of them 
were directed by Griffith and either 

CREATE THE 
Right MOOD 
EVERY TIME 
with the 

"MAJOR" 
PRODUCTION 
MUSIC 
LIBRARY 

"MAJOR" offers you a full 
70 hours of the finest music 
now available from our 
comprehensive collection of 
Classical, Rock, Romantic, 
Country and Western, 
Travelogue, Jazz and more 
than twenty-five other 
categories, for background 
production music for titles, 
bridges, background—for 
scoring, editing, recording and 
dubbing music for your: 

• FEATURE PRODUCTIONS 
• DOCUMENTARIES 
• TV FILMS 
• ANIMATION 
• INDUSTRIAL FILMS 

"MAJOR" specializes in sound 
-you get exceptional technical 
know-how and beautifully- 
recorded original music on 
LP records or %-lnch Tape, 
or on 16 or 35mm Mag. Tape 
ready for a mix. 

IMPORTANT: "Major" owns its own 
copyrights on all production mood mu¬ 
sic in its library. World rights available to 
you on a completely sound legal basis. 
Music re-recording and performance 
rights available on a "per selection" or 
"unlimited use" flat fee arrangement. 

WRITE FOR 150-PAGE CATALOGUE: 

THOMAS J. VALENTINO 
INCORPORATED 
Established 1932 

150 W. 46 St. New York 10036 
or phone (212) 246-4675 
Also available: Detailed Catalogue 

of our complete LP library of 

over 500 Sound Effects. 
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NEW 
ultra-smooth 

extra light head 

for cameras 
to 100 lbs. 

fdcONNOR 

FLUID CAMERA HEADS 
O'Connor Engineering Laboratories, Inc. 
3490 E. Foothill, Pasadena, Cal. 91107 

Model 100. 
• Extremely light-16 lbs. 
• Camera is quickly mounted 
with new tie-down "cinch lever." 
• Super smooth panning/tilting. 
• Pan and tilt drag adjustments. 
• Independent pan and tilt locks. 
• Camera is counterbalanced. 
• Rotates on ball bearings. 
• Overriding feature permits 
quick return on pan and tilt. 
• Sealed against water, dust, etc. 
• Operates from —0° to +120°F. 

I6mm EKTACHR0ME ECO-7255 PROCESSING 
I6mm EKTACHROME ME-4 PROCESSING 
I6mm COLOR WORKPRINTING (I DAY SERVICE] 
I6mm RELEASE PRINTING 
I6mm SOUNDTRACK APPLICATION 
I6mm ULTRASONIC CLEANING 

I6mm CREATIVE & CONFORMING EDITING 
I6mm CREATIVE SOUND PRODUCTION (INTERLOCK) 
PROFESSIONAL SLIDE PRODUCTION 
TRANSPARENCY DUPLICATION FROM 
35mm TO 30"x40" 
35mm FILMSTRIP SERVICE 

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

photographed by Billy Bitzer, Arthur 
Marvin, or both. The earliest pictures 
were initially made in the New York 
City studio with locations in and around 
Fort Lee, New Jersey, but during Miss 
Pickford's eleventh month at Biograph 
the company moved to Los Angeles, 
California for extended filming. 

She appeared in the first Biograph 
California production, THE THREADS 
OF DESTINY, written and directed by 
Griffith. Some of the California loca¬ 
tions used were the Santa Monica Pier, 
Brentwood, Glendale, Verdugo, Eden- 
dale and Los Angeles. After the com¬ 
pany returned to New York, location 
work was resumed at Fort Lee and then 
in and around Cuddebackville, a small 
hamlet in the Orange Mountains about 
75 miles from New York City. 

Some of the titles of these early 
comedies indicate their content: "THE 
NEWLYWEDS", "SWEET AND TWEN¬ 
TY", "GETTING EVEN", "EXAMINA¬ 
TION DAY AT SCHOOL", "ALL ON 
ACCOUNT OF THE MILK" and "HER 
FIRST BISCUITS". Each picture is 
fully described via a reproduction of an 
original Biograph handbill. The frame 
blow-ups are remarkably well done. A 
nostalgic note has been added on the 
fore and backpiece by reproducing 
voucher receipts from some of the early 
Biograph players: Dell Henderson, Ed¬ 
ward Dillon, Clare McDowell, Charles H. 
Mailes, Alfred Paget, George Nicholls 
and W. Chrystie Miller. 

Although this book focuses on a 
little known aspect of Miss Pickford's 
great career, it also documents graphic¬ 
ally an important early period of mo¬ 
tion picture history. 

GEORGE J. MITCHELL 

LIGHTWEIGHT CAMERA BATTERY 
PACK FROM DYNASCIENCES 
OFFERS LONGER LIFE 

The Scientific Systems Division, 
Dynasciences Corporation, has an¬ 
nounced a new lightweight battery pack 
that powers electrically-driven movie 
cameras longer than battery packs now 
on the market. 

The portable pack, which weighs 
only 3% pounds, will drive up to six 
400-foot 16mm film magazines before 
the battery needs recharging. 

The unit features circuitry that pre¬ 
vents overcharging or damage to the 
camera motor should the charger line 
cord be left plugged in while the camera 
is connected to the battery pack. There 
is also a built-in undervoltage circuit 
that prolongs battery life by preventing 
battery discharge below recommended 
limits. ■ 
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OUR NEW ECO 
TURNS INTO SHARPER 

SUPER 8 PRINTS. 

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. 

EASTMAN KODAK COMPANY 
Atlanta: 404/351-6510 
Chicago: 312/654-0200 yr ' j 
Dallas: 214/351-3221 " 
Hollywood: 213/464-6131 
New York: 212/262-7100 
San Francisco: 415/776-6055 



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

ECCO 202 
FILM CLEANING AND 
CONDITIONING SYSTEM 

Cleans Filmstrip and 

Movie Film in 8, 16 

and 35 mm. 

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

See your supplier or write direct for 
literature and prices. 

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

MONTCLAIR, N.J. 07042 

'A'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) 

SHOOT 
SOUND ANYWHERE 

'with portable 115 volt AC power:” 

* RUBYIITEP°CER
 ’ 

' FOR AURICON CAMERAS $269.50’ 
with life-time nickel-cad battery ] 

and charger. 

FILTER SLOT Filmo or Auricon, quick i 
. service. Also Rubylite Microphone . 
* Mixer. Mixes 4 low-z mikes into Auricon ® 
_ or any pro tape or film recorder. _ 
Ut Write for Full Information JB 

^ PHOTOMART 
228 So. Franklin Street 

IHk. Tampa, Florida, 33602 

SUPER 16-~A POSSIBLE 
NEW FEATURE FORMAT 
Continued from Page 523 

working with it as a standard lens. I 
think this is a little bit wrong. As a 
complement to the fixed focal-length 
lenses, I should like to have a zoom lens 
not any longer than three inches maxi¬ 
mum, having a range of about 10mm- 
to-75mm—and, of course, being capable 
of covering the diagonal of the Super-16 
frame at every focal-length. In shooting 
our Super-16 feature, about 10% of the 
scenes were photographed with the 
zoom lens. About 60% of the scenes 
were photographed hand-held. The rest 
were shot from a tripod. 

For this special, semi-documentary 
type of feature I believe in Super-16, 
but there is much more that can be 
done with it. Eastman Color Negative 
7254 is not the only material that can 
or should be used. What about Plus-X or 
Tri-X Reversal—or the new Ektachrome 
Commercial 7252? Perhaps Ektachrome 
EF ("flashed" in the way that I read 
about in American Cinematographer) 
can also be used. Maybe Eastman will 
introduce an even more improved high¬ 
speed color film in the future. It is also 
possible to achieve high quality by 
blowing up directly to Technicolor. 

I believe that there is a future for 
Super-16, because even if the promised 
new 35mm self-blimped hand-held cam¬ 
eras are good, you won't be able to 
shoot very much with the 10 minutes of 
film in the magazine that is on the 
camera. You will still have to carry five 
or six extra magazines and plenty of 
heavy cans of film. 

It should be remembered that Super- 
16 is a system. By that I mean that it is 
not enough simply to adapt a camera to 
the new format. You have to have a 
laboratory available that can process the 
negative without scratches and can print 
the rushes with the larger aperture—a 
lab that can make blow-ups by means of 
the liquid-gate method, using a larger 
aperture on the projector side of the 
optical printer. And there must be 
facilities for synchronizing the sound 
track without scratching. 

Many people have asked if we will 
rebuild cameras to the Super-16 format 
for other cameramen and, of course, we 
can do this. The capacity is perhaps 
three per month. The cost is approxi¬ 
mately $1,000. to $1,500., depending 
upon how old the camera is. However, I 
believe it would be cheaper to buy a 
new camera rebuilt to Super-16 directly, 
from me, rather than buying a camera 
and then sending it to Sweden to be 
rebuilt. ■ 

400' MAGAZINE 
CONVERSIONS 

• CANON SC00PIC 
• D0IFLEX 
• B0LEX 
• BEAULIEU 
• AURICON CINEV0ICE 
Don’t struggle with 100’ loads any long¬ 
er. Save money on fogged film and the 
extra price of film in 100’ spools. Cine¬ 
ma Engineering can convert your camera 
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 
5625 Melrose Avenue 

Hollywood, Calif. 90038 
(213) 467-7154 467-5634 

Industrial 

Colorfilm 
Services 

16mm and Super 8 
Ektachrome Service 

3911 Sinton Road 
Phone (303) 636-1408 

COLORADO SPRINGS 
Colorado 80907 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. * Phila, Pa 19107 
(215) 923-0650 

■ KEM Universal Editing Tables ■ 
■ KEM Standard-Rapid Editing Tables 
■ KEM Transfer and Dubbing Systems 

Revolutionary Systems for the Film Industry 

MECHANIC CORP. 

a division of The Intercraft Corporation 

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

(212) 757-5017 
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Photo 
Processors Inc. 

Now Serving The 
Entire United States 

and Mexico 
With Custom Service 

SB 
PROCESSMG! 

Permits Us To Offer 
1 to 24 hour service! 

★ 16mm Ektachrome 

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

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

Track Application 
★ V2" 4 channel Audition Tapes 
★ Bell & Howell Model 'C' 

No Extra Charge For Express Service 

for further information Write 
or Call: __ 

Photo 
Processors Inc. 

909 N. Congress • Austin, Texas 78701 
Telephone AC 512-472-6926 

WHAT'S NEW 
Continued from Page 586 

of August 16, 1970, on the campus of 
Ohio State University at Columbus, 
Ohio. The Animation Workshop will 
start August 24, 1970 and conclude 
September 4, 1970. 

The Workshop will be conducted by 
Dr. Roy Madsen, Executive Director 
Film, San Diego State University, who 
will be assisted by a professional Cine¬ 
matographer, Mr. Francis Lee, and a 
professional Animator. The Workshop 
will cover the areas of storyboards, 
sound tracks, shooting scripts, art and 
cinematography for Animation. 

Further information concerning the 
Workshop can be had by writing to: 

Animation Workshop, Department of 
Photography and Cinema, Ohio State 
University, Flaskett Hall, 156 West 19th 
Avenue, Columbus, Ohio 43210. 

NEW SPLIT/FIELD 

SPECIAL EFFECTS LENS 

NOW AVAILABLE FROM 

ALAN GORDON ENTERPRISES 

The new Split/Field Special Effects 
Lens is now available from Alan Gordon 
Enterprises Inc. 

Designed for both motion picture 
and still photography, the lens is made 
up of one-half clear glass and a second 
half of a plus lens in various strengths 
including plus Ya, 1, 2 and 3 in series 
sizes of 6, 7, 8, 9 and 4%" diameters. 

Various effects can be created with 
the Split/Field Lens. By focusing on the 
subject through the plus side a second¬ 
ary subject in the clear area can be kept 
in focus. Also, it is possible to throw 
half the picture completely out of fo¬ 
cus, no matter what the lens setting is. 

Other effects include dream se¬ 
quences, subjects in and out of size 
proportion, the sensation of action and 
many more. 

For further information, contact 
Alan Gordon Enterprises, 1430 N. Ca- 
huenga Blvd., Hollywood, Calif. 90028. 

To Classified Advertisers 

Copy deadline for classified ad- < 

vertising is the 1st of month, < 

preceding publication date. MaiM 

copy and remittance to cover < 

cost to 

AMERICAN CINEMATOGRAPHER < 
1782 No. Orange Dr. i 

Hollywood 28, Calif. 

in 
CANADA 

MONTREAL 
and 

TORONTO 
let 

CINEVISION 
supply your 

rental needs. 
CAMERAS 

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

Techniscope 35 Arifs 
• Arri 16 • Arri BL 

(1200' magazines) 
• Eclair 16 • All lenses 

DOLLIES 
• Moviola • Colortran 
• Elemack • Worral 

• Fluid Heads • Tripods 

SOUND 
• Nagra III and IV 
• Electro-Voice and 

Sennheiser 

LIGHTING 
Complete Line of Studio 
and Location Equipment 

Authorized dealers for 
• Mole Richardson 

• Colortran • Sylvania 
• Westinghouse 

CAMERA SERVICE DEPARTMENT 

GENERATORS 

SOUND STAGES 

“Canadian Distributor for 
Sachtler and Wolf” 

CINEVISION 
LTEE 

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

Tel. (514) 487-5010 Tel. (416) 362-6611 
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AN INTRODUCTION 
to 

CINEMATOGRAPHY 

by John Mercer, Ph.D 

Professor of Cinema 
Southern Illinois 

University 

In use at over TOO colleges 

and universities 

★ ★ ★ 

$5.00 Postpaid 

★ ★ ★ 

STIPES PUBLISHING CO. 
10-12 Chester Street 

Champaign, Illinois 61820 

PUT A SOUND TELESCOPE 
ON YOUR TAPE RECORDER! 

YES! It will bring wildlife in CLOSE I 

The Dan Gibson 

SOUND 
PARABOLA 

designed and used by Dan Gibson 
for his nature films. 

....acts like a‘Zoom Mike’,gives superb 
recordings of distant sounds. 

....works on any tape recorder, with 
any microphone. 

....an amazing aid for still and motion 
picture wildlife photography. 

....or just for close observation. 

FREE BROCHURE 
on the Sound Parabola, with tips on 

recording nature sounds and a list of 
records, tapes, and cassettes 

recorded by Dan Gibson with his 
Sound Parabola, Write: 

A-V EXPLORATIONS, INC. 
505 Delaware Ave.Buffalo,N.Y.,14202 

FILM IN THE FAR EAST 
Continued from Page 571 

which are to be built in the parklike 
area surrounding the studio. These 
homes will be available to studio techni¬ 
cians and staff personnel who prefer to 
live in a countrylike suburban atmos¬ 
phere within walking-distance of the 
studio, rather than commuting. A cer¬ 
tain number of the homes will also be 
reserved for visiting artists and techni¬ 
cians as temporary residences while they 
are working on a picture. 

I am taken to visit the proposed site. 
It is located about eight miles out from 
the center of Perth on high ground 
commanding a spectacular view of the 
surrounding countryside. At the mo¬ 
ment the land has the untouched char¬ 
acter of what the natives call “bush'' 
country, complete with kangaroo tracks 
(you can tell how big the kangaroo is, 
I'm told, by measuring the distance 
between his paw prints and his tail 
print)—but the highway that runs out to 
the area is scheduled to become a 
freeway soon, which will put the studio 
within minutes of the center of rapidly- 
expanding downtown Perth. 

I am also shown the completely- 
equipped sound-recording studio, just 
two years old, which Western Interna¬ 
tional is now in negotiations to pur¬ 
chase. A laboratory for processing 
35mm negative and print stocks is also 
very much in the plans, so that the 
studio will be completely self-sufficient 
and free from the delays occasioned by 
having to depend upon outside vendors 
for basic services. 

As far as production personnel is 
concerned, basic staff will be recruited 
from the ranks of experienced local 
technicians, with certain key technical 
positions being filled, it is hoped, by top 
experts in these fields from America and 
other countries. 

Available locally is a contingent of 
well-trained and experienced actors who 
will constitute the basic pool of talent. 
However, established name actors from 
other countries will, when required, be 
contracted to play starring roles in some 
of the productions. 

I am quite positively impressed by 
what I have seen and by the men who 
are heading up Western International 

Pictures. I respect their obvious know¬ 
how in certain technical areas of the 
industry, as well as their complete hon¬ 
esty in admitting the areas in which 
they may not be quite so knowledge¬ 
able. 

I certainly wish them well in the 
realization of their dream, that of bring¬ 
ing a viable, creative and successful 

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

to your specs 
Send lor literature 
519 S. Fifth Ave., 
Mt. Vernon, N.Y. 10550 
(914) 664-5393 

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 

INDIA 
FOR LIAISON AND 

PRODUCTION 
FACILITIES 

ASIAN FILMS 
72 JANPATH, NEW 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

16mm & 35mm b&w processing and 
printing. Complete 16mm COLOR Ekta- 
chrome processing. Magnetic sound strip¬ 
ing for 16mm-8mm and Super 8mm- 

i Vacuumate film 
treatment. 
16mm Optical 
Transfers. 

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

EDITING AND 

ALL POST 

PRODUCTION 

SERVICES 

300 NORTH WINDSOR BLVD. 
Los Angeles, California 90004 
Phone (213) 469-7705 

SOUND 
TRIPING 

AERCO 
Box 171 Pennsauken, N.J. 08110 

To Whatever you have — 

We add the best of New York know¬ 
how to make a professional motion 
picture - and help you sell it. We 
also sub-contract, including feature 
films and commercials. 

Creative Film Completion 

COMMUNICATION ARTS. INC. 
BOX 478, BERNARDSVILLE. 
NEW JERSEY 07924 

201-766-4012 

QUALITY 16mm PRINTS 
Our Specialty 

B&W—KODACHROME—EKTACHROME 
COLOR INTERNEG—POSITIVE 

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

PORTLAND, OREGON 97209 

PHONE (503)224-3835 
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SYNC TRANSFERS 
%” tape to 16mm mag film 

$25.00 per hour* / .02 per 

foot / *minimum $15.00 

SATELLITE FILM SERVICE 
PO Box 6476, San Jose, Calif. 95150 

Watch for another new 

HYDROFLUID PRODUCT 
Write for details to: 

NATIONAL CINE EQUIPMENT, INC. 
37 W. 65th St., N.Y., N.Y. 10023 

BOLEX ACCESSORIES Im 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  

mm FILM COMPANY 

IS 
COVERED 

8V 

MARINA HOUSE 

HONG KONG 

COMPLETE 16/MM & 35/MM 
PRODUCTION FACILITIES 

4  

MOVING? 

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

AMERICAN CINEMATOGRAPHER 

J. Burgi Contner sc 
Director of Photography 

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

P.O. Box F1532 
Freeport, G.B., Bahamas 

feature film industry to Western Aus¬ 
tralia. 

On my last day in Perth, Mr. Alex 
McPhee, Chief Cameraman of Visual 
Education Productions and President of 
the local chapter of the Australian 
Cinematographers Society, asks me if I 
will address a meeting of his members. 

Although this meeting is unscheduled 
and the membership has been hastily 
notified of it, there is a surprisingly large 
turnout. Most of those who attend are 
quite young, but very heavily involved 
in local production. After I give them an 
in-depth technical rundown on the Hol¬ 
lywood approach to film-making, they 
ask a thousand questions, and the quiz 
continues even after the meeting has 
been adjourned and we have all repaired 
to a nearby pub for a pint or two of 
that good Australian beer. 

As I board the QANTAS jet a few 
hours later for the long haul between 
Perth and Sydney, I am still in the 
afterglow of contact with this group of 
eager young technicians who are so 
turned on by the sheer excitement of 
working in our very exciting industry." 

SYDNEY 
All the way en route across the 

Australian continent I keep thinking 
how regrettable it is that urgencies back 
in Hollywood make it impossible for me 
to remain in Sydney more than a couple 
of days on the current trip. Once having 
arrived in this cosmopolitan city of 
3,000,000 people, with its magnificent 
harbor and spectacular shell-sculptured 
Opera House abuilding, I am even more 
unhappy about having to cut the visit 
short. 

However, due to the kind offices of 
Mr. John Barry, who takes time off 
from his own very busy schedule to 
show me about, I am able to cover a lot 
of ground within the restricted time, 
and get a fairly comprehensive over-view 
of the local film industry. 

Mr. Barry is Managing Director of 
Birns & Sawyer (Australia) Pty. Ltd. 
and also General Manager of the com¬ 
pany's operations throughout Southeast 
Asia. I had gotten to know him quite 
well in the course of his frequent trips 
to Hollywood through the years, but on 
his home turf he is the absolutely 
perfect host. 

Knowing that my interest lies in 
visiting the local studios and laborator¬ 
ies where I can talk to the technicians 
and compare production methods, he 
takes me first to the studios of Eric 
Potter Productions, Australia's leading 
producer of television commercials, 
among other types of filming. It is a 

QUALITY SOUND 
FOR MOTION PICTURES 

MIXING 
MUSIC SCORING 

SOUND EFFECTS 
RECORDING 

INTERLOCKS 
RESOLVING 

TRANSFERS 
EDITING 

Quality Sound, Inc. offers complete 

sound services for motion pictures, film¬ 

strips and slide film presentations. QSI is 

equipped with 35mm, 16mm and %" 

recording and playback capabilities as 

well as 35mm and 16mm interlock, slide 

and filmstrip projection. There is a large 

collection of sound effects as well as 

eleven music libraries..Let QSI show you 

how you can make your next picture a 

better one. Drop by for a cup of coffee, 

write or call for complete price informa¬ 

tion. Remember ... Quality doesn't 

necessarily cost any more . . . maybe 

even a little less. 

QUALITY SOUND, INC. 
5625 Melrose Avenue 

Hollywood, California 90038 
(213) 467-7154 

Model K3 Deluxe Professional Kit 
• 3 - 600 watt Q1P 3200 °K Quartz Lights 

• 3 - SA210 Aluminum Light Stands; extend 

to 10 ft. 

• 1 - 670 Case. Holds complete outfit. 

Complete Outfit No. K3 $150.00 

Model K2 
• 3 - 600-watt Q1P 3200 °K Quartz Lights 

• 3 - S6 multi-purpose Stands 

• 1-512 Adapter for background Stand 

with an almost indefinite combination of 

heights. 

• 1 - 630L Case. Holds complete outfit. 

Complete Outfit No. K2 $100.00 

AT YOUR DEALER OR WRITE FOR CATALOG 

SMITH-VICTOR CORR. 
Griffith, Indiana 4-6319 
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UHLER CINE PRINTER 
Super 8 to Double Super 8MM, Standard 

8 and 16MM for Sound & Picture. 

PRICE $500.00 F.O.B. DETROIT 

The printers are all A.C. operated. 

Sound and Picture may be printed at the 

same time or separately on the 16MM. 

Speed: 200 feet in 5 minutes. 

Capacity: 400 feet on feed and take-up. 

Construction: Cast aluminum. 

Please write for further details. 

UHLER CINE MACHINE 
COMPANY 

15762 Wyoming Ave., Detroit, Michigan 48238 

Cable Address: UHICIMA 

Phone: University 1-46^3 

400- and 
1200-foot 

Conversions 

sion on 
the mar¬ 
ket today. 
Convert 
your 
Cine- 
Voice or 
Pro 200 
to a fine 
camera 
that will 
handle 
4 0 0 or 
1200 ft. 
of film 
with per¬ 
fect jam- 
free, 
wow-free 
operation. Including Veeder-Root footage 
counter, filter slot and holders, Super 
Quiet Sync Motor and COMPLETE refin¬ 
ishing. 

Quick Service ...Finest 
Workmanship . . . Mitchell or 
Bell & Howell Maga¬ 
zines... 2 Day Serv¬ 
ice... Filmo Repairs — Film 
Filter Slots . . . Finest Quali¬ 
ty .. . Write for Pictures and 
Complete Details. 

PROFESSIONAL CINE PRODUCTS 
(GORDON YODER) AC #214 FL 7-3045 

2959 Ladybird Lane 
Dallas, Texas 75220 

ERNESTO CAPARROS ASC 
Director of Photography 

MU 8-0263 
New York City 

5451 MARATHON STREI 

HOLLYWOOD, CALIFORNIA 
HO 3-0100 

ARD A. ANDERSON CO. 

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

MOTION PICTURES AND TELEVISION. 
  

THE PACESETTER IN TECHNOLOGICAL ADVANCES. 

bustling modern facility, throbbing with 
activity and bursting out of its seams to 
spill over into neighboring structures. 

Mr. Potter, a genial and natty English 
country squire type of gentleman, ad¬ 
mits that the company growth situation 
is a bit out of control at the moment, 
but he doesn't seem a bit downhearted 
about it. 

We are joined for lunch at the Royal 
Motors Yacht Club by Mr. Merv 
Murphy, President of Supreme Films, 
Pty., Ltd. He is a very friendly man who 
has visited Hollywood many times and 
we talk mainly about mutual acquain¬ 
tances, rather than talking shop, but 
afterward we do pay a visit to Supreme. 

While the company is a total film- 
making facility, complete with shooting 
stage, Art Department, etc., its main 
forte is the processing of film, and it 
boasts one of the finest laboratories I 
have seen anywhere. The lab processes 
just about every type of 16mm and 
35mm film stock in current use. It is 
equipped mainly with Arri developing 
machines, but there are several custom- 
built units which have been designed by 
the company's own technicians. The 
degree of photometric control and the 
care in handling film exercised by the 
lab technicians is most impressive. 

Ajax Films Pty., Ltd. is. I'm told, 
Australia's foremost film production 
complex and the studio wherein is 
filmed a majority of the features pro¬ 
duced in the country. The average is five 
to six a year, most of which are co¬ 
productions with foreign producing or¬ 
ganizations. 

Among the more recent features 
filmed totally or partially at the studio 
are "RETURN OF THE BOOMER¬ 
ANG" (since re-titled "ADAM'S 
WOMAN"), The James Mason starring 
vehicle, "AGE OF CONSENT", 
"SQUEEZE A FLOWER", "THAT 
LADY FROM PEKING" and "NED 
KELLY". The latter feature starred 
Rolling Stone Mick Jagger in the role of 
a true-life Australian character—a bit of 
casting greeted with less than total 
approval by some of the local people. 

In the cutting room at the moment is 
"WAKE IN FRIGHT", a Group W 
(Westinghouse) Production, like several 
others made recently there. The tech¬ 
nicians who worked on it are very high 
on the picture. 

"I would say it's the strongest film to 
come out of this country,” observed 
one of them, "and I'm very optimistic 
about it." 

Feature production here, sporadic up 
until about three years ago, has moved 
steadily along since then, with a new 
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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 

BLOW-UP 
HIGH QUALITY 

35MM NEGATIVES 
FROM YOUR 16MM ORIGINALS 

(OUR ONLY BUSINESS) 

Stock Shots Enlarged to Match-in with 
your 35mm Negative 

Complete Pictures Transferred to 35mm 

Call—Adrian at (213) 463-3178 

CINESERVICE, INC. 
1459 North Seward Street 

Hollywood, California 90028 

WE8THEIMER Company 

Joseph IVestheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

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 

picture starting just as the other is 
finishing. 

This schedule is due largely to the 
co-productions, for which a few of the 
key personnel (the Director, Cinema¬ 
tographer and 1st Assistant Director, for 
example) will come from overseas to 
work with a totally Australian crew. 

“Our people do welcome the chance 
of working with overseas technicians,” 
one of the studio executives tells me. 
“It's very important, I think. When 
American cinematographers and other 
key technicians come here, we find that 
we can learn a lot from them. Even 
some of the overseas producers who 
come here to do pictures have given our 
chaps a great kick along, because they 
bring with them a good deal of knowl¬ 
edge about all of the various depart¬ 
ments of production.” 

As far as physical facilities are con¬ 
cerned, Ajax is well-equipped. Lighting- 
wise, the studio owns three Brute arcs, 
but if more are needed they can usually 
be gotten from other sources. All in all, 
there are, I am told, about ten Brutes in 
the Sydney area. 

Lately the ColorTran Mini-Brutes 
have become quite popular here and are 
being used more and more. The studio 
has also begun to favor the use of 
battery carts over generators for certain 
types of location shooting, especially on 
television series. 

“We've found them far superior to 
carting small generators around,” com¬ 
ments one of the electrical personnel. 
“Using them with the Mini-Brutes 
makes us feel very independent of 
weather conditions, particularly for 
close work—and the batteries, mounted 
on their little light trailers, are very easy 
to move in close on location. It's a very 
quick and neat set-up. We have three of 
these battery outfits now, and one of 
them is installed on a boat. We've been 
doing quite a lot of marine work for a 
television series based on a boat, so we 
have a work boat equipped with a set of 
batteries. We've found that, if they're 
used correctly—that is, only for the 
actual shooting—a battery charge will 
usually take us through a whole day's 
shooting. When we go back to our 
quarters at the end of the day, we 
simply plug the unit in to the line 
current and let it re-charge overnight. 
Very convenient.” 

Our last visit is to the Australian 
Commonwealth Film Unit, which oper¬ 
ates from a large modern facility in a 
beautiful parklike suburb of Sydney. 
There is instant rapport between these 
technicians and myself, which is usually 
the case, since my own earliest film 

The Encyclopedia 
of Film & Television 
• 1,124 pages • Size: 7" x 91A" x 2V2" 

The only com¬ 
plete reference 
book on both 
Film and TV. 
You cannot 
afford to be 
without this 
encyclopedia! 

$3750 

100 top experts in both fields (under 
the general editorship of Raymond 
Spottiswoode) labored to create this 
great, new book —the only one of 
its kind. An extraordinary reference 
guide for anyone involved in any as¬ 
pect of Film and TV. 

• 1,600 Entries — Alphabetized 
• 1,000 illustrations 
• 10,000 index entries 
• Over 100 full-length articles 
• 700,000 words 

 Special 40,000 Word Feature!  
Includes A Basic Anatomy of Film and 
Television — a complete volume in 
its own right — presenting an overall 
view of both fields. 

FREE BONUS BOOK 
IF YOU ORDER NOW! 

Choose one of these important volumes, 
FREE with your order for “The Encyclo¬ 
pedia Of Film and Television.” ... 
506. Handbook Of Basic Motion Picture 
Techniques by Brodbeck. List $7.95 
685A. The Technique Of Film Editing by 
K. Reisz. List $10.00 
517. Movie & Videotape Special Effects 
by Brodbeck. List $8.95 

RUSH COUPON TODAY! 

Verlan Industries, Inc. AC-670 
915 Broadway, N.Y., N.Y. 10010 

Please send me “The Encyclopedia Of Film & 
Television” @ $37.50 postpaid in U.S.A. & Can¬ 
ada. N.Y. residents add applicable sales tax. 
Overseas orders add $1.50 for shipping (except 
A.P.0./F.P.0.). 

Enclosed is my check for $  

Send FREE Bonus Book No.  , as my reward 
for ordering early (and including payment with 
order). 

Name (please print) 

Address 

City State Zip 

(For rated companies just send purchase order.) 
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SOUND 
TRIPING 

AERCO 
Box 171 Pennsauken, N.J. 08110 

NEPTUNE 
ill R P 35 W. 45th St. (212) 765-4785 
UU lll|New York, NY 10036 

Sales / Service / Rentals 
Specialists in Underwater Camera Work 

Write for litera ture 

SftC/si fr/egjg 

F&Y t^Ceds Co- 
SPeciaL EFFjecTs 
cieaTive mes 

o opTicaLs o ; 

\ 4241 HoilnaLAVe«oLl.Y«/boD2.9Ca\!F- / 

3-9331 

MANUFACTURING, INC. 
46 DARBY RO|k D, PAOLI, PA. 19301 

ZYCO MODEL *26-0002 DOUBLE RANK 8/g SUTTER SHOWN ABOVE PATENT PENDING 

FILM SLITTING! 
WITH NO POWDERY EDGES TO SHED DUST 

production roots lie in the documentary 
genre. "It takes one to know one"—as 
the saying goes—and these men seem to 
sense that a Kindred Spirit is among 
them. 

Not since my visit to the headquar¬ 
ters of the National Film Board of 
Canada in Montreal have I encountered 
a group of film people so thoroughly 
dedicated to their craft and so absolute¬ 
ly turned on about what they are doing. 
Their spirit, excitement and the joy 
they take in their work is beautiful to 
behold. 

They are especially proud just now 
(and with very good reason) of the 
spectacular 10-screen documentary pro¬ 
duction, "HORIZON”, which they 
created as a featured presentation for 
the Australian Pavilion at EXPO '70. 
They take me out to the backlot to 
show me where they had set up the 
prototype of the huge circular screen 
configuration while they were perfect¬ 
ing the projection system. More about 
this in the July ("FI LM AT EXPO '70") 
issue of American Cinematographer. 

I am impressed by the fact that the 
Australian Commonwealth Film Unit is 
the only facility in the country which 
has a definite set-up for training young 
film technicians. All I can say is that 
these novices couldn't possibly ask for a 
better group of "teachers". 

As my time before leaving grows 
short, we repair to the "729 Club" where 
John Barry has somehow managed to ar¬ 
range for a large group of the local film 
people to turn out at a reception. The 
"729 Club" is a rather posh private facili¬ 
ty, the membership of which is composed 
mainly of people working in local televi¬ 
sion. The "729" is a combination of the 
numerals of the three original television 
channels in Sydney. 

Present are a great many of the 
members of the local chapter of the 
Australian Cinematographers Society 
and it is wonderful to be able to meet 
and talk with them all in one fell swoop, 
as it were. 

There is sadness for me in leaving 
Sydney, with all of its friendly, hospit¬ 
able people and the lively pulse that 
makes it such a vital city but, in the 
words of one of our generals, "I shall 
return!" 

It has been a whirlwind trip, but I am 
indebted to my various "hosts" along 
the way who have extended themselves 
far beyond the call of duty to make my 
visit a pleasant and fruitful one. 

To Mr. Keiichiro Ryu (Japan), Mr. 
Rowland Tsui (Hong Kong), Mr. 
Anthony Corbett Sullivan (Perth) and 
Mr. John Barry (Sydney)—my heartfelt 
thanks. ■ 
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BUY-SELL- SWAP HERE 

4 

STUDIO PRODUCTION EQUIPMENT 

ARRI 16 lenses. 17.5-70 Angenieux zoom 
with filters, $225; 16mm f 1.9 Schneider, 
$150. Both Perfect. WILSON, 59 Cedar 
Green, Berkeley Hgts, N.J. 07922 

16-16 Moviola—U L 20CS without composite 
head—new condition—6 mos. old—Best offer 
over $2000. 215-687-1931 

BOLEX 16mm Rex-5 complete with all 
components, constant speed motor. Vario 
Switar 86-OE lens. Brand New. 
Cost—$2139.00—Will sell for $1825.00 cash. 
C. MAXWELL ASSOCIATES, LTD. P.O. Box 
577, Kenosha, Wisconsin 53141 

BOLEX H-16 REX-4 complete with Switar 
25mm f/1.4 Rx Switar 16mm f/1.8 Rx. Brand 
new—cost $925.00—will sell for $739.00 cash. 
Bolex H-Tripod with ball joint new $119.50. 
C. MAXWELL ASSOCIATES, LTD., P.O. 
Box 577, Kenosha, Wisconsin 53141 

WE BUY—Sell—Trade Bolex, Bell & Howell, 
Leica and Hasselblad equipment. C. MAX¬ 
WELL ASSOCIATES, LTD. P.O. Box 577, 
Kenosha, Wisconsin 53141 

AURICON Pro-600 Special $850.00. Pathe 
Reflex $325.00. MARLIN, 7 Barnstable Rd., 
Peabody, Mass. 01960 617-245-8196 

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. 

AMPEX 350C console recorder/reproducer 
with Rangertone sync. Excellent. WALTER J. 
KLEIN CO., LTD., 6301 Carmel Rd., 
Charlotte, N.C. 28211. 704-366-2310 

UHER 4000L Recorder, less than year old 
excellent $285.00. Custom 16mm studio type 
magnetic sound camera (transistorized amp). 
Needs some correction to magnetic head 
(slight flutter), $350.00. Excellent buy for 
person interested in doing own work. (Uses 
Mitchell Mags.). New 16mm Magnetic sound 
readers (left to right), $110.00. Used Mitchell 
type 400 ft magazines, $75.00 each. Projec¬ 
tors—Ampro "Premier 30" clean, $80.00. 
"Premier 40" mint, $100.00. Bell & Howell 
385 excellent, $135.00. Kodak 8mm Mag¬ 
netic sound (brand new in carton), $210.00. 
Cameras—16mm Kodak Model K, F1.9 
$45.00, clean. Revere C-102 (roll type) F1.5, 
brand new in carton, $135.00. All prices 
FOB. PAUL GR035, P.O. Box 671, Wiscon¬ 
sin Rapids, Wis. 

HOU3TON A-11 16mm Film Processor—Mod¬ 
ified and Reconditioned $1495.00. Houston 
16mm Processing magazines $100 each or five 
for $400.00. SPORTSREEL PRODUCTIONS, 
1201 Washington, Albany, Ca (415) 526-9292 

STUDIO PRODUCTION EQUIPMENT 

FOR SALE OR LEASE 
Motion Picture Film Perforating Machines— 
new type B&H-Debrie Units—35mm & 32mm 
machines available—completely tooled and 
ready to work. WHITEHEAD CINEK COR¬ 
PORATION, 11-42 46th Rd., Long Island 
City, NY 11101 

ALL TYPES of used booth equipment Devry 
35mm portables Mazda or arcs. BOB FOS¬ 
TER, 1123 E. Henderson St., Cleburne, Texas 
76031 

OMEGA 16mm Recorder Model A-2, sprock¬ 
eted, edge track, solid state electronics. 
Amplifier and transport in separate carry 
cases. Operates at 24 FPS, 50 cycle AC. Can 
be converted to 60 cycle. We have 2 
complete, Brand new $650.00 each. Original 
cost $1550.00 each. COMQUIP P.O. Box 12, 
Ridgewood, N.J. 07451. (201) 444-0196 

AURICONS, all with 1200' mag & sync 
motor: 4-PRO 1200' silent, with Baltar 
100mm T 2.5 lens, $1100.00 each. 6-CSC 
conversions, silent, $800.00 each. 1-Kine¬ 
scope recording conversion, silent, $900.00. 
New VA Galvos for Auricons, $300.00 each. 
Also Auricon motors & parts. COMQUIP, 
P.O. Box 12, Ridgewood, N.J. 07451 (201) 
444-0196 

KODAK CINE SPECIAL I with 15mm F2.7 
and 25mm F1.9 lenses. Make offer. COM¬ 
QUIP, P.O. Box 12, Ridgewood, N.J. 07451 

"GEMINI" Video/Film Systems. Six avail¬ 
able, BRAND NEW. Designed for use with 
electronic Television cameras to shoot 16mm 
color or black & white film on-set simultan¬ 
eously with Video Tape recording. Typical 
applications; Training, Industrial, Educa¬ 
tional, continuous 1/2 hour shows, program 
syndication. Original cost each $15,000.00. 
Our price $7,500.00 complete each. Free 
brochure and details, COMQUIP, P.O. Box 
12, Ridgewood, N.J. 07451. (201) 444-0196 

CINE SPECIAL II, Ektar F/1.4, Yolar auto 
fade, case, $400.00. SHERMAN, 2012 
Beverly Way, Las Vegas, Nevada, 89105 

16MM, B&H, W/400 ft. Mags & 110v Motor 
$300.00. B&H, w/1200 ft Mitchell Mags & 
110v Motor $300.00. Film Processor, 16 & 
35mm Morse EH-9 as-is $200.00. Aireal Film 
Dryer, A-10-A or A-14 $50.00. L&F Cine 
Printer, 8 & 16mm $95.00. Super 8, Kodak 
Ektagraphic MFS-8 Projector, new $230.00, 
KRANZ, P.O. Box 1831, Costa Mesa, Calif. 
(714) 642-4933 

STORY-BOARD FORMS Forms punched for 
three ring binder, six scenes per page, each 
outlined with a framed picture area for 
sketching plus rulings for production notes. 
$1.35 per fifty sheets postpaid. Calif residents 
add 5% sales tax. CINEPHONICS, Box 534 
Del Mar, Ca. 92014 

BEAULI EU—R16B Body and Batt. DARRIN, 
130 Oceanway, Santa Monica, Ca 90402. 
213-454-1594 

STUDIO PRODUCTION EQUIPMENT 

CINE II CAMERAS $395.00 each. Maurer 
model BM negative optical recorder with 
amplifier, power supply and cables. Galvo 
needs aligning $750.00. SPORTSREEL PRO¬ 
DUCTIONS, 1201 Washington, Albany, Ca 
(415) 526-9292 

AURICON CM 74C. two 1200 magazines. 
Trade for still equipment. Write Box 514, 
Taos, New Mexico 

M O VIOLA/MAGNASYNC INTERLOCK. 
16mm recorder with four track mixer model 
2216-E-7 sync-selsyn interlocked with mag¬ 
netic/optical projector. All virtually new. 
Bargain priced. AVC, Box 370, Evergreen, 
Colo. 80439. 303-674-4615 

BOLEX H-16, Rex 5—Complete unit, 2 
magazines, 24 frame motor, 18-86 vario 
switar, 10-25-75mm prime lenses, matte box, 
cases, and numerous accessories. Virtually 
new. A real bargain. AVC, Box 370, 
Evergreen, Colo 80439 303-674-4615 

MAURER MODEL E 16mm optical recording 
system $4,000. RCA 35mm optical channel 
$3,000. Cunningham Magazine $200.00 R. W. 
STANMYRE, 1480 Salt Springs, Syracuse, 
NY 13214 

BOLEX 16 with 17 to 85mm Zoom lens, 
pistol grip handle, extra finder $275.00. CINE 
SPECIAL II with wide angle, 25mm and 
63mm Ektar lenses, 100 ft and 200 ft 
chambers. Best buy for $450.00. M.S. SELLS. 
7639 Stone St., Columbia, S.C. 29209 Ph. 
803-776-3030 

For MITCHELL BNC, Blimped NC or 
Arriflex get the best—an O'Connor Model 200 
Fluid Head $1,295.00. Mitchell Hi-Speed 
Motor $295.00. Mitchell 110 Volt variable 
speed motor $150.00. Mitchell Animation 
Motor $495.00 Acme Animation Stand with 
16mm Acme Animation Camera $4,950.00. 
35mm Moviola Preview Machine $695.00. 
Acme Model 103 Special Effects Optical 
printer. Arriflex "S" 16mm outfit $2,250.00. 
35mm Eyemo with five coated Cooke lenses 
$395.00. Auricon 400 ft outfit $1,450.00. 
Moy 16mm Numbering machine $995.00. 
Seimans 16mm projector $1,295.00. UNI¬ 
VERSITY SUPPLIERS, 225 West Ohio 
Street, Chicago, III 60610 (312) 467-6457 

ARRIFLEX 35mm, 2C. 4 Cookes, 1 Ange¬ 
nieux, 3 mags. Matte box, battery, camera 
case. Excellent condition. Best offer over 
$3500. LENCINA, 305 West 19 Street, New 
York, 10011 (212) WA-4-9517. 

ARRI FLEX 16S for sale with four Schneider 
lenses, wild motor, matte box, magazine, case. 
Best cash offer over $2100. (213) 473-8202 

BELL & HOWELL 35mm Camera. Model-B- 
Serial #1090 New Condition—No finder, 
motor or matte box. 24-35-50-75-100mm 
lenses. Cooke Speed Panchros 1-400 ft. Mac. 
1-footage counter. TILL GABBANI, 4300 
Keystone Ave., Culver City, Ca. 90230 
839-3357 
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STUDIO PRODUCTION EQUIPMENT WANTED SITUATIONS WANTED 

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 

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, 2142 N. Beach- 
wood Drive., Hollywood, Ca 90028 (213) 
467-7801,  

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 

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. 

EDITOR-CAMERAMAN. Over 12 years ex¬ 
perience in TV Commercials, documentary 
and industrial films. Extensive background 
and technical know-how. Seeking position 
with vigorous and growing operation. Box 
1710. American Cinematographer 

24-HOUR AVAI LABI LITY-World wide, Mul¬ 
tilingual service. Single, double-system sound. 
Arriflex BL Magnetic, Eclair, Nagra IV, Auri- 
con, Arri 3511C, wireless mikes, etc. Ex¬ 
tremely capable documentary, industrial, 
commercial and news units, CINE UNLIMIT¬ 
ED INC. P.O. Box 38-517, Miami (305) 
754-4141. 

Used Elwood Densitometer & light meter 
Model MA-1 Don Norwood, c/o American 
Cinematographer 

WANTED—one or more used Depue 
35mm/16mm reduction printers. Must be 
priced right. Give serial numbers, general 
condition. BLACKHAWK FILMS, P.O. Box 
3990, Davenport, Iowa 52808 

Cinematographer mixed media experience in 
16mm and 35mm motion pictures, still 
photography, commercial and educational 
television in the industrial, government, 
advertising and medical markets. Will relocate. 
VINCENT T. SLAVIN, 24 Shirley, Buffalo, 
NY 14215 

SITUATIONS AVAILABLE 

ECLAIR NPR—16 w/o lens, also Nagra. 
DARRIN, 130 Oceanway Santa Monica, Cal. 
213-454-1594 

Here's your chance to help children. Send 
equipment no longer needed. Movie cameras 
16 & 35mm moviolas, printers, processors, 
animation stands, film, projectors, hand 
cameras. Just about anything. You'll receive 
acknowledgement for market value for full 
tax deductions. It's a great feeling and the 
kids will love you for it. Write E.W.S., P.O. 
Box 576, Times Square Station, New York, 
N.Y. Ph. 201-969-2275 

compact, 
versatile, 
lighting 
systems 

LOWEL-LIGHT 
PHOTO ENGINEERING 
421 WEST 54TH STREET 
NEW YORK N. Y. 10019 

Major Chicago lab has positions open for 
experienced motion picture printer operators 
and 16mm color timers. Top pay for 
experienced people. Send resume to Box 
1709 American Cinematographer 

SOUND STRIPING 
A or B Wind — 8, Super 8, 16mm Guarantee 

Liquid Process. 
Magnetic 

P.O. 13573 St. Louis, Mo. 63138 

IMA^JEHCFILMUBI 

DETROIT 
JAMES JEWELL 

22 years experience, including TV, etc. 
Completely equipped for 16mm & 35mm 
shooting, including camera car, lights, 
etc. No charge for equipment use. 

1511 1st St./Detroit, Mich. 48226 (313)-291-5629 

MICROFILMED 
BACK ISSUES OF 

AMERICAN CINEMATOGRAPHER 

41 Per Page—Sold only by complete issues 
1921 through 1967 available 

UNIVERSITY MICROFILMS 
EDITORIAL SERVICES 

300 N. ZEEB RD. 
ANN ARBOR, MICHIGAN 48106 

t 

¥ 

¥ 

PRODUCTION STILLS done by us could pay 
for your production cost before you release 
the first print. LANGS PHOTOGRAPHY, 
2015 Grant Ave., San Francisco, Ca 94133 

16mm FILM PRODUCTION, B.A. in Cinema. 
Editing, Post Production. Orange County 
Area. GREG TAGLIAFERRI, 13172 Adland, 
Garden Grove, Ca 92640 (714) 530-1075 

MISCELLANEOUS 

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,. 

Colour Correction Finder 

The Duncan CC-37 
No more guessing which filter is right. Accuracy 
is a must when filming professionally. The CC-37 
is a highly sensitive device which eliminates human 
error in assessing exact colour balance. The built-in 
comparison scale for the correct filter required is 
designed to permit rapid selection of the correct 
colour filter required for shooting under most lighting 
conditions. The CC-37 is easy to operate, fast and 
accurate. For complete information contact: 

“Serving the needs of professionals' 

ALEX L. CLARK LIMITED 211 Commerce Drive, ROCHESTER. N.Y. 146293 

> 
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Lightweight • High-Energy • Silver-Powered • Portable 

New Model 800LL 
Weight: 7 lbs. 14 ozs. 
Size: 5%"X8

3
/4"X3". 

Supplies 250 watts at 
30 volts DC, for 

30 minutes. For use 
with all portable 
battery-operated 

light heads or 28-volt 
_ DC ca 

BATTERY PACK 

Tha NFW 

Fully automatic. 
Built-in solid-state 
charger. Battery 
protection during 
charge or discharge. 
Accurate color-coded 
DC voltmeter for 
continuous output 
monitoring. 
Indicating lights 

MANUFACTURED BY 

General Research Laboratories 
DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 
PHONE; (201Y 427-1160  
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MOTION PICTURES 

65 K Street, Northeast, Washington, D.C. 20002 • 202/783-2700 

World's Most Sophisticated Film Laboratory 
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