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F&B/CECO • NEW YORK 
INVENTORY SALE 

Prime Used Equipment at Lowest Prices 

35MM CAMERAS 
BRAND NEW MITCHELL 
BNC, rackover, serial 
#362; 18, 25, 32, 40, 50, 
75, 100mm Cooke lenses, 
Matte boxes, 4-1000' 
Mags, 96 volt/220 Multi¬ 
duty Motor, Cables 
Cases  $24,000 

MITCHELL BNC, rack- 
over, serial #294; 18, 25, 
32, 40, 50, 75, 100mm 
Cooke lenses, Matte box¬ 
es. 4-1000' Mags, 220 
Motor, Cables, Cases. . . $19,000 

MITCHELL NC, rackover, 
serial #602; 25, 32, 40, 
50, 75, 100mm Cooke 
lenses, Matte boxes, Fol¬ 
low focus, 2-1000' Mags, 
96 volt Multi-duty Motor, 
Cables, Cases  $ 5,500 

MITCHELL NC, rackover, 
serial #105; 40, 50, 75, 
100mm Baltar lenses, 
Matte box, 2-1000' Mags, 
220 Motor, Cable, Cases. $ 3,750 

MITCHELL R-35, MKII 
serial #102; 25, 50, 75mm 
Super Baltar lenses, Mat¬ 
te box, Base plate, Fol¬ 
low focus, finder, 110 volt 
Variable Speed Motor, 2- 
1000' Mags, Cables, 
Cases  $ 5,975 

MITCHELL R-35 MKII se¬ 
rial #112, 25, 50, 75mm 
Super Baltar lenses, Mat¬ 
te box, Base plate, follow 
focus finder, 110 volt 
Variable Speed Motor, 2- 
1000' Mags, Cables, 
Cases    $ 6,250 

MITCHELL R-35 MKII,se¬ 
rial #119; 25, 50, 75mm 
Super Baltar lenses, Mat¬ 
te box, Base plate, Follow 
focus finder, 110 volt 
Variable Speed Motor 2- 
1000' Mags, Cables, 
Cases  $ 6,750 

MITCHELL STANDARD, 
rackover, serial #382; 25, 
30, 35, 40, 50, 75, 100mm 
Baltar lenses, Matte box¬ 
es, Follow focus finder, 
2-1000' Mags, 110 volt 
Variable Speed Motor, 
Cables, Cases  $ 2,450 

MITCHELL HIGH SPEED 
STANDARD, rackover, 
serial #1018; 25, 30, 35, 
40, 50, 75, 100mm Baltar 
lenses, Matte boxes, Fol¬ 
low focus finder, 2-1000' 
Mags, Variable and high 
speed Motors, Cables, 
Cases  $ 2,975 

MITCHELL HIGH SPEED 
STANDARD, rackover, 
serial #1019; 25, 30, 35, 
40, 50, 75, 100mm Baltar 
lenses, Matte boxes, Fol¬ 
low focus finder, 2-1000' 
Mags, Variable and high 
speed Motors, Cables, 
Cases  $ 2,975 

ARRIFLEX IIC HIGH 
SPEED, serial #8021; 32, 
50, 75mm Cooke lenses, 
Matte box, 2-400' Mags, 
High speed and Variable 
speed Motors, 2 Bat¬ 
teries, Cables, Hi hat, 
Case  $ 3,250 

ARRIFLEX IIC HIGH 
SPEED, serial #7431; 32, 
50, 75mm Cooke lenses, 
Matte box, 2-400' Mags, 
High speed and Variable 
speed Motors, 2 Bat¬ 
teries, Cables, Hi hat, 
Case  $ 3,250 

ARRIFLEX IIC, serial 
#7430; 28, 50, 75mm 
Xenon lenses, Matte box, 
Sync generator, Constant 
Speed Motor, Cable, Bat¬ 
tery, 2-400' Mags, Hi hat, 
Case  $ 2,450 

ARRIFLEX IIC, serial 
#7420; 32, 50, 75mm 
Cooke lenses, Matte box, 
2- 400' Mags, Variable 
speed Motor, Cable, Bat¬ 
tery, Hi hat, Case  $ 2,650 

EYEMO REFLEX, serial 
#389248, Super Baltar 
lens Mount, 6 filter hold¬ 
ers, Crank, Key and Case. $ 995 

EYEMO REFLEX, serial 
#389038, Flange mount, 
28, 50, 75mm lenses, 6 
filter holders, Crank, Key 
and Case  $ 1,250 

EYEMO SPYDER, serial 
#372457; 25, 50, 75mm 
Baltar lenses, Shiftover 
block, Crank, Case  $ 450 

EYEMO SINGLE LENS, 
serial #380151, Single 
frame, with reflex Viewer, 
90mm Macro Kilar, 54mm 
W/A Adapter, Case. ... $ 295 

16MM CAMERAS 
MITCHELL 16, serial 
#185; 15, 20, 25, 35mm 
Baltar lenses, Matte box, 
Finder, 2-400' Mags, Var¬ 
iable speed Motor, Cable, 
Cases w/Blimp  $ 2,775 

MITCHELL 16, serial 
#240; 15, 25, 35, 50mm 
Baltar lenses, Matte box, 
Finder, Follow Focus, 2- 
400' Mags, 220 Volt Sync 
Motor, Cables, Cases w/ 
Blimp  $ 2,900 

MITCHELL 16, serial 
#345; 17.5, 25, 37.5, 
50mm Cooke lenses, Mat¬ 
te box, Finder, Follow 
Focus, 3-400' Mags, 220 
volt Sync Motor, Cables, 
Cases  $ 3,150 

AURICON SUPER 1200, 
serial #32325; wired for 
Magnetic Sound, 12/120 
Angenieux Zoom Lens, 
3- 1200' Mags, Cables, 
Cases   $ 2,250 

AURICON SUPER 1200, 
serial #32325, Variable 
Density Galvo, Optical 
Amplifier, Mike, Cables, 
3-1200' Mags, 15, 25, 
63mm lenses, Finder 
Door, Cases  $ 1,725 

AURICON SUPER 1200, 
serial #32084, Variable 
area S Galvo, Noise re¬ 
duction amplifier, Mike 
Cables, 3-1200' Mags, 15, 
25, 50mm lenses, Finder 
Doors, Cases  $ 1,800 

AURICON PRO 600, se¬ 
rial #1058, Wired for 
Magnetic, S Galvo, Noise 
reduction amplifier, Mike, 
Cables, Zoom Door, 
Finder Door, 15,25,50mm 
lenses, 3-400' Mags, 
Cases *  $ 1,150 

AURICON CINEVOICE 
CONVERSION, serial 
#3919, Optical Sound 
System, Wired for Mag¬ 
netic, Single lens turret, 
12/120 Zoom lens, 3-400' 
Mags, Cable, Case  $ 1,675 

AURICON CINEVOICE 
CONVERSION, serial 
#29845, Optical Sound 
System, Wired for Mag¬ 
netic, Single lens turret, 
12/120 Zoom lens, 3-400' 
Mags, Cable, Case  $ 1,795 

ARRIFLEX BL, serial 
#50745, 12/120 Zoom 
lens, Constant speed Mo¬ 
tor, 12 volt Battery, 1- 
400' Mag, Case.    $ 3,875 

ARRIFLEX BL, serial 
#50606, 12/120 Zoom 
lens, 110 Sync Motor, 
1-400'Mag, Case  $4,150 

ECLAIR NPR, serial #775, 
Constant speed Motor, 
15, 25mm lenses, 1-400' 
Mag, Hi Hat, Battery, Ca¬ 
ble, Case  $ 3,650 

ECLAIR NPR, serial 
#1003, Constant speed 
Motor, 12/120 Zoom lens, 
1-400' Mag, Hi Hat, Bat¬ 
tery, Cable, Case  $ 3,995 

ARRIFLEX LENSES 
9.8mm Tegea w/filter slot 

and sunshade   $550.00 
14.5mm Angenieux 

w/sunshade   295.00 
16mm Rodenstock 

(16 Arri)   99.00 
20mm Cinegon (35 Arri) 179.50 
25mm Rodenstock 

(16 Arri)   99.00 
90mm Macro Kilar  124.50 
90mm Macro w/A adapt¬ 

er (54mm)   49.50 
100mm Schneider Xenon 

f2   175.00 
100mm Cooke speed Pan- 

chro (deep field) .... 310.00 
125mm Telegon f2.5 ... 49.50 
135mm Kilfit   69.50 
150mm Kilfit   115.00 

300mm Kilfit f5.6   129.00 
400mm Kilfit f5.6   189.00 
500mm Takumar f5 .... 210.00 
640mm Astro f5   299.00 
Full sets of Cooke 

lenses for BNC  650.00 
ZOOM LENSES 
17/70 Arri Mount  $149.50 
17/70 “C” Mount 

w/ finder   189.50 
20/100 Arri mount  100.00 
12/120 “C” Mount 

w/finder   815.00 
12/120 Arri Mount  569.50 
15/150 “C” mount  629.50 
35/140 Arri mount  895.00 
35/140 W/A adapter 

(22.5/90mm)   379.00 
38/154 Arri mount  725.00 
38/154 w/finder 

NC/BNC mount  349.50 
MOTORS 
35 Arri high speed 

w/rheostat  $312.00 
35 Arri Constant speed . 209.00 
35 Arri Vari speed  169.00 
35 Arri 110 volt sync ... 510.00 
35 Mitchell Vari speed . 375.00 
35 Mitchell R-35 110sync 760.00 
16 Mitchell Vari speed . 279.00 
16 Mitchell 220 volt sync 449.Q0 
16 Arri Stop Motion ... 499.50 
Cine Special sync  69.50 

MAGAZINES 
100'Cine Special $124.50 
200'Cine Special  199.50 
400'Arri 16S   125.00 
400'Auricon Pro 600 ... 179.50 
400'Auricon Super 1200 179.50 
1200'Auricon Super 1200 179.50 
400'Arri 35 (color)   169.50 
400'R-35 (underslung) . 179.50 
1000'Mitchell Standard 99.50 
1200'Mitchell 16Ceco 

Type (New)   100.00 
1000' B&H 35mm   49.50 
400'B&H 35mm   49.50 
400'B&H 16mm   110.00 
CAMERA ACCESSORIES 
Mitchell Standard 

Matte boxes  $ 25.00 
Mitchell R-35 

Matte boxes   69.50 
Arriflex 35 Bellows 

Matte boxes   164.50 
Mitchell 35 Motor doors . 175.00 
Arriflex periscopic finders 290.00 
Mitchell Periscopic 

finders   149.50 
Mitchell Monocular 

finder   212.00 
Bellows close-up 

w/90mm lens  69.50 
Bellows close-up w/ 

105mm Schneider lens 99.50 
Arri 35 offset motor 

base   222.00 
Geared wedge   219.00 
Tilt wedge  111.00 
Vertex Zoom motor 

for 25/250   148.00 
Mitchell friction head .. 187.00 
Pro Jr friction head 

w/legs   91.00 
Pro Jr geared head .... 159.00 
Pro Jr legs  66.00 
Pro Jr hi hat  18.00 
Akeley gyro w/standard 

legs  329.50 

ADDITIONAL CAMERAS, LENSES, MOTORS, MAGAZINES, TRIPODS, ETC., TOO NUMEROUS 
TO LIST. SEND US YOUR NEEDS FOR A ROCK BOTTOM QUOTE. WRITE DEPT. GR 

F&B/CECO c" 315 WEST 43RD STREET, NEW YORK, N.Y. 10036 (212) JU 6-1420 
A DIVISION OF F&B/CECO INDUSTRIES.INC. 



The Eclair NPR gives you 
blimp-free silent running 
with any lens. Any lens. 

Rotating two-lens turret lets you switch in seconds 
to another lens. And you get a choice of lens mounts. 

rp he NPR is usually delivered with 
A the Angenieux 12 to 120mm f2*2 
zoom; and it is an excellent and ver¬ 
satile lens. But you may suddenly 
need a wider angle or a faster stop. 
Or you may want to mount one of 
your present lenses. No problem. 

Your one-inch normal lens, for 
example, will let you focus closer 
than the zoom. In tight quarters, it 
will be more compact. Whatever 
lens you choose to mount on the 

NPR, you can get at it fast. And 
you don’t have to buy and mount a 
new “lens blimp” every time you 
want to change lenses. 

The NPR’s positive cam tur¬ 
ret can be rotated in seconds, of 
course. The large-diameter Eclair 
bayonet mount provides the rugged 
and precision seating required by 
wide angle and zoom lenses. The 
other standard lens mount is the 
threaded “C” mount. Most lenses 

are available with the Eclair bayo¬ 
net mount. And you can order the 
NPR turret with a variety of 
mounts, including Nikon, Arriflex 
and Mitchell. 

For a free NPR brochure, 
write to us at 7262 Melrose Ave., 
Los Angeles, Calif. 90046; or at 73 
S. Central Ave., Valley Stream, N.Y. 
11580. 

eclair 
NPR: THE SUPER 16 CAMERA 
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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?”    .. . w. ly MW 

general camera 
corporation ^ 471 Eleventh Avenue 

New York, N.Y. 10018 
(212) 594-8700 
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FEATURE ARTICLES 

"WILD ROVERS"-Case History of a Film 
Observing production of a major studio Western feature from start to finish 

proves to be an inspiring and memorable experience tor American Cinema¬ 
tographer Editor 

New Video West Instant Replay System Is Reflex and Wireless 
Shooting through the lens of the Panavision camera, free of cable umbilical 

cord, and with the option of a portable recorder, latest model adds up to an 

invaluable tool for film production 

A Survey of Motion Picture Film Stocks and Lab Procedures (PART II) 
Conclusion of an up-to-date state-of-the-art report on the various options 

available in basic raw materials and alternative methods of processing them 

A New Experience in Cinematography 
A veteran documentary cameraman, long accustomed to figuring it all out for 

himself, discovers the joys and advantages of the new AR Rl exposure control 

system 

Filming "THE GOLDSEEKERS" in the Philippines 
His first time out as Director of Photography on a feature film, intrepid 
cameraman finds the conditions less than ideal, but rises to the exhilarating 

challenge 

LIGHTING 2000 World Colloquium 
From all over America and several foreign countries, representatives meet in 

New York to discuss future of Theatre, Television and Film Lighting, under 

sponsorship of the Illuminating Engineering Society 

The Challenges of a Free-lance Cameraman 
These days-and especially when photographing those zany TV commercials 

-a cameraman must be everything from a "human fly" to an Eskimo Pie 

DEPARTMENTS 

What's New 
Cinema Workshop 
Questions & Answers 

ON THE COVER: On location in Monument Valley, Utah, for filming of Blake Edward's 
"WILD ROVERS", MGM camera crew, under Director of Photography Philip Lathrop, 
ASC, (extreme right) prepares to shoot a close shot of William Holden "dying". 
Photograph by Bob Willoughby 

AMERICAN CINEMATOGRAPHER, established 1920, in 52nd year of publication, is published monthly in Hollywood by ASC Agency Inc., 1 782 
North Orange Drive, Hollywood, California 90028, U S.A. SUBSCRIPTIONS: U.S. $7.00; Canada, foreign, including Pan-American Union, $8.00 a year 
(remit I nternational 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 1971 ASC Agency I nc. Second-class postage paid at Los Angeles, California. 
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cut along dotted line 

How much do you want to know 
about BOLEX16 PRO? 

I’d like to know more about: 

THE MAGAZINE 

□ Coaxial for 400' reels or cores. 
□ Compact light and inexpensive 
□ Sprocketless design for quick loading 
□ Footage counters for each chamber 
□ Rear-mounted for optimum mobility 

FILM THREADING 
□ Fully automatically in 3 seconds 
□ Fully automatic film take-up in 400' 

magazine 
□ Signal light tells when camera is ready 

to shoot 
□ Light signals when empty 
□ Built-in cutter for removing partially 

exposed film 

MOTOR DRIVE 
□ Crystal controlled for sync sound 

filming 
□ One electronically controlled motor for 

all filming needs 
□ Variable speeds 16 to 50 fps; 16-100 

fps models available 
□ Forward and reverse 
□ Single frame filming 
□ Instant start and stop—no blank frames 

between scenes 

SOUND 
□ Double system at 24 or 25 fps 
□ Super quiet—no blimp needed 
□ Wireless synch sound shooting with 

accuracy ±1 frame per 1,000 feet 
□ Automatic slating lamp 
□ Single system sound model available 

FILMING AUTOMATION 

□ Fully automatic exposure control 
□ Variable speed power zooming 
□ Variable speed power focusing 
□ All controls built into handgrips 
□ Manual over-rides on all controls 
□ Remote control possible for all 

functions 

EXPOSURE CONTROL 
□ Automatic, through-the-lens 
□ Manual over-ride 
□ Film speeds of 12 to 1600 ASA 
□ Meter coupled to camera speed control 
□ f-number visible in viewfinder 
□ Audible signal when insufficient light 

LENSES 
□ Wide range of zoom lenses 
□ Extreme wide angle lens 
□ Rugged bayonet mount 
□ Lens controls coupled to servo motor 
□ Silent operation of powered lens 

controls 
□ Shock-absorbing rubber lens shade 

VIEWFINDER 
□ Practically flickerless mirror shutter 

reflex viewing 
□ Camera stops without mirror blackout 
□ Possibility of right or left-eye viewing 
□ 20X magnification 
□ Instant change from ground glass to 

clear glass 
□ TV and 16mm frame markings 
□ Can be rotated 45, 90, and 180 degrees 
□ Indicates f-stops 
□ Remote viewing possibility 

cut along dotted line 

FILM TRANSPORT 
□ Very low pressure required at pressure 

plate 
□ High-precision single tip claw 

transports and registers film 
□ Superb picture steadiness better than 

0.1% 

POWER PACK 
□ 12V rechargeable battery 
□ Plug-in electronic modules 
□ Plug-in crystal synch controls 
□ Outlets for connecting tape recorder, 

time lapse units and other accessories 
□ Choice of powerbelt or powerpack 
□ Signal light on camera shows 

condition of battery 
□ All of the above 

BOLEX 16 F=F^CD 
If, in addition to information, you’d like a 
demonstration of the Bolex 16 PRO, write Pail- 
lard Incorporated, 1900 Lower Road, Linden, 
New Jersey 07036. We’ll notify you when we’ll 
be in your neighborhood. 

NAME  

AFFILIATION 

STREET. 

CITY STATE ZIP  

For countries outside the U.S.A., write Bolex 
International S.A., 1450 Ste. Croix, Switzerland 
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Wherever you go, whatever the 
shooting situation, CINE 60’s ex¬ 
clusive Power Belt gives you the 
power you need to run every pro¬ 
fessional camera on the market. 
Plus the all-important mobility to 
go where the action is (how do 
you think recent skiing and mo¬ 
torcycle movies were made?). 

The Power Belt is as conven¬ 
ient to use as it is foolproof. Avail¬ 
able in voltages from 6 to 30V, this 
handsome, easy-to-wear unit fea¬ 
tures high capacity, recharge¬ 
able nickel-cadmium cells. With 
its built-in charging unit, the 
Power Belt is ready to go. And 
wherever you go, you’ll find its 
sealed, trouble-free design means 
day-in, day-out reliability. In the 
event of a short circuit, a built-in 
automatic overload switch dis¬ 
connects the batteries, resetting 
when normal conditions are re¬ 
stored. 

Why put up with awkward bat¬ 
tery cases and long cables? Or 
bulky boxes that tug your shoul¬ 
der and keep you off-balance? 
Especially when you can have the 
CINE 60 Power Belt—now the 
standard power supply world¬ 
wide. 

For increased maneuverability, 
an accessory 6-foot coiled power 
cable (11" retracted) is available 
for use with Arriflex and other 
cameras. 

CINE 60 has a number of other 
exclusive time- and money-sav¬ 
ing products for the professional 
filmmaker, including: 
The Vacu-Platform suction-actu¬ 
ated platform which can be posi¬ 

tively fastened to any smooth sur¬ 
face (car tops, floors, etc.) without 

marring. Especially use¬ 
ful for low-angle work, 
it mates with standard 
tripod heads. 

The Single Universal Shoulder 
Pod the “unipod” is a lightweight 
shoulder mount that accepts all 
cameras. Easily removable be¬ 
tween takes, it keeps the camera 
in the ideal shooting position 
while offering the maneu¬ 
verability of single¬ 
shoulder construction. 
Used with the CINE 60 
Uni-Eclair Mount, this is 
the only practical pod 
for the Eclair NPR-16. 
For details on these and any of 
the other products in our line, 
please call or write: 

I NCOPPORATED 

Film Center Building/630 Ninth Avenue 
New York, N.Y. 10036/Tel: (213) 586-8782 

® U.S. Patent #3274476 

INSTANT 
POWER 



THE HEDEN ZOOM LENS 
REMOTE CONTROL SYSTEM 

"Officially introduced to the trade at Photokina, the 
Heden Electronic Remote Control System for use with 

zoom lenses on 35mm motion picture cameras is one 
of the most advanced instruments of its type and 

features several unique characteristics." 

American Cinematographer, December 1970 

"We at Samuelsons pride ourselves in having all the 
latest and best equipment available from anywhere 
in the World. The Heden Zoom Control system from 

Sweden is a typical case in point." 

Samuelson Film Service Ltd. 
American Cinematographer, February 1971 

* The Heden controls are easily mounted and without any mesh, alteration or pos¬ 
sible damage to the lens mechanism whatsoever. 

* Smooth as silk zoom with a 2 seconds to 2 minutes zoom range. 
* Variable zoom rate to presetable maximum speed by trigger control. 
* Remote focus control at the operators fingertips. 
* Separate remote focus control for the assistant more accurate than the lens scale 

itself. 
* The two focus controls may be used in combination to change focus from one pre¬ 

set position to the other at the flick of a switch. 
* The zooming control and the focusing control performs two separate functions. 
* The electronics of the control unit, together with the motor unit, form a complete 

servo system and any potential variation in the lens torque is precisely compen¬ 
sated for by the electronics. 

* Available for Angenieux 12-120, 12-240 and 25-250mm zoom lenses. 
* Can be placed in Arriflex blimps, Mitchell-blimps etc. 
* "Meets high professional demands." 

Swedish Film Institute, Stockholm 
Write for information to 

OLOF LINDSTEDT & CO AB 
P. O. BOX 30/431 21 MOELNDAL / SWEDEN 
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Can the surgeon be the cameraman 
in the same place, at the same time? 
He can when the surgeon is an inventive physician 
and educator, who photographed a cleft palate 
operation as he himself performed it. 
Dr. Howard W. Smith serves as Chief of Service of 
Otolaryngology at St. Raphael Hospital in New 
Haven, Conn., and is assistant clinical professor at 
the Yale School of Medicine. He felt the need to 
record on film his various specialties and in 
particular the cleft palate procedure. The problem 
was placing the camera and lights in the same 
position normally occupied by the physician. 
After three years of dedicated and painstaking 
research, Dr. Smith achieved his goal. Using a 
football helmet and a complex system of lights and 
mirrors, he succeeded in photographing precisely 
what he is seeing and doing. The complete unit is 
counterbalanced by a 22 pound weight and is 
totally effortless in the operating room. The doctor 
is his own photographer. 
The camera he used was the Canon Scoopic 16. 
Because of its zoom lens of high resolving power, 
excellent color rendition and total flatness at film 
plane. Its rechargeable nicad 
battery handles up 

to 1000 ft. of film on asingle charging. Its 
contoured hand grip is the finest available in 16mm 
cinematography today. Loading is semi-automatic. 
Canon salutes Dr. Smith for his achievements 
and dedication. 
You may not need to use the Canon Scoopic 16 the 
way Dr. Smith did. But if you want a one-hand 
movie camera that lets you shoot everything, and 
goof nothing, you’ll find the Scoopic 16 the perfect 
companion for leisure and vacation time film 
making. Only $1250. See,the Scoopic 16 at your 
local authorized Canon dealer, or contact 
us directly. 

Actual operating room scene. 

Canon SCOOPIC IO 
Canon USA, Inc. 
64-10 Queens Boulevard, Woodside, New York 11377 



WHAT’S IMEW 
IN PRODUCTS, SERVICES AND LITERATURE 

NEW QUARTZ FRESNEL SPOT 

Colortran has introduced the first 
fresnel spotlight totally designed for the 
new "quartz” lamps—the 10" Ring- 
Focus Fresnel. This new 2000 watt light 
features a unique ring-focus mechanism 
which permits focusing from any point 
around the housing. The Bi-post lamp 
socket remains stationary; thus, no flex¬ 
ing of the input wiring. The new float¬ 
ing split-diamond socket design (patent 
pending) provides 4-point contact for 
longer lamp life and eliminates base 
cracking. Thrust*out relamping permits 
globe changes without moving the fix¬ 
ture or disturbing barn door adjustment. 
It weighs just 25 lbs. Full line of 
accessories available. 

The light accepts either 2000 watt or 
1500 watt 3200° K mogul Bi-post lamps. 
It is available in both the hanging model 
for grid use or stand model for floor 
operation in 1kW, 2kW, and 5kW mod¬ 
els. For additional information write to 
Berkey Colortran, Inc., 1015 Chestnut 
Street, Burbank, California 91502, 
(213/843-1200). 

• 

TREISE OFFERS COMPLETE LINE 
OF FILM ROLLERS 

Now available from Treise Engineer¬ 
ing is a complete line of film rollers for 
lab processors, ranging in size from 
2-1/2" O.D. to 7-3/8" O.D. and offered 
in 8/16mm, 16/35mm, and 70mm. Ac¬ 
cording to the manufacturer, these new 
rollers are guaranteed to roll free and to 
protect the film from damage. 

"Our unique ball-bearing design in¬ 
sures minimum film pull and provides 
exceptionally smooth processor per¬ 
formance," says Carl Treise, President. 
"All rollers are precision-molded entire¬ 
ly of durable plastic, including the core 
itself. Moreover, the lands in the rollers 
are angled so that the film 'rides' with 
only the outside edges touching. The 
film image never comes in contact with 
the roller and thus never receives the 
slightest scratch or abrasion." 

In addition to standard rollers, Treise 
provides "Soft-Touch" Rollers for use 
with unperforated film, multi-perforat¬ 
ed film, or any type of film on tendency 
drive processors. These new rollers fea¬ 
ture special "soft-touch" tires composed 
of tiny silicon or rubber knobs that 
firmly grip the film and move it along so 
smoothly that it never receives any 
abrasion, no matter how high the speed. 

Treise Film Rollers are provided for 
shaft diameters 3/8", 1/2", or 5/8". 
Choice of stainless steel ball bearings, 
nylon ball bearings, or plastic bushings. 
For complete information, write to 
Treise Engineering, Inc., 1941 First 
Street, San Fernando, California 91340. 

HERVIC CORP INTRODUCES 
BEAULIEU 16MM CAMERA WITH 
BUILT-IN POWER ZOOM 

Hervic Corporation/Cinema Beaulieu 
announces the introduction of the new 
Beaulieu R16B(PZ) 16mm camera with 
built-in power zoom. The new 
R16B(PZ) provides an integral power 
zoom (which is coupled to the fine 
Angenieux 12-120mm "auto" zoom 
lens) providing an infinitely variable 
zoom range from three (3) to fifteen 
(15) seconds. Zoom speeds can be 

changed while running. The built-in 
power zoom can be manually overrid¬ 
den when desired. Zoom speed is con¬ 
tinuously smooth and even, with instant 
(and absolute) Start-Stop. Power zoom 
controls are ideally located for the 
cameraman's convenience in operation. 

An additional new exciting feature is 
the fully automatic Pre-Focus control. 
Fingertip pressure on the Pre-Focus 
control button instantly and automat¬ 
ically zooms the lens out to its maxi¬ 
mum telephoto position, and—at the 
same time—automatically opens the dia¬ 
phragm to its maximum aperture. The 
camera operator is instantly provided 
with the shallowest possible depth of 
field required for ultra critical focusing. 

Some of the other features found on 
the new Beaulieu R16B(PZ) camera are: 
Fully Automatic Exposure Control Sys¬ 
tem, Lens Interchangeability, Mirrored 
Shutter, Extremely Bright Reflex View¬ 
finder, Camera Body: Weight 4% lbs., 
plus, a full range of professional acces¬ 
sories, including a "sync" generator and 
200 ft. daylight-load 16mm magazine. 

The price of the new Beaulieu 
R16B(PZ) 16mm camera with built-in 
power zoom and Angenieux 12-120mm 
"auto" zoom lens is $2,374.50. 

For further information, write Hervic 
Corporation/Cinema Beaulieu, 14225 
Ventura Boulevard, Sherman Oaks, Cali¬ 
fornia 91403. 

CE-EIP EDGE IDENTIFICATION 
PRINTERS 

An edge identification printer for use 
on either printing or processing ma¬ 
chines designated CE-EIP has been in¬ 
troduced by Carter Equipment Co., 
Inc., 232 So. Glasgow Ave., Inglewood, 
Calif. 90301. The CE-EIP edge identifi¬ 
cation printer enables you to print your 
own trade-mark, call letter, logo, or 
other information on the edge of any 
film prior to processing and achieve 
permanent identification on every foot 
of film at no increase in operating cost 
and at no change in present quality or 
reliability. 

The CE-EIP edge identification print¬ 
er is, in fact, a small sprocketless con¬ 
tact printer. Driven by the film itself, 
the printer uses as a negative any logo or 
other artwork reduced to a small film 
clip (cut from 35mm, 4x5, etc.). 

Construction is anodized aluminum 
and can be mounted in any attitude 
prior to the first tank of the processor. 

The CE-EIP edge identification print¬ 
ers sell for: 
CE-EIP-16 $255.00 
CE-EIP-35 $295.00 
CE-EIP-70 $345.00 
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CALVIN LABORATORIES 
A big, fully equipped lab, centrally located in Kansas City, Missouri — 
the Heart of America. Calvin can serve you better, faster and with fewer problems. 

CALVIN LABORATORIES 
Where every customer is treated as an individual and assigned a 
Service Director to personally expedite all film requirements. 

CALVIN LABORATORIES 
A Division of Calvin Communications Inc. 
1105 Truman Road • Kansas City, Missouri 64106 • Phone: (816) 421-1230 
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Beaulieu’s new Integral Power Zoom (which is coupled to the fine 
Angenieux 12—120mm “auto” zoom lens), provides an infinitely 
variable zoom range from three (3) through fifteen (15) seconds. 
Zoom speeds can be changed while running. The built-in power 
zoom can be manually overridden when desired. Zoom speed is 
continuously smooth and even, with instant (and absolute) 
Start-Stop. Power zoom controls are ideally located for the 
cameraman’s convenience in operation. 

OTHER FEATURES 

□ Fully Automatic Exposure 
Control System □ Lens Interchangeability 
□ Mirrored Shutter □ Extremely Bright Reflex 
Viewfinder □ Camera Body: Weight 4lbs. 
□ Plus, a full range of professional 
accessories, including a “sync” generator and 
200 ft. daylight-load 16mm magazine. 

For further information on the R16B(PZ), please fill out 

New from JBemdi&u.! 

Introducing the 
R16B(PZ)* 

’with 
BUILT-IN 

POWER 
ZOOM 

Name 

Company 

Title 

Address 

City State Zip 

CINEMA <a> Rexuiliau 
A DIVISION OF HERVIC CORPORATION 

Executive Office: 14225 Ventura Boulevard 
Sherman Oaks, California 91403. Dept. AC 

PLUS ... a fully automatic 
Pre-Focus control. Fingertip 
pressure on the Pre-Focus 
control button instantly and 
automatically zooms the lens 
out to its maximum telephoto 
position, and —at the same 
time —automatically opens the 
diaphragm to its maximum - 
aperture. The camera operator 
is instantly provided with the 
shallowest possible depth of 
field required for ultra 
critical focusing. 

636 AMERICAN CINEMATOGRAPHER, JULY, 1971 



Award-winning cinematography is a combination of 
many things - creative skills, fine craftsmanship, quality 
control, reliable equipment and, most importantly, the 
ability to combine all these elements at a given place 
and a given time. 

Cinematographer Bob Collins and his associates at Group One Pro¬ 
ductions did just that in filming “Timex Presents Peggy Fleming at 
Sun Valley” for NBC-TV, and the results included an Emmy Award for 
Collins for his outstanding cinematographic work on the show. 

Collins used the most modern 16mm equipment available in turning 
out his eye and ear pleasing product. He had ten cameras on hand, 
including Arris, Eclairs, Bolexes and Photo Sonics. He used a multiple 
camera technique combined with crystal controlled sync sound and 
says that the approach to filming he used would have been impossible 
without this latest technique in sound and film recording. He filmed 

in the summer and in the winter, with the temperature dropping to 
as low as 15° below and the snow piling up to his waist. He shot 
from hilltops and helicopters, in the outdoors under nothing but exist¬ 
ing daylight and indoors with quartz and xenon lamps. He shot to 
playback tracks that were in perfect sync thanks to an exclusive 
Group One technique developed by soundman Bruce Bisenz. Above 
all, he nurtured his assignment with the careful eye of a skilled 
cinematographer. The results spoke for themselves and the Academy 
of Television Arts and Sciences replied with its highest honor. 

We’re happy to report that all the major equipment used by Collins 
and Group One was supplied by Alan Gordon Enterprises Inc. We’re 
proud to have played a part in the success of the show. 

If you’re going into production soon, we’d like to play a part in 
your film making. So, before you look anywhere for all your equipment 
needs, check with AGE Inc. first. 

Most pros do. 

SERVING THE WORLD 

, aian gordon enterprises m. & ■111 
mm MM 

1430 N. CAHUENGA BLVD.* HOLLYWOOD, CALIFORNIA 90028 
SALES (213) 985-5500 • RENTALS (213) 466-3561 
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To the breathless fans of the old and slightly naughty femme-fatale two-reelers, 
COMPATIBILITY meant Genevieve Wetlips and her doomed paramour, Donald 
Wann, locked in a humid embrace. Poor Donald never really had a chance. 

To today’s professional film processor, COMPATIBILITY means 3M Motion 
Picture Film . . . and he never has to take a chance. COMPATIBILITY has come to 
mean the use of standard printing and processing equipment and chemistry for con¬ 
venience, consistency and quality in reproducing the best possible release prints 
from first or second generation negatives. 

COMPATIBILITY in 3M’s Color Positive TYPE 650 and TYPE 150 Black and 
White Release Print Film means . . . they work! And they work extremely well in 
whatever chemistry and equipment you’re presently using to give you quality repro¬ 
duction in release prints time after time. 

For a COMPATIBLE demonstration of 3M Release Print Films TYPE 650 or 
TYPE 150, call or write Professional Motion Picture Products, Dept. M.K., 3M Com¬ 
pany, 3M Center, St. Paul, Minnesota 55101 — Telephone (612] 733-0020. 

Photographic Products Division 3m 

oatibili 



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

(901) 948-0456 

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

New professional 16mm motion picture 
camera by Bolex. Automatic load. Motor 
driven zoom control. Stabilized 12 to 50 
f.p.s. speeds. Forward, reverse and single 
frames. Auto, exposure control. Bright 
reflex viewfinder with 20X magnification. 
Lightweight coaxial 400' magazine. 
Remote control. Noiseless. Built-in 
magnetic sound recording unit. Single or 
double system sound available. 
Price on request. 

(415) 392-1902 

vurru 
IN THE WES] 
TOR 16IWM 

MOTION PICTU 
AND 
TELEVISION 

EQUIPMENT 
EgfCfcS Slfp.Sg 

Z^CHANGE 

45 KEARNY at 
MAIDEN LANE 
SAN FRANCISCO 
94108 

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

Interchangeable zoom 

lenses with servo 
motor and TTL auto, 

exp. control or manual. 100 ft. internal or 
200 ft. mag. film loads. 1-64 fps. Synch and 
wild motor speeds. With 12-68mm lens, 
$1590; with 12-120mm lens, $2174.50; power 
pack grip, $75; NiCad battery, $69.95. 

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

BOLEX 16 PRO 

ZOOM LENSES 
Angenieux Zoom (12-20mm) 

For Arri 16  $1055 
For Bolex H-16  $ 965 
For Auricon Cine Voice....$1275 

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

New Angenieux Zoom (12-120 
with Elec, eye & auto, diaph. 
(without vwfdr)  $1395 

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

Price range from $2195 up. 
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Free loan-for-trial. 
Free repairs for the first two years, 
no matter what happens. 
Plus a lifetime guarantee. 

■mil 

We’re very confident. But then we’ve been offering all this for years! 

tA careful study of guarantees can 
tell you quite a bit about a company. 

And that’s why we’re so proud of ours. 
For instance, every E-V Professional-line 
microphone has a 2-year UNCONDI¬ 
TIONAL warranty against malfunction; 
regardless of cause. Even accidental 
damage is covered, no questions asked. 
All absolutely free—except one-way post¬ 
age. And for a modest charge we’ll even 
hide the scars! 

But that’s just part of the story. Every 

Electro-Voice microphone is also 
guaranteed for the life of the unit to be 
free from factory defects in workmanship 
and materials. To show you we’re really 
serious, we’ve printed the entire guarantee 
below. There’s no finer in the industry. 

How can we afford such liberal 
guarantees? By making products that have 
served for decades as the yardstick of 
reliability in studios throughout the world. 
And by creating designs that really solve 
your sound problems, day after day. 

WARRANTY 
Electro-Voice Professional Broadcast and Recording Microphones are guaranteed un¬ 
conditionally against malfunction for two years from date of purchase. Within this period 
Electro-Voice will, at its option, repair or replace any E-V Professional microphone exhibit¬ 
ing any malfunction regardless of cause, including accidental abuse. This warranty does 
not cover finish or appearance. Also, every Electro-Voice microphone is guaranteed for 
the life of the microphone to be free of factory defects in materials and workmanship, and 
will be repaired or replaced (at our option) at no charge if exhibiting malfunction from this 
cause. Microphones for warranty repair must be shipped prepaid to Electro-Voice, Inc. 
or its authorized service agency, and will be returned prepaid. 

Which brings us to our other unusual 
offer. 

Did you know that most Electro-Vo ice 
distributors will loan any E-V Professional 
product to responsible firms for trial 
without cost or obligation? You can 
make every test you want under actual 
working conditions. And in the rare event 
that you aren’t satisfied, just return the 
unit. Your distributor then exchanges it 
for fresh stock from us. No cost to either 
him or you. We’ve found this simple 
system helps you choose the products that 
really solve your problems. And we’re 
happy to help. 

A great guarantee and a time-tested 
loan-for-trial program. Plus a broad line 
of professional products that fit almost 
every studio need. We wouldn’t want to do 
business any other way. 
ELECTRO-VOICE, INC., Dept. 711 AC, 
681 Cecil Street, Buchanan, Michigan 49107 

In Europe: Electro-Voice, S.A., Lyss-Strasse 55, 
2560 Nidau, Switzerland 

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

a GULTON subsidiary 



get in the 
winner’s 

circle 

color 

deluxe 

de luxe qeneralQO 
INCORPORATED 

MOTION PICTURE LABORATORIES 

HOLLYWOOD □ CHICAGO □ NEW YORK 
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Troubled, toy out-of-focus p>iotu.res? 

Troubled, toy emulsion. 

;pil©->‘u.;p in your camera, gate? 

Troubled, toy distracting camera 

noise when shooting subjects who 

sto.cu.lci not toe distracted from what 

they are doing? 

Troubled toy cameras ttoat are 

always in need of repair and 

adj 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! 

16MM OA.MESR.A.S SINCE XSSI 

AURICON SUPER-1200, takes 1200 ft. Runs 33 min. $6425.00 & up 

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 23/4 min. $1180.00 & up 

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

3C AURICON, Inc- 
6902 Romaine St., Hollywood 3 8, Calif. 

HO L.L.YWOOD S-OS 31 

MANUFACTURERS OF1 PROFESSIONAL. 
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ARRIFLEX 16S/B 
This ultra-compact/lightweight 16mm 
camera is unequalled for handling 
ease and versatility. Ready-to-film, 
it weighs just over 8 lbs. with 100 ft. 
daylight spool, 3 lenses, motor and 
matte box! Famed throughout the 
world for its professional capabilities 
—hand-held, on tripod, in the studio 
and on location. 

ARRIFLEX 16M/B 
One camera, choice of three Quick- 
change (200-400-1200 ft.) maga¬ 
zines, makes the 16M/B ideal for the 
tough, long run jobs, the hand-held 
grab shots and anything in-between. 
Standard equipment includes a 60- 
cycle signal generator and automatic 
clapstick for location sound filming. 
Its broad capabilities are practically 
unlimited. 

ARRIFLEX 1 6BL 
A proven location sound camera— 
quiet, compact and lightweight— 
supremely capable in every area of 
professional sound filming. Operates 
DOUBLE SYSTEM and/or SINGLE 
SYSTEM—convertible by means of 
the ARRI Recording Module, without 
the use of special tools. The 16BL is 
also available with APEC—the truly 
professional built-in, thru-the-lens 
Arri Precision Exposure Control system. 

ARRIFLEX 35 2C/B 
Filmmakers depend upon the Arriflex 
35 2C/B series to deliver theatre- 
quality footage reliably and econom¬ 
ically—on location or sound stage. 
Arriflex 35 cameras are first choice 
of professionals wherever motion 
pictures are used to teach, document, 
influence, entertain or sell. 

Arriln IK ■ Ik 
Which camera is best for the assignment? Arriflex’s renowned line of 16’s 
and 35’s makes the choice easy. Because there’s an ideally suited model 
for every kind of job —to do it better, faster and at less cost. 

Arriflex has all the ‘answers’ for theatrical, TV, sports, news, documentary 
and research filming. There’s no question about it. That’s why Arriflex is the 
preferred motion picture equipment with professionals all over the world. 
Join the ranks. 

644 AMERICAN CINEMATOGRAPHER, JULY, 1971 



This new, SILENT, hand-held light¬ 
weight 35mm represenst a major 
technological achievement in motion 
picture camera design. As an all¬ 
purpose production camera, the 35BL 
provides the filmmaker with new 
efficiency, mobility and creative free¬ 
dom. It is destined to be the leading 
35mm production camera of the 1970’s. 
Orders accepted now for 1972 delivery. 

ARRIFLEX 16M/B 

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

COMPANY OF AMERICA 11011 Chestnut Street, Burbank, Calif. 91502 
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By ANTON WILSON 

FILM REGISTRATION 

Registration accuracy is one of the 
most important criteria of a professional 
motion picture camera. Poor registra¬ 
tion causes the image to jump and 
vibrate on the screen and is particularly 
objectionable for multiple-screen or 
split-screen opticals and titles. It is the 
camera movement that is responsible for 
precise image steadiness. This mecha¬ 
nism advances each successive frame 
into position and accurately registers it 
for exposure, which is no simple task. 
The film has a finite mass that must be 
accelerated to a fantastic velocity as it is 
being advanced to the next frame. It 
then must be stopped dead, precisely in 
the correct aperture.position. This film 
advance cycle must be accomplished in 
less that 1/50 of a second and be 
repeated 24 times a second with consist¬ 
ent accuracy. 

It is difficult attempting to relate to 
a piece of film being advanced inside a 
camera. Therefore, imagine a large Mack 
truck accelerating down the highway to 
100 mph. Upon reaching 100 mph the 
driver sees an egg in the middle of the 
road 100 yards ahead. He applies the 
brakes and goes into a screeching panic 
stop. When the truck finally comes to a 
halt, its front wheel is actually just 
touching the egg but hasn't rolled over 
it. Now picture the driver going back 
and repeating this over and over with 
the same precise results. This analogy 
may seem a bit melodramatic; however, 
it does present an accurate idea of the 
task the camera movement is designed 
to perform. 

In non-professional and most semi- 
professional cameras, the movement 
consists of the aperture plate, pressure 
plate, and a pull-down claw. The pres¬ 
sure plate is spring-loaded and sand¬ 
wiches the film against the aperture 
plate. An advance stroke consists of the 
pull-down claw entering a perforation in 
the film and accelerating it to the next 
frame; however, it is only the friction of 
the pressure plate and aperture plate 

sandwiching the film that brings it to a 
halt in the next position. As you can 
imagine, it is difficult to position the 
film by relying predominantly on the 

plate friction for steadiness and accura¬ 
cy. Surprisingly, this system functions 
better than its simplicity would suggest 
and it is quite acceptable for non-profes¬ 
sional and even some professional appli¬ 
cations. 

Most professional cameras, however, 
employ some additional system for pre¬ 
cisely registering each successive frame 
in exactly the identical position within 
the aperture. Such a system usually 
employs some form of pin registration. 
One of the earliest forms of pin registra¬ 
tion was a system designed by A.S. 
Howell for the Bell & Howell 2709 
studio cameras. The heart of the device 
was two pilot pins firmly affixed to 
either side of the aperture plate. One 
pin is dimensioned to exactly fill a film 
perforation, both height and width, 
while the other pin is dimensioned to 
tightly fit just the height, with some 
clearance in width. The film slides 
through a moveable guide or "shuttle" 
located behind the aperture plate. Dur¬ 
ing an advance stroke, the shuttle swings 
back and a set of pull-down claws 
engage the film perforations and ad¬ 
vance the film to the next position. At 
this point the shuttle swings forward 
and impales the film firmly on the two 
pilot pins. Because these pilot pins are 
part of the aperture and dimensioned to 
exactly the size of the perforation, the 
film is precisely located frame after 
frame. Although the 2709 camera is a 
thing of the past, an almost identical 
system is employed in the Oxberry 
animation and printer cameras and is 
considered by many to still be the most 
accurate method of registration. (This B 
& H shuttle system is capable of repeat- 
able registration accuracy of 30 mil¬ 
lionths of an inch.) 

An equally successful system is the 
Mitchell Eccentric movement. In this 
case the film-guide channel is stationary 
and it is the registration pins that move. 
During an advance stroke, a set of claws 
advances the film to the next position. 
At this point an additional pair of pins 
slides into the film perforations from 
behind. Like the B & H pilot pins, these 
moveable registration pins are dimen¬ 
sioned to exactly the size of the film 
perforation and, thus, each successive 

frame is rigidly "nailed" to the exact 
same spot. 

Two things should be obvious. For 
the system to function properly the 
registration pins must be dimensioned 
absolutely to the size of the perforation 
Continued on Page 722 

FILM 

"LOOSE PIN REGISTRATION" 
AS PIN ENTERS PERFORA¬ 
TION FILM IS NUDGED INTO 
POSITION BY RAMP OR 
BEVEL ON FRONT OF PIN. 

NOTE PIN IS 
SMALLERTHAN 
PERFORATION 

U? 

WHEN PIN IS FULLY INSERT¬ 
ED, FILM IS PRECISELY LO¬ 
CATED BY THE FLAT LOWER 
EDGE OF PIN. 

FIGURE 1 
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VICTOR DUNCAN supplies TODD-AO 35 
for the Clyce Properties production of 

“The Pickle Goes In The Middle” 
This is the kind of feed-back we like to get, which is as 
it should be, when you consider the combination of equip¬ 
ment Mr. Jessup selected: Our now famous SPR-reflexed 
BNC cameras and the superb TODD-AO 35 anamorphic 
lenses. 

Mark II. Essentially, you get three lenses for the price of 
one! Lenses are available from 28mm through the 200mm 
Macro, and a 50-500mm motorized zoom. 
For 35mm anamorphic photography, or for blow-up to 
70mm, our highest recommendation goes with TODD-AO 

wmm II DUNCAN 

Filmed in 
Dallas 

In addition to the unexcelled quality of the entire line of 
TODD-AO lenses (including zoom), their optics have the 
added advantage of maintaining a constant squeeze ratio 
(2:1) of the image at all focus 
distances without distortion. 

As a very practical consideration, 
we supply our cameras with 
TODD-AO lenses in convertible 
mounts, which are interchange¬ 
able in the field and allow you 
to use any lens on three sep¬ 
arate cameras: BNC, Arri or 

lenses on our conventional cameras. If you are consider¬ 
ing “squeeze” on your forthcoming feature, won’t you 
please give us a call? We would like to arrange for your 

own TODD-AO photo test. 

WE ARE SEEING EXCEPT¬ 

IONALLY SHARP PICTURES. 
EVERYTHING GOING VERY 

WELL WITH VICTOR DUNCAN 
EQUIPMENT, AS USUAL. 

REGARDS, BOB.* 

*April 4 quote from 
Director of Photog¬ 
raphy Bob Jessup 
stating his prefer¬ 
ence for Victor Dun¬ 
can package. 

# RENTALS • SALES • SERVICE 

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

155 E. Ohio Street, Chicago, Illinois 60611, (312) 321-9406 

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

VICTOR DUNCAN, INC. 
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FROM THE U S. LARGEST CANON DEALER 

FASTEST HANDLING SINGLE SYSTEM 
SOUND CAMERA IN THE WORLD. 
Canon Sound Scoopic 200. A single system sound-on magnetic news documentary camera. 
Designed for the TV news cameraman. Without compromise. And with features long demanded ... 

REFLEX VIEWING through a 135° rotating mirror 
shutter. No beam splitter. No loss of light at the film 
plane. 

LIGHTWEIGHT. 12 lbs. 6 oz. Including body with 
film chamber, lens, exposure system, sound heads and 
take-up spools. 

FULLY AUTOMATIC THRU-THE-LENS 
METERING with manual override control. F stops visible 
in the viewfinder. Instant open and return diaphragm 
for fast focusing. 

FILTER SLOTTED 12.5*75mm Canon zoom lens. 
Filter changeable in seconds. 

REGISTRATION PIN MOVEMENT. 
Assures perfect framing. 

LOW PROFILE bottom load design for 200 feet 
daylight spools. Shoot from cars, doorways ... anywhere. 

AND MORE. A 6 lb. 14 oz. over-the-shoulder 
amplifier/camera power pack in a single unit. With 
advanced automatic gain control with manual override. 
VU meter. Dual mike input. And a fast rechargeable 
battery that powers the camera, meter and amplifier 
through 2000 feet of film. Recharges in under 5 hours. 
Batteries interchange in seconds. 

ELECTRONICALLY GOVERNED MOTOR. Feature for feature, Canon Sound Scoopic 200 adds up 
Insures accurate sound speed. ,0 ge«ingthe news faster than ever. 

/!!'r«l/ii(i,„|LLj 

MODULAR TWIN SOUND HEADS. Snap in 
and out in seconds. 

Professional Cine Products, Inc. 
2959 LADYBIRD LANE 
DALLAS, TEXAS 75220 
(214) 357-3045 
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BUILT-IN 
FREEZE 

FRAMING: 
It’s the 7th option you 
can choose for your new 
SOS/Takita Reduction 
Printer. The first 6 
options are even better! 

SOS/Takita Reduction Printers can be custom- 
tailored to your exact needs — and the first 6 
options make it possible. Look at them: Choice 
of daylight or darkroom operation; interchange¬ 
able camera heads; single or multi-image; wet 
or dry gate; standard, additive or subtractive lamp- 
house; choice of 12 formats including squeezing 
or unsqueezing. Now add the seventh option, 
built-in automatic freeze framing, and you have 
the most tailorable production-type reduction 
printer available today. 

It’s also the most sensible printer be¬ 
cause it can grow with your needs. Most 

of the options can be added whenever 
you’re ready for them. 

For complete literature, including de¬ 
tails on standard features and all prices, 
.address Department AC7-1 

EAST: 40 Kero Road, Carlstadt, New Jersey 07072 • (201) 939-5250 
315 West 43rd Street, New York, N Y. 10036 • (212) 586-1420 

WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 466-9361 
SOUTH: 51 East 10th Avenue, Hialeah, Florida 33010 • (305) 888-4604 

Q 

SOS PHOTO-CINE-OPTICS, INC 
A DIVISION OF F&B/CECO INDUSTRIES,INC. 
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A man. 
His work. 
And his camera. 
LeRoy French —Professional Underwater 
Filmmaker □ Designer & Manufacturer/Underwater 
Camera Housings □ Executive Producer/International 
Underwater Film Festival (Santa Monica) □ On the 
Board of Directors/Academy of Underwater 
Photographers. 

Whether filming a turtle boat in the West Indies... or 
filming inside the Navy’s Sea Lab III on the West 
Coast... or filming a dangerous underwater 
sequence in some far off exotic locale — LeRoy 
French relies completely on the Beaulieu 16mm 
camera system to capture his exciting footage. 

“The Beaulieu 16mm camera, with 200 ft. magazine, is 
the finest system I have ever used. It is extremely 
lightweight, compact and dependable. It works as well 
underwater as it does topside ... Shooting in the humid 
tropics or underwater, the Beaulieu system comes thru 
when it counts. Beaulieu’s powerful battery supply 
runs the 200 ft. magazine without a hitch under all 
conditions. Incredible exposures under extremely 
adverse conditions... The finest thru-the-lens 
metering system on the market today.” 

Beaulieu. 
It lets you be 
there when 

it’s happening. 

UNEMA Jieaulbzu 
A DIVISION OF HERVIC CORPORATIO 

To receive literature on the Beaulieu 16mm camera, 
visit your finest camera store or write 

Cinema Beaulieu, General Office: 14225 Ventura Blvd., 
Sherman Oaks, California 91403. 



Whatever you shoot in Canada, 

Canada is where visiting U.S. and foreign cinematographers can really 
create. Secure in the knowledge that their film lab and sound studio work 
is in the skilled hands of Bellevue-Pathe. With facilities in Toronto, 
Vancouver and Montreal, we handle everything. From overnight dailies to 
release printing in all formats. Organizations like Paramount, Warner Bros, 
and Saggittarius entrust original work to us. Recent release printing 
includes such titles as M.A.S.H., Tora Tora, Italian Job, Best House in 
London, If, Great White Hope, Che, Justine. Our service covers Eastman 
Colour (35, 16 & Super 8), Ektachrome (16mm, ECO-3 & ME-4) and B&W 
(35, 16 & 8). Plus the most advanced sound recording facilities. Motion 
pictures or television — whatever you shoot in Canada, we’ll help you bring 
it back alive. 

the international service 
Canada’s largest film laboratory and sound studio organization. BELLEVUE^ pathe 

f M LIMITED 

Bellevue-Pathe 
VANCOUVER 

(Formerly Trans-Canada Films 
Ltd.) 

916 Davie St. 
Vancouver 1, B.C. 

Tel. (604) 682-4646 

Bellevue-Pathe 
TORONTO 

(Formerly Pathe-Humphries 
of Canada Ltd.) 

9 Brockhouse Road 
Toronto 14, Ont. 

Tel. (416) 259-7811 

Bellevue-Pathe 
MONTREAL 

(Formerly Associated Screen 
Industries Ltd.) 

2000 Northcliff Ave. 
Montreal 260, Que. 
Tel. (514) 484-1186 



LIGHTING THE SHOW FOR OVER 30 YEARS! 

The first Auto Show in Det¬ 
roit's Cobo Hall started right 
with lighting by Frost and 
Frost is still lighting these 
important shows. 

In 1956 thousands witnes¬ 
sed the This Is Your Life 
Network Show honoring 
Ernest Breech. Lighting was 
by Jack A. Frost. 

Tons of Frost lighting equip¬ 
ment traveled to Havana for 
this 1958 Steve Allen TV 
Show. Today Frost experts 
are still lighting "the show" 
wherevertemporary lighting 
and power are needed. 

Frost has been creating ar¬ 
tistic lighting effects for 
special exhibits, such as this 
Flower Show, for over a 
quarter of a century. 

Just call the EXPERTS/JACKA.FROST 
HOMEoOFFICE COBO HALL OFFICE 

234 Piquette Avenue 1 Washington Blvd . Rm 3143 
Detroit. Michigan 48202 Detroit, Michigan 48226 
Phone: Area 313. TR 3-8030 Phone: Area 313. WO 2-1255 
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Canada’s 
largest and most complete 

rental house 

CINEVISION 

Montreal and Toronto 

PA NA VISION 
Exclusive Canadian distribution. 

Panavision Silent Reflex 
Panavision Hand Held Blimps 

Anamorphic Lens 
Spherical Lens — 

Choice of 16 STD lens from 15-1000 mm. 
New! Zooms — 23-460 mm (20-1) 

20-120 mm ( 6-1) 

CAMERAS 
SPR Reflex BNC 
Arriflex 16 and 35 
Arriflex Blimps 400' 

and 1000' 
Eclair 16 

SOUND 
Nagras 
Sennheiser 
Electro Voice 

CINEVISION MOBILES 
Specially constructed to carry 
camera, lighting, sound and 
grip — all in one vehicle. 

LIGHTING DIVISION 
Complete line of — and 
dealers for: Mole Richardson, 
Colortran, Sylvania, 
Westinghouse, Roscolene 

GENERATORS 
AC and DC Blimped 
up to 1200 amp. 

SOUND STAGES 
Canadian Distributor for: 
Schtler and Wolf Products 
and Samcine-Limpet Mount 

CINEVISION 
LTEE 

2000 Northcliffe Ave. ■ Montreal, Quebec ■ (514) 487-5010 
244 Simcoe Street ■ Toronto, Ontario ■ (416) 362-6611 
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CASE HISTORY OF A FILM 

Observing production of a major studio 

Western feature from start to finish 

proves to be an inspiring and memorable 
experience for Cinematographer Editor 

By HERB A. LIGHTMAN 

The secretary buzzes to tell me that Ken Wales is calling from MGM. The friendly, be-of-good-cheer voice 
comes over the phone: "Hello, old friend! I just called to tell you what we're up to out here." What they're up 
to out there is pre-production on a Western feature called "WILD ROVERS", which will star William Holden 
and Ryan O'Neal. Ken is co-producing, together with Blake Edwards. Blake will direct from his own original 
screenplay. The film will be shot mainly on location in several picturesque areas of Arizona and Utah. The 
Director of Photography is to be Philip Lathrop, ASC, whom I haven't watched in action since he was doing 
those incredible things on "THEY SHOOT HORSES, DON'T THEY?" (See AMERICAN CINEMATOG- 



(LEFT) Wife of writer-producer-director Blake Edwards, Julie Andrews, often visited locations during filming of "WILD ROVERS". (CENTER) 
Panavision Reflex camera, equipped with Dynalens, was used on Chapman crane to film long trucking shots in Monument Valley and other 
locations. (RIGHT) Blake Edwards quietly observes filming of a scene. (BELOW LEFT) Director of Photography Philip Lathrop, ASC, checks 
camera set-up. (CENTER) Authentic cook-tent of the period was erected for round-up sequence. (RIGHT) Camera crew films low-angle shot of final 
chase. 

(LEFT) Brothers pursuing William Holden catch sight of him in the distance, as he rides between the soaring red buttes of Monument Valley, Utah. 
Cast and crew were awed by the grandeur of this classic Western locale. (CENTER) Filming of the round-up sequence near Nogales, Arizona, 
involved hundreds of cattle, expertly cared for by a top crew of wranglers. (RIGHT) Colortran Maxi-brutes were used for booster-fill lighting during 
filming of horse-breaking sequence near Flagstaff, Arizona. These units served well in areas where it was impossible to utilize Brute arcs. 

(LEFT) Arcs are used for booster light alongside Panavision camera to photograph Holden and O'Neal riding in wagon. (RIGHT) Old Tucson, 
Arizona was used as locale where protagonists stop to rest and relax after having robbed bank. Reconstructed old town is a popular location for the 
filming of Westerns. 



On location near Flagstaff, Arizona, the camera crew sets up for a low-angle shot, while the 
author looks on. The company was favored with good weather during the entire location 
shooting schedule, losing no time for that reason. 

RAPHER, July, 1969). 
"Since you're one of the family," 

says Ken, "Blake and I would like to 
extend an open invitation for you to 
come with us on any or all of the 
locations—follow the production all the 
way through, if you can." 

It sounds intriguing. I've never fol¬ 
lowed a picture from start to finish— 
mainly because of the time it would 

Famed still photographer. Bob Willoughby, 
racks out his zoom lens on location, while on 
special assignment by MGM to shoot maga¬ 
zine layouts. 

take. But it might be interesting to do a 
kind of "case history" of this one, a 
script-to-screen reportage of what it 
takes to cobble a major motion picture 
together. I tell Ken that I'll tackle it on 
a "time available" basis—bobbing in and 
out to spend as much time as possible 
with the company when I'm not taking 
off to the ends of the earth in quest of 
other stories. So be it. 

Meanwhile, out at MGM, I talk with 
Blake Edwards—which is always a pleas¬ 
ure. He's a man whom I much admire, 
not only as a film-maker, but as a 
person—a rare combination of intelli¬ 
gence, sensitivity, taste, style and integ¬ 
rity. My kind of people. In the course of 
his career he has tried (and proven) his 
versatility by tackling a wide range of 
vehicles, including the "PETER GUNN" 
TV series (and subsequent feature), 
"BREAKFAST AT TIFFANY'S", 
"DAYS OF WINE AND ROSES", "EX- 
PERIMENT IN TERROR", "THE 
GREAT RACE", "THE PINK PAN¬ 
THER" and "DARLING LI LI". But he 
has never done a Western before. I ask 
what prompted him to tackle this par¬ 
ticular genre of film just now. 

"It was because my son said, 'Why 
don't you write a Western, Dad?' Well, 
I'd often thought of doing a Western, 
but I've just never had the right subject 
matter. This one didn't start out to be a 
Western—it began as a contemporary 
idea, but I evaluated it and decided that 
it could be done in terms of the past 
instead of the present ... just as well 
and maybe better." 

He outlines the plot for me. It's the 
simple tale of an older cowboy (Holden) 
and a younger one (O'Neal)—both of 
them working stiffs on a large cattle 
ranch in the 1880's—who bust their tails 
in the saddle from dawn till dusk, day in 
and day out, with no kind of future in 
sight. The younger man rebels at the 
prospect of 25 more years of the same 
and he persuades the old hand to rob a 
bank so that they can take off for 
Mexico and live the good life. They pull 
it off, but are relentlessly pursued by 
the two sons of their erstwhile employer 
until, after a chase across several states, 
they meet their inexorable doom. 

We talk about such things as cine¬ 
matic approach, visual style and the 
type of photographic treatment it will 
take to convey to the audience the 
turbulent undercurrents that underlie 
this deceptively sketchy plot. 

"I think it's very important to show 
the vastness, the loneliness, the bore¬ 
dom and natural beauty of the West 
during that period," Blake tells me, 
"because that loneliness and boredom 
are the main motivating factors that 
affect my principal characters. When I 
wrote the script I could imagine, par¬ 
ticularly, the young cowboy looking at 
the older man, sensing his own environ¬ 
ment, the boredom of the day-by-day, 
ritualistic, dull cowboy life—and longing 
for a way out. It's what drives him to 
say to his partner, after a particularly 
hard night: 'Hey, let's stick up a bank.' 
Which is exactly what happens. That's 

Dwarfed by the immensity of Monument 
Valley, camera crew sets up on a bluff to film 
action against the majestic buttes seen in 
background. 

iiS- 



(LEFT) Cameraman Don Morgan hand-holds Arriflex in preparation for filming a point-of-view shot from the back of a bucking mustang. 
(CENTER) The "family” gathers in location projection room to see dailies, (left to right) The Director's wife (Julie Andrews), Ryan O'Neal, Ryan's 
wife (Leigh Taylor-Young), William Holden, the Director's son (Geoffrey Edwards), who plays a small role in the picture. (RIGHT) Director of 
Photography Phil Lathrop, ASC, takes a light reading on William Holden. 

why the 'look' of this film will be so 
important in terms of what my charac¬ 
ters are motivated to do. In scouting for 
locations by helicopter we were able to 
select some areas that, heretofore, to 
my knowledge, have not been photo¬ 
graphed. I looked for as much photo¬ 
graphic uniqueness and beauty and 
stretches of boring landscape as I could 
find. Also, because they trek supposedly 
from Montana almost to the Mexican 
border, I tried to choose terrain that 
would indicate a change of season. 

"The fact that I want to get vast 
expanses of terrain just naturally led me 
to Panavision as a choice of photograph¬ 
ic format. I can compose better for the 
great outdoors with that aspect ratio. It 
will also make it possible, for certain 
first-run releases, to blow the picture up 
to 70mm and get that big image onto 
the screen. For the last ten years I've 
done most of my pictures in Panavision. 
I prefer it for many reasons, and partic¬ 
ularly when I photograph the outdoors 
and want to capture the full scope of 
it." 

My discussion about the photograph¬ 
ic treatment of "WILD ROVERS" car¬ 
ries over to Director of Photography 
Phil Lathrop, ASC, who tells me: "I 
intend to use a very straightforward 
visual approach—probably the most 
straightforward photography I've used 
on a picture in the last ten years. The 
object is to keep it as real and natural as 
possible, with no tricky gimmicks. It 
may be refreshing to see it that way, for 
a change. I'm going to be careful not to 
overlight it, because I don't want it to 
look as though we've carried lights into 
a place where there shouldn't be any. 
Many of the shots will open with set 
tableaus, beautiful pictures, with the 
action developing from there. That 
doesn't mean that the photography is 
going to be the same throughout the 
entire picture. I try to approach each 
sequence with a slightly different style 
of photography, if that's possible. The 
sequence where Holden dies I want to 

look stark and crisp, really hard. But 
when the young man dies I want the 
visual effect to be soft and gentle, 
because it's a very, very tender scene 
that takes place between these two 
hard-bitten cowboys. Unfortunately, in 
some pictures, you can't get any varia¬ 
tion into the photography because the 
type of action and the areas remain the 
same throughout, but in this story the 
moods change all the way along. How¬ 
ever, I don't think the visual style 
changes should jump out at the audi¬ 
ence. They should be very subtle. One 
thing I do want to avoid is the slick 
mechanical gadgetry that we use so 
much in making pictures today—things 
like helicopters and obvious dolly shots 
and zoom lenses. I think that these 
would be very false in relation to a 
period Western. We will use the dolly 
very sparsely and only when it's neces¬ 
sary to keep up with the action—and so 
smoothly, I hope, that it won't be 

noticed. I'm not against zoom lenses. I 
think they have a place, but not in a 
picture like this. I feel the same way 
about long focal-length lenses. We're 
going on location to get the full vista of 
the wide open spaces. Why, then, should 
we use an 800mm lens that shows none 
of the background? We'll use long lenses 
very rarely, but only when it isn't 
otherwise possible to get close enough 
to the subject—such as in the wild horse 
sequence, for example." 

Co-producer Ken Wales rockets about 
his office as though jet-propelled, leav¬ 
ing a trail of exhausted secretaries in his 
wake. He really needs eight heads and 
twenty-two hands, but he's making do 
with what he's got, staying on top of 
dozens of problems, while maintaining 
his usual good humor. 

He settles down momentarily in a 
cloud of dust to tell me: "I'm fortunate 
in that I was present at the very 
conception of 'WILD ROVERS' and 

Lathrop lines up a scene through the viewfinder. On door of Panavision Reflex camera can be 
seen box containing Video West electronic camera, which picks up through-the-lens image exactly 
as it goes onto the film, and relays it to video tape recorder for instant playback, if desired, after 
scene is shot. 



(LEFT) On Lot #3 of the MGM Studios in Culver City, soon to be levelled to make way for a real estate development, trainer works hard to get 
ferocious reaction from trained puma, who was more inclined to be playful. (CENTER) The puma finally snarls satisfactorily for the cameras of 
Second Unit Director of Photography Frank Stanley and his crew. (RIGHT) In the picture, the puma leaps out of the night, killing Holden's horse 
by slashing its throat. Holden fires at the big cat, but it escapes. 

(ABOVE LEFT) Co-producer Ken Wales, Ryan O'Neal and Video West technicians Don Howard and Jim Songer, stand by inside van to watch video 
instant replay of scene just filmed. (CENTER) Main street of Western town on MGM Lot #3 was sparsely lighted for realistic effect of location at 
night. (RIGHT) A scene played outside the Sheriff's office (and jail) on Lot #3. (BELOW LEFT) The cowboys chow down at breakfast before 
setting off on round-up. (CENTER) Low-key sequence shows O'Neal and Holden enjoying respite after robbing bank. (RIGHT) Holden winds up a 
hard right during barroom brawl with sheepmen. 

(ABOVE) Filming outside Maybell's brothel on Lot 
#3. (BELOW) One of the brothers shows up at 
Maybell's ready to cause trouble. (RIGHT) Maybell 
herself (Rachel Roberts) holds him at bay with 
shotgun, while other brother remonstrates. 

THE DIRECTOR 

THE CAMERAMAN 



(LEFT) Director Edwards and Cinematographer Lathrop, having worked together on many features, as well as the "PETER GUNN" TV series, have 
developed a very special working rapport which, at this point, requires very little verbal communication. (CENTER) On location in snow country 
near Flagstaff, a bunker is dug into the snow so that low-angle shots may be achieved. (RIGHT) White tarpaulin camouflage is placed in front of the 
cameras, so that they will not "spook" bucking horse in the sequence. 

(LEFT) A documentary camera crew was on hand during the location shooting to film a behind-the-scenes record of "WILD ROVERS" in the 
making. The resultant 16mm film will be used for promotional purposes, especially on TV. (RIGHT) The documentary crew follows Blake Edwards 
around as he explores an abandoned Navajo hoqan on the floor of Monument Valley, which is a Navajo reservation. 

have been able to follow it through 
from that point. Blake wrote it at 
Gstaad in Switzerland, while we were 
there enjoying the winter season. He 
would crank out so many pages a day 
and give them to me to read. So, right 
from the first, I could begin to visualize 
how certain things would be done, 
which areas would be problem areas and 
which sequences would require a great 
deal of attention, such as the gathering 
of a large number of animals, etc. My 
problem was to translate what he was 
putting down into concrete production 
terms, so that he, working as the direc¬ 
tor, would have all the tools he needed 
right at his fingertips. A 'hypenate' 
such as Blake is (in this case, writer- 
producer-director) can't possibly give 
full attention to every phase of the 
project. He must delegate some of the 
responsibility. And that's my job—to 
relieve him of the physical encum¬ 
brances of production, so that he will 
have the freedom to create, to paint his 
picture on the screen as he sees it in his 
mind's eye. The duties of a producer are 
somewhat vague to define, but they boil 
down to making all the necessary pro¬ 
duction tools appear when needed, 
rounding up the necessary people, pull¬ 
ing the team together and seeing that it 
functions as a total working unit. 

Co-producer Ken Wales discusses cutting of sequence with Film Editor John Burnett. Burnett and 
his assistant were present on all locations, working in improvised cutting rooms to break down 
dailies and cut a rough assembly of each sequence as it was shot, a great boon to the director. 



"Horsing around" between set-ups, William 
Holden decides to daredevil it up. (TOP) He 
starts to stand up in the saddle. (CENTER) 
He has his moment of shaky glory. (BOT¬ 
TOM) He slips and falls onto the horse's neck. 
(It could have been worse!) 

“My relationship with Blake began 
back in 1961, when I worked for him as 
an actor in 'EXPERIMENT IN TER¬ 
ROR'. It developed into a production 
capacity with 'THE GREAT RACE', 
became an Associate Producership on 
his next four films, and has now reached 
the Co-producer level. Working in close 
association over such a long period of 
time, you develop a kind of shorthand, 
so that you can communicate a whole 
concept of thought without speaking as 
much as five words. It's almost a kind of 
ESP. At any rate, there's a special 
rapport based on understanding and 
mutual respect, which is essential be¬ 
cause, without it, you have the kind of 
producer-director hassles that often boil 
down to who's going to win. There's 
none of that here. Blake and I work 
together in complete accord. I don't 
mean that it's a yes-man situation. We 
often disagree about concept or how 
something should be carried out—but 
we have a unique way of talking it over, 
selecting the best of the two different 
ideas and putting it all together into a 
working solution." 

The phone rings and he blasts off 
again, shouting over his shoulder some¬ 
thing like: “See you in Nogales." 

NOGALES 

Flying into Tucson from Hollywood 
on the same plane with me is Bob 
Willoughby, a jovial joker in a safari hat 
who also happens to be one of the 
world's top still photographers. He's 
headed for the same place I am (the 
Nogales, Arizona filming location of 
"WILD ROVERS") and he's on assign¬ 
ment from MGM to shoot special photo¬ 
graphic layouts for top publications, 
such as (hopefully) LIFE, LOOK, and 
others of that ilk. 

We are met at the airport by unit 
publicist Peter Benoit, a very hip dude, 
who drives us for miles and miles 
through the night until we arrive at the 
posh Rio Rico Hotel, which is location 
headquarters for the company. Swim¬ 
ming pool twinkling in the starlight, this 
lush hostelry stands in splendid isolation 
in the big middle of magnificent no¬ 
where. I'm told we're not far from 
Nogales, which straddles the Mexican 
border, but there's no sign of a town. 

There follows a hearty back-slapping 
reunion with Ken and Blake and Phil 
Lathrop. The shooting has been going 

well and everybody is in very high 
spirits. We're just in time to view dailies, 
so the whole tribe adjourns to an 
improvised projection room set up on 
the lower level of the hotel. It has a 
Panavision-shaped screen and a very 
advanced xenon arc projector that puts 
out a bright clear image with correct 
color temperature. 

The house lights dim and there flash¬ 
es onto the screen a series of spectacular 
images. Here is the American West in all 
its glory, captured in striking composi¬ 
tions by Lathrop's camera. It takes your 
breath away. 

The photography has a peculiarly 
lush texture. Even though all of the 
scenes projected were photographed in 

Portrait of a happy director. This is the way 
Blake Edwards looks when the actors and 
crew do everything right while filming a 
scene. 

brilliant sunlight, they have a strange, 
brooding quality which conveys a feel¬ 
ing of foredoomed tragedy. When I 
mention this to Blake after the screen¬ 
ing, he says: "You're completely right. 
The intention of the whole piece is for 
it to have exactly that brooding quality 
about it. Even though there is comedy 
in the opening sequences, that comedy 
was actually designed to set up the 
tragedy of the piece—because what I 
wrote is, essentially, tragedy. Two aver¬ 
age, not the brightest, fun-loving cow¬ 
boys decide to do something, and the 

K 



Tom Skerritt, who plays the "baddie" in the film, smiles amiably as he prepares to "loop" lines 
in MGM recording studio. Procedure was necessary to get a clear track of dialogue obscured by 
extraneous noise (such as the pounding of horses' hooves), while the company was on location. 

Much-honored composer Jerry Goldsmith 
conducts the MGM orchestra in recording the 
richly evocative musical score he created for 
"WILD ROVERS". 

moment that decision is made, they 
have opened Pandora's box. From then 
on, the inevitability of the tragedy is 
ever-present. You know that, inexora¬ 
bly, they are going to their doom. 
Hopefully, the audience will be wishing 
and hoping and praying against it, but I 
think that the audience, because of 
what you've described—that brooding 
quality—will either consciously or un¬ 
consciously feel the inevitability of 
what must happen to those two men. 
Romeo and Juliet die in the same way, 
and the inevitability of that was implic¬ 
it—and so it was for Hamlet, also. What 
I've written certainly isn't Shakespeare, 
but it is tragedy—a kind of classic tragic 
form—and the brooding quality of the 

photography is a very, very important 
part of it. Hopefully, even the most 
beautiful stuff that we shoot will have 
that brooding quality about it. The fact 
that Phil Lathrop has been able to 
capture it in brightly sunlighted scenes 
is a tribute to his skill as a cameraman." 

Later I talk to Phil Lathrop, congrat¬ 
ulate him on the beautiful footage and 
ask him if he's been using any special 
filters—something like a pola-screen, 
perhaps. 

"I haven't so far," he says. "On most 
of my exterior pictures I usually use a 
pola-screen, but I haven't on this one 
because we've been working in an area 
where the sky goes almost too blue as it 
is. I'm very fond of the effect of the 

pola-screen. I've used it throughout en¬ 
tire exterior pictures. It softens all the 
colors and gives them a sort of pastel 
quality, in the same way that a neutral 
density filter will, but it goes beyond 
the neutral. What it actually does is 
flatten the highlights to a certain degree. 
If I had a choice, in shooting exterior 
pictures, I'd really like to shoot all of 
the exterior scenes in overcast, because 
you get the most beautiful colors under 
those conditions. I love this new fast 
5254 color negative because it makes it 
possible to use contrast cutters in the 
camera that you couldn't use before 
because you didn't have enough light. 
You can use fog filters, double fog 
Continued on Page 666 

(LEFT) On the scoring stage. Goldsmith keeps one eye on the film projected on a screen in front of him, and the other eye on the music, as he 
directs orchestra in recording of the score. Film is projected to help him make certain that musical effects, synchronized to the action, hit exactly 
where intended. (RIGHT) Sound engineer adjusts his channels, as actor in looping studio below matches his dialogue to the scene on the screen. 



The most 
complicated 
thing about it 
is its name. 

Our new 
Optical 
Printer. 

Our new optical printer Was designed around one basic 
idea: Simplicity. 

Because we wanted it easy to operate. 

And we wanted it reliable. 

So we started by throwing out the complicated or 
hard-to-maintain parts. Gear trains for example. Because 
gears wear and develop vibration and backlash. Or the 
grease gums up and they drag or stick. And it happens in 
the middle of a rush job . . . because that’s when trouble 
always happens. So out they went. And with "them went 
levers, belts, pulleys, stop-motion clutches and brakes. And, 
to nobody’s surprise, problems like flash frames and loss 
of definition went too. 

We replaced all that complicated hardware with a 
space-age drive system called “PhotoTron” that features 
computer-accurate stepping motors and solid-state 
electronics mounted on printed circuit cards. 

For operating ease we’ve made our new printer 
automatic. You get continuous, automatic zooms from 4X 
enlargement to 5X reduction. And automatic dissolves, either 
logairithmic or linear, for perfect fades or dissolves without 
overlap. And, at the flip of a switch, the automatic shutter 
can be programmed over a predetermined fade count. 
And an automatic skip-frame programmer gives you unlimited 
combinations at all speeds and with three heads at once. 

Operating ease extends to the control panel. It’s human 
engineered to reduce fatigue and increase efficiency. Simple 
control switches, all within easy reach, replace cumbersome 
gear shifts located all over the room. 

In our search for simplicity, we came up with a side 
benefit that you might find useful. By making the drive 
system all electronic, our new printer easily adapts to 
computer control or tape programming. When you’re ready 
for this next step, your printer will be too. 

One other thing. The price. By throwing out the 
complicated, tailor-made hardware and simplifying 
construction, we can offer an optical printer with these 
features at the lowest price in the industry. 

When you call us about our new printer, its official name 
is the Model 2101 Aerial-Image Optical Printer. 

But please, just call it the Model 2101. 

To keep it simple. 

Research 
Products 

are Products 
of the Future 

Write, wire or phone for our full line catalog 

RESEARCH 
PRODUCTS, 
INC. 

6860 Lexington Ave., Hollywood, Calif. 90038 
Phone: (213) 461-3733, Cable: “RESEARCH” 
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RANK TAYLOR HOBSON 

LENSES 
OF 
QUALITY... 
...MOTION PICTURES 

OF PERFECTION! 
i §11 

MONITAL ZOOM LENSES 
-A NEW third generation 
of 16mm Zoom lenses that 
combines computer-age 
accuracy with tradition and 
skill. Available in 5:1 and 
10:1 ratios and the excit¬ 
ing, different 3:1 interview 
zoom. 

KINETALS-for 16mm film 
making when quality pic¬ 
ture taking is a must for 
quality screening. Available 
in focal lengths from 9mm 
to 150mm. In all popular 
mounts. 

COOKE SPEED PANCHROS-the ultimate lens for the 
35mm format. Originator of the matched lens theory for 
uniform film production. Focal lengths from 18mm to 
100mm, in popular camera mounts. 

Ml* FINE OPTICS FOR OVER 80 YEARS 

Sold through leading motion picture equipment suppliers. 

COOKE SPEED PANCHROS 

NOW FOR THE FIRST TIME . . . 
“off the shelf’’ stock available. 
Where needed, when needed by 
today’s fast moving film maker. 

RANK PRECISION INDUSTRIES, INC. 
New York Illinois California Canada 

260 N. Rt. 303 411 Jarvis Ave. 5926 E. Wash. Blvd. 1111 Finch Ave. W. 
West Nyack, N.Y. 10994 Des Plaines, III. 60018 Los Angeles, Calif. 90040 Downsview, Ontario, Canada 
(914) 358-4450 (312) 297-7020 (213) 685-8590 (416) 630-4514 
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new ARRIV0X-TAND6ERG 
prelessimal tape-recorder 
DELUXE SOUND AT A BUDGET PRICE... that, in short, is what the new Arrivox- 
Tandberg recorder is all about. 

Arriflex and Tandberg pooled their know-how and experience for the design of this 
new lA" professional tape-recorder which satisfies the highest demands for quality 
and performance at a price every filmmaker can afford. The Arrivox-Tandberg re¬ 
corder offers features and performance found only in professional tape-recorders 
costing up to twice as much. Some of its standard built-in features are costly 
accessories on other machines. 

Built into a sturdy lightweight magnesium casting, the Arrivox-Tandberg utilizes 
state-of-the-art, plug-in electronic boards for reliable, low service operation. A close 
loop servo-drive motor assures highest speed accuracy. All front panel controls and 
straight line tape threading provide convenient and easy operation. For tape to film 
synchronization, the Arrivox-Tandberg is fully equipped for the standard pilotone 
system. Some of the Arrivox-Tandberg exclusives are: built-in pre-amplifiers for 
dynamic microphones; built-in power supplies for condenser microphones, switch- 
able from the control panel; completely encased and protected tape-drive and head 
assembly; and a forward/reverse footage counter. Optional accessories such as a 
plug-in resolver module, studio synchronizer, AC converter and remote control cable, 
further enhance its versatility. 

The Arrivox-Tandberg is a non-compromising, professional Vk" tape-recorder de¬ 
signed especially for the motion picture industry. It provides filmmakers with the 
ideal sound package in quality, compactness and lightweight, at a low price. 

SPECIFICATIONS: 
Measurements: 13" x 4" x 10" Weight (less batteries): 10.5 lbs. Reel Diameter: 5" reels with 
cover closed 7" reels with cover open Tape speeds: IV* ips and 3% ips Wow and flutter: .1% 
for 7V,2 ips; .2% for 3% ips Temperature range: —4°F to +140°F (—2°C to + 60°C) Inputs: 
Two balanced microphone inputs for dynamic microphone, 50 to 200 Ohm impedance, switch- 
able to built-in power supplies for condenser microphones. One line input with control range 
from .775 to 7.5 V. Each input has separate gain controls and individual, switchable automatic 
limiters. 

(Detailed technical specifications are available upon request. All specifications subject to change with 
out notice) 

deluxe sound 
at a budget price! 

COMPANY OF AMERICA 

P.0. Box 1050, Woodside, N.Y. 11377 • 1011 Chestnut Street, Burbank, Calif. 91502 ARRI VOX fczanr US I 
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You choose 
me film- 

well furnish 
the processor 

# B&W Negative 

# B&W Positive 

# B&W Reversal 

# Ektachrome 

# Kodachrome 

# Kodacolor 

# Anscochrome 

# Negative Color 

# Positive Color 

# Microfilm 

# Super-8mm 
# 16mm 
# 35mm 

# 70mm HfHRi 

; -' ’ •• '   

Whatever type of motion picture film you want to 
process, there’s a Houston machine to do the 
job faster, better, more economically. All achieve 
consistently excellent results because the film 
manufacturer’s specifications are rigidly adhered 
to. Chemical solutions are constantly kept at the 
proper strength and temperature. Development 
times are precisely timed. Drying is accurately 
controlled. All machines incorporate exclusive 
features that have made Houston the standard of 
the world. Tell us the type of film you want to 
process and we’ll send you brochures on the 
appropriate models. 

Houston Photo Products, Inc. 
Box 5269, Yuma, Arizona 85364 

PHOTO PRODUCTS, INC. 

The world 

knows our 

product 
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The basic plot of "WILD ROVERS" is simple, but that of classic tragedy. (LEFT) William Holden and Ryan O'Neal, playing older and younger 
working cowboys, respectively, come in from a hard day on the range, bone-tired. (CENTER) A horse goes berserk in the corral, killing one of the 
hands and leading the protagonists to fatalistic evaluation of their lives and futures. (RIGHT) Deciding to enjoy life while they still have it, they plan 
to rob a bank. Holden takes the bank manager into town at night, forces him to enter the bank and turn over the money. 

(LEFT) Blake Edwards directs his actors in card game sequence which ends in fatal gun fight, started by one of the players who is a bad loser. 
(RIGHT) Holden, hearing the shots, rushes into the main room of the bordello where the boys have decided to take a break in their long trek. Three 
people are already dead, and he kills the bartender who seems to threaten him. Edwards checks a rehearsal of the action through the camera 
viewfinder. 

"WILD ROVERS" 
Continued from Page 661 

filters, neutrals, pola-screens—many of 
the things you couldn't use before 
because you'd have had to use an F/5.6 
stop.” 

Later, I'm given a copy of the shoot¬ 
ing script for "bedside reading". I scan 
the first page and I'm hooked. Tucked 
up in my trundle bed, I read it all the 
way through in one fell swoop—from 

initial fade-in to final fade-out. Blake 
has written a marvelously "visual" 
script—so rich in descriptive detail that, 
simply by cutting out the technical 
directions and adding a few segues, it 
could be transformed into a fascinating 
novel. The plot line is sparse, to be sure, 
but the depth of the description fleshes 
out the characters, making them seem 
to burst full-blown from the pages. The 
script is full of appealing touches that 
keep me totally involved. It is funny. 

bawdy, gutsy, wistful, touching, tragic 
and very, very human. The relationship 
of these two beat-up cowhands—the 
older and the younger—two loners with 
no one to care about them but each 
other, has overtones of "MIDNIGHT 
COWBOY" and, from an earlier time, 
"OF MICE AND MEN". In its intensely 
masculine way it expresses the universal 
longing of beings in an alienated world 
to be cared about by somebody. 
Continued on Page 700 

Frame blow-ups from a violent, but hilarious barroom brawl which takes place after Holden has insulted some sheepmen who walked in. (LEFT) 
Ryan O'Neal doubles up, as he receives a painful low blow. (CENTER) He scoots down the bar top on all fours, as the bartender chases him with a 
club. (RIGHT) Bartender prepares to knock out sheepman who is grappling with Holden. Sequence is beautifully staged, but was hard to photograph 
because actors ended up in unplanned, unlighted areas. 



(LEFT) Cowboys of the R-Bar Ranch return to corral after a hard day in the saddle during round-up. Sharp Ranch, near Nogales, was location 
authentic to the period used as location. (CENTER) Bill Holden cheers his stunt-double on during shooting of spectacular long shots for 
horse-breaking sequence. (RIGHT) Holden and O'Neal silhouetted against yellow sky during lyrical opening montage of the picture. 

(LEFT) Chapman crane soars into the incredibly blue sky above Monument Valley for photography of the film's final sequence. (CENTER) Camera 
records low reverse angle of Holden riding full tilt across floor of the valley, as he is pursued by vengeful brothers intent on killing or capturing him. 
(RIGHT) Don Morgan films scene from helicopter. Helicopter was very sparsely used for shooting, because it was felt that this modern technique 
might strike audiences as anachronistic to period of the picture. 

(LEFT) Second Unit Director of Photography Frank Stanley lines up his camera to shoot scene for round-up sequence. (CENTER) Riders 
silhouetted against sunrise sky during opening montage. (RIGHT) Tracks are laid for a complicated dolly shot on location. Moving camera shots were 
held to a minimum and were used only when necessary to follow action, in keeping with aim of director and cameraman to have mechanics of 
photography remain as unobtrusive as possible. 

(LEFT) Broken-down old ranch corral near Flagstaff was used as location for filming of sequence in 
which Rovers barter for mule, after puma has killed horse. (CENTER) Multiple cameras, some 
overcranked, were used for photography of horse-breaking sequence shot in snowfield. (RIGHT) William 
Holden relaxes between set-ups during location filming in Monument Valley. 



_ 

By JIM SONGER 

Shooting through the lens of the film camera, free of 
cable umbilical cord, and with a portable recorder, latest 
model adds up to an invaluable tool for film production 

The Video West Instant Replay Sys¬ 
tem, which permits the film-maker to 
record and immediately play back an 
extremely high-quality video “dupli¬ 
cate” of a scene just filmed, has gone 
through several stages of evolution to 
arrive at its current highly-sophisticated 
state, which includes recording directly 
through the lens of the film camera, 
wireless operation (with no connection 
between camera and recorder) and a 
new light-weight portable videotape re¬ 
corder that can be carried by means of a 
shoulder strap, if necessary. 

However, in order to fit these latest 
developments into their proper perspec¬ 
tive as aids in film production, it would 
be helpful to briefly trace the system 
through its major stages of develop¬ 
ment. 

Seven or eight years ago, when I was 
working for Gordon Sawyer in the 
Sound Department of the Samuel Gold- 
wyn Studios, Stan Freberg came to us 
and asked if it would be possible to 
piggy-back a TV camera with a film 
camera, so that he could have instant 
replay of the footage that he was 
planning to shoot for some commer¬ 
cials. He said that if he had a way of 
timing footage frame-for-frame immedi¬ 
ately after it had been shot, he would be 
able to mentally put together a 50-sec¬ 
ond commercial before the editor ever 
got hold of a piece of film. It would not 
only save tremendous amounts of time, 

but he would know instantly exactly 
what he was getting. 

I discussed this with Gordon Sawyer, 
who is one of the finest engineers in the 
film industry, and we came up with 
some ideas. As we started to put the 
system together we encountered situa¬ 
tions that gave us even better ideas, and 
within six or eight months we had 
completed a system that Mr. Freberg 
could use. This was before Jerry Lewis 
or anyone else had rigged such a combi¬ 
nation, and it was the only system of its 
kind available at the time. 

Mr. Freberg was able to use it with 
100% success right from the beginning 
and, since that time, he has refused to 
make a commercial without it. 

A couple of years later Blake Ed¬ 
wards was getting ready to shoot a 
picture called "THE PARTY" at the 
Goldwyn Studios. It was a very compli¬ 
cated type of picture with a lot of ad lib 
action, ahd it was necessary to know 
from one scene to the other exactly 
what had happened in the previous 
scene. It would have been mental chaos 
for a director to try to remember all of 
this, because it was not filmed according 
to a script. He could not wait to view 
dailies before shooting the next scene, 
so that meant he wouldn't know from 
day to day what he was getting unless 
he had some means for instant re¬ 
viewing. 

(LEFT) Video camera component of the latest wireless model fits snugly into door of Panavision Reflex Camera and shoots through its taking lens 
for recording an image identical to that photographed on the film. Door can be switched onto any existing Panavision camera within minutes. 
(RIGHT) Cover of video camera removed to give partial view of its complex micro-circuitry. New model was developed with complete cooperation 
of Panavision engineers, who designed mounts and mechanical features. 

Jim Songer, designer and developer of the 
Video West Instant Replay System. New 
model, small enough to fit into door of 
Panavision Reflex Camera, was made possible 
through use of space technology micro- 
circuits so tiny that he has to trace them with 
the aid of a microscope. 

NEW VIDEO WEST INSTANT REPLAY 
SYSTEM IS REFLEX AND WIRELESS 



So, an instant replay system was put 
together for Blake Edwards to use in 
filming "THE PARTY" and that was 
the first time, to my knowledge, that 
such a system was used to film a 
feature. 

The state of the art at that time left 
quite a lot to be desired in terms of the 
video picture quality, so we formed a 
corporation, Video West, for the pur¬ 
pose of developing a really top-quality 
system that would be a valuable aid in 
the production of motion pictures. The 
research and development that has tak¬ 
en place since then has produced just 
such a system and Blake Edwards de¬ 
serves full credit for it, because he not 
only provided the material basis that 

(ABOVE) New Ampex Instavideo videotape 
record/playback unit is 11" wide x 13" deep 
x 414" high and weighs less than 13 lbs. 
(minus batteries). When extensively modified 
by Video West, it will eliminate recording van. 
(BELOW) Unit is small and light enough to be 
carried on shoulder strap, if desired. 

The author, shown testing components in his research laboratory, worked with Goldwyn Sound 
Dept, chief Gordon Sawyer to rig first video camera-film camera combination for Stan Freberg. 
First feature use was on Blake Edward's "THE PARTY". He gives Edwards full credit for 
material and moral support in developing latest, highly-sophisticated models. 

made it possible, but he lent it his 
all-out moral support, as well. 

The first professional model of the 
Video West Instant Replay System in¬ 
volved a thoroughly reworked vidicon 
camera system and an Ampex 660 
recording console to which more than 
200 modifications had been made by 
Video West. This model was extensively 
reviewed in the February 1970 issue of 
American Cinematographer, so I won't 
say too much more about it, except that 
it was a piggy-back model that had a 
vidicon camera mounted directly above 
the taking lens of the film camera, with 
a 45-degree mirror picking up the same 
(or almost the same) picture as the film 
camera. 

Picture quality was excellent, but 
this particular model had certain draw¬ 
backs. First, there was a certain amount 
of vertical parallax—a very small 
amount, but it was there. Second, the 
vidicon camera would have to be fitted 
with one of five lenses that most closely 
matched the focal-length of the lens 
being used on the film camera, after 
which the picture had to be electronical¬ 
ly regulated to exactly match the field 
covered by the film lens. This worked 
fine, but it took time. Third, the system 
was useless when a zoom shot was being 
made with the film camera. Fourth, the 
camera was tied by a cable "umbilical 
cord" to the huge Ampex 660 console 
and monitoring system installed in a 
van. 

Even with all these drawbacks, how¬ 
ever, the system proved such a boon to 
film production that it was used on 
quite a few ambitious feature films, 
i ncl uding ". . . TICK . . . TICK 

...TICK...", "THE MOONSHINE 
WAR” and "DARLING LIU". 

In working toward a more sophisti¬ 
cated version of the system, we recog¬ 
nized the fact that the television cam¬ 
era, as we had been using it, was a 
parasite on the film camera. It became 
our aim to design a system that would 
not in any way interfere with the 
functioning or mobility of the film 
camera. We wanted to be able to "hide" 
it so effectively that the cinematograph- 
Continued on Page 718 

Songer stands behind cinematographer Phil 
Lathrop, ASC, shown with Video West- 
equipped Panavision Reflex camera during 
filming of "WILD ROVERS". Lathrop will 
use new wireless model for first time in 
shooting "PORTNOY'S COMPLAINT". 



A SURVEY OF MOTION PICTURE FILM 
STOCKS AND LAOORATORY PROCEDURES 
(PART II) 
By RICHARD PATTERSON 

An up-to-date state-of-the-art report on the 
various options available in basic raw materials 
and the alternative methods of processing them 

The daily prints which are made 
from the camera film are edited to make 
the workprint. The edited workprint 
can then be used as a guide in cutting 
the original, and. a number of release 
prints can be made directly from the 
edited original. If only a very limited 
number of prints of the film are re¬ 
quired, this may be the extent of the lab 
procedures involved in the production 

except for the sound track (see below). 
If more than four or five prints are 

required, other procedures become ad¬ 
visable. First of all, some thought 
should be given to the need for protec¬ 
tion. Once the original film is edited, 
the whole cost of the production is tied 
up in a few rolls of irreplaceable film. If 
this film is damaged in handling, it can 
only be repaired by changing the con¬ 

tent of the picture through the use of 
alternate footage. If it is lost by fire or 
theft, no further prints of the film can 
be made at all. If it is scratched, all 
subsequent prints of the film will be 
marred. There are two ways in which a 
producer can protect himself against 
such possibilities. The first is by making 
a special print of the film, for protec¬ 
tion only, which is stored in a safe place 

METHODS OF PRINTING 35mm AND 16mm PRINTS FROM 35mm NEGATIVES 

235 

7385 

NOTES 

7234 EASTMAN Fine Grain Duplicating Panchromatic Negative Film 
7249 EASTMAN Color Reversal Intermediate Film 
7253 EASTMAN Color Intermediate Film 
7302 EASTMAN Fine Grain Release Positive Film 
7385 EASTMAN Color Print Film 
5234 EASTMAN Fine Grain Duplicating Panchromatic Negative Film 
5235 EASTMAN Panchromatic Separation Film 
5249 EASTMAN Color Reversal Intermediate Film 
5253 EASTMAN Color Intermediate Film 
5254 EASTMAN Color Negative Film 
5302 EASTMAN Fine Grain Release Positive Film 

5385 EASTMAN Color Print Film 

The edited negative generally consists of both original camera negative and duplicate 

negative in which special effects have been incorporated. The original and duplicate negative 
footage may also be edited, in some instances, in “A” and “B” rolls in order to introduce 
special effects. 

e 
o 

The choice of printing system depends on a number of factors, including the types 
of printing and processing equipment available, the physical and chemical processing 
requirements for each film, and certain economic considerations. As a result, 
certain compromises may have to be accepted. 

An image size change indicates optical reduction printing. Where reduction stages are 

called for it is best (in the interest of obtaining the highest definiton in the final print) to 
postpone reduction until the latest practicable stage. Dotted lines show alternate, 
and usually less desirable, methods. 



(LEFT) Versatile color printers offer a variety of options, depending upon the requirements of the particular film and the preferences of the 
producer. (RIGHT) Optical printers are used to make blow-ups and reduction prints, as well as a wide variety of special effects. Liquid-gate optical 
printing now makes possible a degree of quality which was never possible in the past. (Photographs courtesy of Consolidated Film Industries, 
Hollywood.) 

and can be used to make replacement 
footage for damaged original. Such a 
print is made on a duplicating stock 
designed specifically for this type of 
work. The second method of protection 
is to use the original only to make 
negatives which will, in turn, be used to 
make all the release prints. In this way, 
the original itself provides the protec¬ 
tion material. Both of these approaches 
are commonly used and each has its 
own advantages. 

If the original is a black and white 

negative, the traditional means of pro¬ 
viding protection or of making duplicate 
negatives is to make a "master positive" 
or "fine grain" on Eastman Fine Grain 
Duplicating Positive film #5366 
(35mm) or #7366 (16mm). This master 
positive can be used for making replace¬ 
ment footage for the original negative or 
for making dupe negatives for the entire 
picture by printing it onto Eastman 
Fine Grain Panchromatic Duplicating 
Negative film #5234 (35mm) or #7234 
(16mm). 

It is also possible to make a dupe 
negative directly from the original by 
means of Eastman Direct MP film 
#5360 (35mm) or #7360 (16mm), but 
it is necessary to make this dupe nega¬ 
tive on an optical printer in order to 
maintain the proper emulsion orienta¬ 
tion (see below). In the case of theatri¬ 
cal pictures the best procedure is prob¬ 
ably to make a master positive first and 
then use the original negative to make a 
limited number of release prints in order 

Continued on Page 688 

(LEFT) Most modern film laboratories utilize highly sophisticated video color analyzers in the "timing" process. This not only speeds up the 
procedure markedly, but eliminates a high percentage of possible human error. (RIGHT) Printing of the sound track is a critical step affecting the 
overall quality of release prints. When a sound track negative is ordered, it is necessary to specify whether the track should be A-wind or B-wind, 
since the emulsion orientation of the track must match that of the picture with which it is going to be used. 



A MW EXPERIENCE IN CINEMATOGRAPHY 
A veteran documentary cameraman, long accustomed 

to figuring it out for himself, discovers the joys 
and advantages of new ARRI exposure control system 

By EDMUND BERT GERARD 

There was a time when cameramen 
were not yet called cinematographers, 
and the motion picture camera was not 
respected as an artist's tool. They were 
days before there was any such thing as 
an exposure meter, and the cameraman 
had to judge his exposure through the 
back of the film emulsion. "I'd rather 
have a heavy negative than be underex¬ 
posed", was the rule of the day. Those 
days are gone as surely as the highly- 
explosive nitrate film base. 

Luckily, cinematography is one of 
the few art forms which can benefit 
from technological advances. Coated 
lenses, battery-powered motors, and 
many technologically sophisticated aids 
have helped the cinematographer devote 
more of his efforts to the esthetics of 
his art. 

Now the Arriflex Company, which 
has long pioneered in the field of 
cinematography, has introduced a new 
cfevice which promises to be one of the 
most important innovations in filmmak¬ 
ing. The device is a fully professional, 

behind-the-lens, exposure control sys¬ 
tem known as the Arriflex Precision 
Exposure Control (APEC). 

The APEC is built into the door of 
the Arriflex BL, and measures light 
through the reflex system. This enables 
it to take into account all of the 
influencing factors, such as filters, diop¬ 
ters, lens transmission, etc. It uses circu¬ 
lar density wedges for the film sensitivi¬ 
ty and camera speed input, thus circum¬ 
venting all the troublesome, inaccurate 
compromises inherent in the electronic 
circuitry of a conventional exposure 
meter. 

Naturally, the system is not automat¬ 
ic. It simply reads the scene and pro¬ 
vides the cinematographer with the 
most accurate reflected light measure¬ 
ment possible. This information is 
placed right in front of the cinematog¬ 
rapher's eye on an expanded scale below 
the ground glass. As the light levels 
change, the reading on the scale changes 
accordingly. 

After first being introduced to the 

APEC, I hesitated for some time before 
having the "gadget" installed into my 
BL camera. Some "gadget!" It is prob¬ 
ably the most sensitive precision instru¬ 
ment I have ever used. After working 
with it for almost one year, I cannot 
understand how I was ever able to get 
along without it. 

Today, more than ever before, an 
exposure control system like this is 
virtually invaluable to the cinematog¬ 
rapher. Much of contemporary filmmak¬ 
ing requires heavy location work, where 
lighting conditions are not easily con¬ 
trollable. It soon became apparent how 
much time I was saving by not having to 
walk into the set, with my hand-held 
meter, to measure all the delicate light¬ 
ing balances. 

At first, of course, I carefully com¬ 
pared my "old meter" readings with my 
new APEC until I got the idea. Since 
then, I have lived dangerously with my 
lighting, yet the exposures are always in 
the middle of the printing scale. In a 
recent documentary set-up of a thera¬ 
peutic situation, I had a group of about 
ten males and females. The group was 
racially integrated, and I had no idea 
beforehand where any specific individu¬ 
al would be seated. This meant, of 
course, that the lighting could not be set 
to accommodate the tremendous differ¬ 
ences in skin colors. 

In this particular set-up, I purposely 
kept one side of the room dark, because 
"nothing was going to happen on that 
side", and because I wanted some sil¬ 
houette effects. Suddenly, the unex¬ 
pected happened! One of the group 
members on the "dark side" broke 
down and two of the therapists rushed 
over to comfort him. 

This was undoubtedly the most dra¬ 
matic sequence of the entire session, 
and it was saved by the APEC meter. It 
immediately registered the change and 
allowed me to instantly compensate for 
the lower light level. As it developed, 
this scene was the most moving of the 
entire film. 

On another documentary set-up, I 
again had a circle of young people, and 
again the lighting had to be ready 

The author trains lens of his Arriflex BL, equipped with new behind-the-lens precision exposure 
control (APEC), on subjects during filming of documentary concerning a group therapy situation. 
Skeptical at first, he is now sold on the "gadget" that allows him to work faster with more 
accurate control of exposure. 
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beforehand. With careful light readings, 
I had balanced the light for an F/6.3 
stop. As it turned out (of course) six of 
the kids on one side of the circle had 
long, disheveled hair, which shaded their 
faces and eyes completely. Since I had 
not been able to use fill lights, the 
exposure changed to F/2.5. Flad it not 
been for the APEC meter, I could not 
have controlled, so accurately, this sub¬ 
tle exposure change. 

Incidentally, this happened while my 
assistant was reloading film—he is now 
expendable for such tasks during shoot¬ 
ing. When he returned to the camera 
and looked at the F/stop, he became 
frantic and whispered excitedly in my 
ear, "You're wide open at 2.5!" And 
some time later, when I panned to the 
other side of the group: "You're way 
down at 8!" 

His frustration over not knowing 
what was going on inside the camera is 
perhaps the most illuminating example 
of the independence the cinematograph¬ 
er has gained with this new marvel, and 
the fluid, uninterrupted shooting it al¬ 
lows for. 

There is no longer any such calamity 
as "the assistant forgot to stop down!" 
When the needle is not on the center 
mark, I can see that something is wrong. 

By now, it should become apparent 
that the APEC is the ideal innovation 
for the verite cinematographer. It takes 

Frame blow-ups from recent documentary about a teenage group therapy encounter, filmed by the author. He had no idea in advance of the seating 
arrangement and, therefore, could not pre-set lights ideally. Yet, his exposures were consistently in the middle of the printing scale. The APEC 
system is not automatic, but reads the scene accurately and provides cameraman with information on scale just below the ground glass. 

Edmund Bert Gerard, three-time "Emmy" Award-winning cinematographer, has also received an 
Academy nomination for his photography of "REMBRANDT". His credits include: "EYE ON 
NEW YORK" (CBS), "VICTOR BORGE AND HIS FAMILY" (ABC), "DAVID BRINKLEY'S 
JOURNAL" (NBC), "HIGH ADVENTURE" for CBS-TV with Lowell Thomas, and many other 
top-rated documentaries. 

a fine degree of professional discretion 
and finesse to change your F/stop while 
shooting the same scene. When the 
entire scene must be used in the picture, 
it often becomes necessary for the 
editor to cut away to another insert in 
order to cover up for an abrupt expo¬ 

sure change in the middle of a take. The 
APEC is most helpful in letting you 
make these changes as smoothly as 
possible. 

I have walked into previously un¬ 
scouted locations—with my Arriflex BL 
Continued on Page 695 



CENTURY exclusive products 
for professional, news & documentary filmers 

Century quick slip-on filter adapter for 12- 
120mm Angenieux zoom lens. Allows instant 
change to 85 or 85B when going outdoors to 
follow action or vice versa. Price only 19.50. 

Century Precision short viewfinder for 12-120, 
9.5-95,12-240 Angenieux zoom lenses. The only 
shortfinder that is ruggedly made and includes 
a precision eyepiece with diopter scale. From 
295.00. 

Century zoom lensdata rings. Precision engraved 
with true “T” stops. Black anodized. Easily 
installed. For 12-120, 69.50 per set. For 9.5-95 
zoom, 89.50 per set. 

Century 12-120 or 9.5-95 viewfinder conversion. 
Lengthens 71/2" finder to 10" or shortens 10" 
finder to 71/2" or 3". Precision engineered and 
optically tested. From 135.00. 

Expert zoom lens repairs. Specializing in Angen¬ 
ieux 12-120, 25-250 etc. Our zoom lens servic¬ 
ing and repair department is the most exper¬ 
ienced in the U.S.A., our service is the fastest 
and our inspection standards the most compre¬ 
hensive. Serving professional cinematographers 
exclusively. Complete facilities including optical 
shop, coating lab and machine shop, large parts 
inventory. 

Ultra close-up lens for 12-120 Angenieux zoom 
lens. Allows focus as close as 7" from subject! 
A true fully corrected hard-coated achromatic 
diopter. Zoom from 25mm to 120mm. Your zoom 
lens becomes the ultimate close-up instrument. 
Price only 195.00. 

Write for literature on these and other exclusive Century Precision Products. Shipped direct from our North Hollywood plant. Serving 
professional cinematographers since 1948. Sold on a 30 day trial basis, fully guaranteed. Every lens optical bench tested and precision 
collimated. ^—i— 

Century Precision Cine/Optics 
10661 Burbank Blvd., North Hollywood, California 91601 (213) 766-3715 
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FILM RECORDING AND 
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 
. Quad Eight - Magna Tech. 11810 Vose St., North Hollywood, Ca. 91605 
. Cinesound International, Ltd., Imperial Studios, Maxwell Road, Borehamwood, England 
. Magna-Techtronics (Aust) Pty., Ltd., 49 Whiting St., Artarmon, N.S.W., Australia 2064 
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new SONOREX 
double 16 interlock projector 
Meet the second generation of one of the most versatile and useful production machines 
ever built—the Sonorex Double 16 Interlock Projector. 

Designed as successor to the Siemens 16/16 projector which we pioneered in the USA, 
the Sonorex has all the capabilities of the Siemens plus many new important features 
developed as a result of our years of experience in this field. 

As a professional 16mm sound projector, the new Sonorex is the finest you can get. 
Picture steadiness of better than 1/1000 of picture height is obtained with its cam-driven 
transport mechanism and low wear film gate assembly. A low voltage, long-life halogen 
projection lamp system, guarantees a bright evenly illuminated image even on large 
preview screens. 

But the Sonorex is much more than just a high quality sound projector. Equipped with a 
heavy-duty mechanically interlocked magnetic film deck, it lets you run both 16mm picture 
film and full coat 16mm magnetic film in perfect sync, or transfer sound from single 
system magnetic or optical to full coat stock while previewing camera footage. With all 
of its capabilities in recording, transferring, mixing, and playback, applications for the 
Sonorex in general film production work are virtually unlimited and expand money-saving 
in-house capabilities for every filmmaker. 

The new Sonorex Double 16 Interlock Projector is specifically designed for all these 
applications and not a “converted” sound projector. It meets professional standards in 
every way. If making films is your business, the new Sonorex can save you time and 
money. Compact and portable, the Sonorex goes where you go—a veritable studio in a 
‘suitcase’. Write for complete literature. (All specifications subject to change without notice) 

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

1011 Chestnut Street, Burbank, Calif. 91502 

‘a veritable 
sound studio 

in a suitcase’ 
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FILMING "THE GOLDSEEKERS" 
IN THE PHILIPPINES 

His first time out as Director of Photography on 

a feature film, intrepid cameraman finds the conditions 

less than ideal, but rises to the exhilarating challenge 

How much of low-budget location 
production means hostile-environment 
filming? Quickie westerns seem always 
to shoot in a god-forsaken patch of 
desert in the dead of winter; adventure 
epics inevitably find themselves being 
made wherever 97% humidity prevails; 
or a dust storm is added to an otherwise 
benign setting. Well, it really isn't all 
that bad, but what luck, I felt, to direct 
photography my first time out, in the 
soft, embracing atmosphere of the Phil¬ 
ippine Islands, one of the unique places 
in the world where the people, at least 
at the time of our filming, enjoyed 
contact with Americans and did every¬ 
thing within their power to help or 
cooperate. A place, too, where the light 
seems to envelope the myriad and varie¬ 
gated forms of life with a pervasive 
softness. The warmth of the air and this 
diffuseness of the light were the first 
things that impressed me during my first 
morning in Manila after deplaning at 
dawn and losing a day during the 
16-hour all-night flight. 

It was right then that I formulated 
my plan to restate the soft luminescence 
of the natural light in my interior 
lighting for "THE GOLDSEEKERS"—at 
least as far as the script requirements 
and equipment at my disposal would 
allow. Luckily, I had brought a roll of 
Marlox material and two of spun glass 
from the States. 

The initial period was, for me, a 
matter of reconciling all the cinemato¬ 
graphic possibilities the location sug¬ 
gested with the physical and budgetary 
limitations, such as the sobering reality 

that I would have the use of one 10K 
lamp and two seniors only two times 
throughout the production. I was to 
light more than 90% of the interior and 
night scenes with 10 Colortran units and 
a few FAY lights. With the Panavision 
sidelines, this portended certain prob¬ 
lems. 

On one of the two occasions when 
we had the larger units, we were out in 
the back country for a night ambush 
sequence. For the master scene we 
employed every light we had—even the 
work light—every bit of extension cable, 
including some house wire someone 
found in the prop truck. We opened the 
lens all the way to F/2.8 and had to 
push the Eastman Color film to 400 
ASA! If we didn't get a bad lab report 
on that one, I figured we were over the 
hill. 

Some people in the industry might 
well ponder the advisability of attempt¬ 
ing the sort of things we did with the 
limitations we had, but I think one of 
the rewards of making films comes from 
the reaching out and attempting you 
can do in almost every situation. Sure, 
it's agreeable to have all the light, 
production facilities and time you could 
possibly use, but there's a great deal to 
be said for the challenges inherent in 
filming at the other end of the budget 
scale. Anyone who has seen a collection 
of student films will know what I mean. 
How many times does the need to be 
resourceful culminate in a totally new 
way of seeing—and filming—a totally 
familiar subject? 

After checking all the equipment, 

welding and adapting some alien parts in 
the FAY units (called "clusters" by the 
Filipinos) and getting acquainted with 
each other across the barrier of 
language, we were almost ready to go. 
Now, I don't want to deride the internal 
workings of any foreign country, or the 
mysteries of the oriental mind, for that 
matter, but I must say the Philippine 
customs gave us some anxious moments. 
In fact, they were to create the only real 
problem in our filming experience. 

With all the risks of scratched emul¬ 
sion, unwanted flares, damage or acci¬ 
dents, the only loss of footage was 
accountable to some unnamed Filipino 
customs agent who didn't believe there 
was film in the cans of the very last 
shipment to be sent to the States for 
processing. So he opened one of them 
to see. Great. We can only conclude that 
he was satisfied, since the shipment 
arrived in Hollywood—only with a good 
solid edge fog into % of the picture area 
throughout 300 feet of negative. Per¬ 
haps that was a small price to pay for 
the opportunity to film in the 
Philippines, but the feeling nags me that 
we could have gotten on quite well 
without it. 

I cannot speak too highly of the 
crew. One hears a lot in the States about 
the language barrier. But a good tech¬ 
nician is a good technician even if his 
native tongue is different from ours. 
After all, when we are in another 
country, the language limitation is ours. 
One can only hope that the language of 
motion picture technology is universal 
enough to make communication possi- 

(LEFT) The author, discussing optical characteristics of the Panazoom lens with Paul Salcedo, top Filipino actor who had important role in "THE 
GOLDSEEKERS". At right is assistant cameraman Marcos "June" Rasca. (CENTER) Colortran units lined up behind a capiz shell screen for a 
"daylight" sequence shot around 10 p.m. at the Savoy-Philippines Hotel. Technician Juanito Valdez awaits instructions to "boost" lights to 3300° 
Kelvin. (RIGHT) "Night-for-day" lighting through shell screen produced this effect, as actress Barbara Bouchet studies map of palace grounds. 



ble. As it turned out, the members of 
my crew were almost all capable of 
speaking some English. The hazard was 
in the fact that not all had an equal 
ability to understand it. It became 
necessary to rely on the few whose 
command of English was wide enough 
to ensure that instructions were under¬ 
stood by the necessary people and 
properly carried out. Beyond that, it 
was apparent that the capabilities of the 
key technicians paralleled the best in 
Hollywood. 

There is no way to ignore the great 
need for patience in filming in the 
Philippines. It's not so much because of 
the language barrier as it is in the 
differing techniques and the absence of 
equipment we consider basic. How 
many times I stood and watched the 
grips and electricians wire and tape a 
lamp to the ceiling or wall when a 
simple plate and some nails, or a modi¬ 
fied C-clamp would have accomplished 
the job faster and easier, eliminating the 
light stand as well. 

But a word of caution to cameramen 
who may film there: though the Filipi¬ 
nos may have some methods of problem¬ 
solving alien to your own, demanding 
that a thing be done a different way, or 
faster, will usually have an effect oppo¬ 
site to the one desired. At best it will 
frustrate their natural desire to do what 
you have asked in the first place. For 
sheer determination to work and to 
please, the Filipinos cannot be beat. I 
found the best results were obtained 
from my crew by making sure they 
knew what I needed and then allowing 
them to do their best. 

Real places were used as sets 
throughout the picture, which gave us a 
built-in authenticity. In the Philippines, 
anything less than authenticity would 
be tantamount to losing a great oppor¬ 
tunity. We also had a formidable per¬ 

centage of interiors and night sequences, 
which, for a low-budget picture, was 
somewhat unorthodox. On more than 
one occasion we even shot "night-for- 
day." 

We were shooting in one of the 
rooms of the Savoy-Philippines, our 
own hotel. I have never seen coopera¬ 
tion to the extent that we received from 
the management there. After shooting 
all day in this room we found that we 
had the actors, the set and the wardrobe 
for another day sequence. The only 
trouble was, it was no longer day. The 
director, Wray Davis, looked at me, I 
looked at it, and away we went. It 
wasn't often that all the elements came 
together so conveniently, so we had to 
take advantage of it. 

The problem was to find a logical 

light source, a window through which 
daylight could pour, given the right 
conditions. At the same time we had to 
assiduously avoid seeing any of the 
windows since nothing was behind them 
except Manila starlight. The solution 
was a large Capiz shell screen which we 
had amply established in the back¬ 
ground of a number of preceding scenes. 
In actuality, though it appeared to be 
there to filter the outside light in a 
decorative way, it was covering a rather 
unsettling view of a section of Savoy 
roof. But there was no one who could 
say daylight couldn't make it through 
that screen, and so daylight did, at 
around 10 P.M.—except that the "day¬ 
light” was actually the combined illumi¬ 
nation of 10 Colortran units lined up 

Continued on Page 698 

A reverse low angle has cameraman Brenner sprawled on the ground to shoot through gate as it 
swings open to just barely miss the camera and allow entourage of cars to enter grounds of 
"Indonesian Palace" (in reality, the Savoy-Philippines Hotel). An eyewitness claimed that this 
set-up was just yards away from one shot some years before by Arthur Arling, ASC. 

(LEFT) Production Manager Vance Skarstedt organizes cast and crew tor sequence to be shot against reflecting pool in front of the presidential 
mansion. (CENTER) Preparing to shoot a point-of-view shot from the hood of a car, cinematographer Brenner passes on pertinent information to 
Filipino Assistant Director Hernan Robles. The motorcycle riders are, in real life, escorts for the mayor of a local township near Manila. (RIGHT) 
Cameraman Jules Brenner discusses line-up of a shot with camera assistant George Rosales aboard a freighter in Manila Harbor, while crew boss 
Julian Baltonado looks on. 



WORLD 
COLLOQUIUM 
THEATRE/TELEVISION/FILM 

LIGHTING 

The LIGHTING 2000 World Collo¬ 
quium on Theatre, Television and Film 
Lighting, held at New York's Hotel 
Roosevelt, May 23-27, under the spon¬ 
sorship of the Illuminating Engineering 
Society, brought together lighting de¬ 
signers, engineers and production people 
from all over the United States and 
several foreign countries. 

Though some of the visitors were not 
quite sure what the term "colloquium" 
meant, they assumed (correctly) that it 
was a fancy word for "conference". It 
was hoped, however, that the thrust of 
the meeting would go substantially be¬ 
yond that and become an in-depth, 
incisive appraisal of the trends and 
challenges that will concern people en¬ 
gaged in lighting for the entertainment 
media during the next few decades. 

Since no one present seemed to be 
equipped with a functional crystal ball, 
it was not really possible for anybody to 
speak authoritatively about the charac¬ 
ter of lighting one might dependably 
expect to prevail in the year 2000. 
Therefore, what actually occurred were 

discussions of lighting systems now op¬ 
erable in the various media, plus those 
under development for the near future. 
In the panel discussions there was a 
certain amount of vague conjecture 
about lighting "in the distant future", 
but nobody seemed able, in any con¬ 
crete way, to define the technology that 
is likely to pertain in the year 2000. 

Disappointing to those attending 
whose interests lie in the field of motion 
pictures was the fact that almost the 
total emphasis of the conference was 
directed toward Television and Stage 
Lighting, with Film Lighting left out in 
the cold. Token recognition of this 
important area of lighting was made in 
designations of the panels, but not one 
major paper was devoted exclusively to 
the subject. If the brain trust of the 
Illuminating Engineering Society ex¬ 
pects film people to travel halfway 
around the world to attend future con¬ 
ferences, they had better make sure that 
a fair share of the program is devoted to 
this area of lighting. 

A panel entitled: "An Overview of 
World-Wide Lighting Techniques in 
Stage, Film and Television", boasting a 
group of distinguished panelists, dwelt 
mainly on what was now being done 
and the fact that most of it was already 
obsolete. 

Acting as a kind of Devil's Advocate 
from the floor was Tom Lemons, who 
bedevilled the panel with the pro¬ 
nouncement that nothing the panelists 
were discussing was "where it's at" and 
that one must think along those lines. 
Asked to be more specific as to what 
"where it's at" meant in reference to 
lighting, he failed to give examples. 
However, he was certain that high-watt¬ 
age tungsten-halogen lamps were one 
thing that definitely wasn't "where it's 
at"—a rather surprising statement com¬ 
ing from Tom, since he was one of those 
most instrumental in developing these 
Academy Award-winning lamps during 
his tenure at Sylvania. 

A paper entitled "New Discharge 
Lamps for Television and Film Light¬ 
ing", by Dr. B. Kuhl was eagerly 
awaited by those who have been follow¬ 
ing the development of these metal 
halide lamps with very high lumens-per- 
watt characteristics, but the paper 
turned out to be a scholarly engineering 
report which completely skirted the 
all-important factor of practical applica¬ 
tion. It was only in response to a 
question from the floor that this subject 
was dealt with at all. Dr. Kuhl respond¬ 
ed by saying that these lamps had not as 
yet been used in motion picture produc¬ 
tion, the drawbacks being the need for 
high-voltage ignitors to restart them, 
their flicker characteristic and the fact 
that they put out light with a greensih 
cast. 

Thomas-Earle Knight, of the Rank 
Organization, a self-admitted "film 
man" got more directly down to cases 
with his paper on "The Era of Remote 
Control of Lighting for Films, Televi¬ 
sion and Theatre". 

Speaking from his years of experi¬ 
ence at Pinewood Studios, and on the 
basis of expertise gained from working 
contact with the four newest stages at 
that studio, which are equipped with a 
grid system and monopole lighting, Mr. 
Knight spoke optimistically of motoriz¬ 
ing existing luminaires and designing 
new, more highly functional automated 
units. 

This subject was kicked around more 
generally during the course of a later 
panel entitled "The Need and Feasibili¬ 
ty of Automated Dimming and Rigging 
Systems". The burning question at this 
point, at least in regard to film produc¬ 
tion, was whether, in the future, any 
films at all would be shot in studios, 
considering the growing trend toward 
filming in actual locations. 

Herb Lightman, Chairman of the IES 
Film Lighting Committee, fully ac¬ 
knowledged the location filming trend, 
but added that, in his opinion, there 

(LEFT) Lighting engineers, designers and production personnel from all over the United States and several foreign countries gather in ballroom of 
New York's Roosevelt Hotel for Lighting 2000 World Colloquium, sponsored by the Illuminating Engineering Society. (RIGHT) Panels composed of 
authorities in various fields of lighting were a mainstay of the conference. 



(LEFT) A highpoint of the Colloquium program was a "backstage" tour of the facilities available in the various auditoriums of Lincoln Center. Here 

the conferees gather in the sumptuous new Metropolitan Opera House to begin the tour. (RIGHT) The Lighting Designer for the Stuttgart Ballet 

explains operation of the enormously complex dimmer system for lighting the Metropolitan's huge stage. 

would always be a certain amount of 
filming done in studios "because loca¬ 
tion shooting is a mixed blessing. It 
costs a great deal to maintain crews on 
location and you rarely have full control 
of all of the elements, weather included. 
Also, certain pictures, such as period 
vehicles, musicals and large-scale specta¬ 
cles will require sophisticated facilities 
that only a studio can provide—to say 
nothing of filmed TV series that rely 
upon standing sets." 

He stressed the fact, however, that 
the archaic stages available in present- 
day major studios would not serve the 
purpose. There would be a need for new 
ultra-modern studio complexes incor¬ 
porating the most advanced production 
facilities, including a certain degree of 
automation. 

The social side of the LIGHTING 
2000 World Colloquium was perhaps, a 
greater success than its academic side. 
Almost a full day was devoted to a tour 
of the facilities at Lincoln Center, with 
special emphasis on the Metropolitan 
Opera House and its lighting facilities. 

A small group, comprised of thosp 
particularly interested in film produc¬ 
tion, also paid a visit to the Filmways 
Studios in the Bronx to watch shooting 
on the set of "THE GODFATHER". 

Following is the program of the 
LIGHTING 2000 World Colloquium: 

I.E.S. LIGHTING 2000 - 1971 

Sunday, May 23rd 

5 p.m. — 8 p.m. 

Hotel Roosevelt 

Monday, May 24th 

8:30 a m. — 9 a.m. 

9 a.m. - 9:30 a.m. 

9 30 a.m. — Noon 

Noon — 2 p.m. 

Registration 
‘Cocktails and Hors d'Oeuvres 

Hotel Roosevelt 

'Coffee 
Session Chairman — Philip Rose 

Welcome — S.J. Bonsignore 
Lighting 2000 — K.R. Ackerman 

Round Table Discussion 
Subject: "How Does New Technology Af¬ 

fect the Future of Theatre, T V. 
and Film with Regard to Employ¬ 
ment and New Facilities" 

Panel: K.R. Ackerman, S.J. Bonsignore, 
F.P. Bentham. T. De Gaetani, C. 
R. Gibbs, J. Tawil 
Lunch (Open) 

2 p.m. — 2:30 p.m. Paper 
"Lighting 2000 — A Darkling 
View”, Frederick Bentham 

2:30 p.m. - 2:45 p.m. Paper Summary 
Subject: "Trends in Modern Stage and Stu¬ 

dio Lighting in Europe", Wolf¬ 
gang Bergfield 

2:45 p.m. - 3 p.m. Paper Summary 
Subject: "RDS Lumiscope Lens Screen 

Systems for Colour Television", 
Keiichiro Ryu (Ryudensha-Japan) 

3 p.m. — 3:15 p.m. Break 

3 15 p.m. — 5 p.m. Panel Discussion 
Subject: "An Overview of World-Wide 

Lighting Techniques in Stage, 
Film and Television" 

Panel: Panel Chairman — Frank Ozburn 
T. Earl Knight (England), Wolf¬ 
gang Bergfield (Germany), T.C. 
Nutt (Canada), Edward Kook 
(U.S.A.), Keiichiro Ryu (Japan), 
C. Ryle Gibbs (France) 

'Cocktails 

'Dinner 
Chairman: S.J. Bonsignore 
Guest Speaker to be announced 

6:30 p.m. - 7:30 p.m. 

7:30 p.m. — 9:30 p.m. 

Tuesday, May 25th 

9 a.m. — 11 a.m. 

11:15 a.m. - Noon 

Subject. 

Noon — 2 p.m. 

2 p.m. - 2:45 p.m. 

2:45 p.m. — 3:15 p.m. 
Subject. 

3:15 p.m. — 3 

3:30 p.m. - 4 

4:30 p.m. - 4 

30 p.m. 

30 p.m? 

45 p.m. 

Subject: 

5 p.m. - 5:30 p.m. 

5:30 p.m. - 7 p.m. 

Lincoln Center Complex 

Session Chairman-Bob Brannigan 

Tour of Metropolitan Opera House 

Liszt Hall 
Paper and Demonstration 
"Fast-Response, Full-Colour Stage 
Lighting Systems", Dr. Richard 
lacobucci 

'Lunch at Lincoln Center 
Session Chairman-Jim Connolly 

Tour of Vivian Beaumont Theatre 

Paper 
"Coordinated System of Multi 
Screen Projections - Scenery Pro¬ 
jected with Light", Dr. Elmer 
Nagy 

Break 

'Tour of New York State Theatre 

Paper 

"APractical Xenon FollowSpot" 
Frank A. Eder 
Brief look into Philharmonic and 
Julliard Halls 

'Cocktails at Philharmonic Cafe 

Hotel Roosevelt Wednesday, May 26th 

8 30 a.m. - 9 a.m. ‘Coffee 
SessionChairman—Charles Neenan 

9 a.m. - 9:30 a.m. Paper 
Subject: "Memory Systems Available To¬ 

day, Their Functions and Fu¬ 
ture", Tim Loomis 

9:30 a.m. — 10 a.rr. Paper 
Subject: "The Era of Remote Control of 

Lighting for Films, Television and 
Theatre", T. Earl Knight 

10 ).m - 10:30 a.m. 
Subject: 

10 30 i m — 11 a.m. 
Subject: 

1 I a.m. — 11:30a.m. 
Subject: 

I 30 a.m. - Noon 
Subject: 

Noon — 2 p.m. 

Subject: 

Panel: 

Subject: 

Panel: 

Thursday, May 27th 

8:30 a.m. — 9 a.m. 

9 a.m. — 9:30 a.m. 
Subject. 

9:30 a.m. - 10 a.m. 
Subject. 

10 a.m. — 10:30 a.m. 
Subject. 

10:30 a.m. — 10:45 a.m. 

10:45 a.m. — 11:15 a.m. 
Subject. 

11:15 a.m. — 11:30 a.m. 
Subject 

11:30 a.m. — Noon 
Subject. 

Noon - 12:30 p.m. 
Subject 

Paper 
"Light Control Equipment with 
Memory Elements", Tadayoshi 
Fukuda 

Paper 
"A Memory Lighting Control Sys¬ 
tem", Dr. Joel Rubin 

Paper 
"CBS Electronic Memory Light¬ 
ing Control System", Salvatore J. 
Bonsignore 

Paper 
"A Television Lighting 2000", K. 
R. Ackerman 

Lunch (Open) 
Session Chairman and Panel Mod¬ 
erator - Richard Glickman 

Round Table Discussion 
"The Need and Feasability of 
Automated Dimming and Rigging 
Systems" 

Bill Klages (Television), Ross 
Lowell (Film), Ron Olson (The¬ 
atre), Herb Lightman (Film), Bob 
Brannigan (Theatre), T. Earl 
Knight (Film), Laird Davis (Tele¬ 
vision) 

Open ended Discussion 

Session Chairman and Panel Mod¬ 
erator — Imero Fiorentino 
"Professional Responsibility", A 
discussion of the roles of: Manu¬ 
facturers, Consultants, Unions, 
Lighting Designers and Manage¬ 
ment 
(Rotating) 

Hotel Roosevelt 

' Coffee 
Session Chairman — Nick Ramone 

Paper 
"New Xenon Compact Arc Pro¬ 
jection Lamps for Horizontal 
Operation", John K. Michel 

Paper 
"The Characteristics of Molecular 
Arc Lamps", Charles Clark 

Paper 
"New Discharge Lamps for Tele¬ 
vision and Film Lighting", Dr. 
Kuhl 

Break 

Paper 
"Hard Glass Halogen Lamps - A 
Breakthrough for Studio Light 
ing", Robert Griffin 

Paper 
"Flexibility Through Modularize 
tion in Lighting Control", Robert 
A. Slutske 

Paper 
■ "Dimmer Curve Tests for Theatre 

& Television", William Shearer - 
C.B.C., Canada 

Paper 
■ "Lighting 1970 - On A Budget", 

William Little 
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New Eclair ACL: 
half the size and 
half the weight! 

Sync sound and silent running 
in a camera that weighs 8V2 pounds 
and is less than a foot long. 

Ken Nelson has made a short documentary 
film with an ACL. “In the past, I’ve always 

looked around for a place to rest the camera 
between shots,” says Mr. Nelson. “But with 
this new one, I found it didn’t occur to me to 
put it down.” 

With its 200 foot magazine and without a 
lens, the ACL weighs less than 9 pounds and 
measures IIV2 inches from front to back. Half 
the size of its competitors. Less than half the 
weight. 

This is the most inconspicuous camera on 
the market. It’s completely silent, of course. 
Hand-held, it’s much smaller and lower than 
your head, as you can see. The battery weighs 
about a pound and fits into your pocket. 

And the ACL is fast. You can change its 
clip-on magazine in less than five seconds. No 
threading; no need to touch the film at all. Film 
maker Eric Saarinen says: “This is the first 
silent camera you can run with.” 

The ACL has a crystal-control motor. 
Sync sound with no connection whatever be¬ 
tween camera and tape recorder. Fantastic 
accuracy. Sync error is less than V2 frame in one 
continuous 200 foot take. That’s 8,000 frames. 

What else? A universal lens mount that 
lets you use any lens with any mount. Ex¬ 
tremely bright and precise reflex viewing, with 
a viewfinder that rotates 360 degrees. And a 
price that’s considerably lower than the com¬ 
petition. 

For more information, ask us for our free 
ACL brochure — and the price list. 

eclair 
Eclair Corporation: 7262 Melrose Ave., Los Angeles, Calif. 
90046; and 73 S. Central Ave., Valley Stream, N.Y. 11580. 
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THE CHALLENGES OF A 
FREE-LANCE CAMERAMAN 

By WOODY OMENS 

There's an old saying that in any team effort you are no 
stronger than the weakest member of your team. In a recent 
commercial any one man or woman in the crew and cast of 
thirty-seven might have, at a given instant, become the weak 
link in the team chain. A cue missed, or a job done carelessly, 
or lack of professional skill at a critical moment might have 
required a re-shoot. It would not be exaggerating to say that 
certain specific errors could have been fatal. Happily, I can 
write with pride that we never found a flaw in our team nor 
shall we ever know who might have "blown the shot". 

Incredible as it may seem, all the energy put forth by the 
team was for one single shot which lasted between 46 and 50 
seconds. Let me briefly outline the shot and its requirements 
as they were presented to me. 

THE PROBLEM—"UP THE APARTMENT" 

1. In less than 50 seconds, move up the side of an 11-story 
apartment building and look into seven rooms, each of 
which must be illuminated for a different mood. The total 
height is 130 feet. 

2. Five of the floors will have actors, some of whom will be 
cued by a playback system. 

3. Two of the floors are to be still-life setups. In one there is 
a lamp in the window. In the other is a TV set which has 
been left on, apparently by someone in the adjoining 
room. 

4. The general mood of the whole scene: approaching the 
dinner hour. . . that special condition you have in the 
city when the sun has just set and left an afterglow in 
which the contours of the skyline and the last textures of 
cement and brick are visible. Into this are sprinkled 
patterns of window lights which separate brightly from 
the sea of buildings. This is the time of day affectionately 

These days—and especially when photographing 
those zany TV commercials—a cameraman must be 
everything from a “human fly" to an Eskimo Pie 

referred to as the "magic hour". 
5. The move up should give the impression that the scene 

represents the subjective point-of-view of a person some 
distance off, possibly one who is in a building across the 
street. A binocular matte will not be allowed. 

6. There can be no dissolves between floors. At the 11th 
floor, before the crane stops, the camera must tilt up to 
end on clear sky. Into this clear sky area will be matted a 
shot of an airplane flying away. 

These were the essential conditions of the shot, but there 
were still some additional factors to be considered. There was 
the possibility of the horizontal lines of the building 
"strobing". What about the potential for "transfer of 
motion", that special condition when the object, not the 
camera, appears to move? Would the building appear to sink 
before the eye of a stationary camera? Also unknown was 
the smoothness of the crane and the speed control of the 
move upward. And last was the question in the back of my 
mind: Was the whole shot safe to do? 

THE SOLUTION 

On the pre-light day we positioned the crane and went for 
a test ride. We also made a short test on film to see what the 
strobe and "transfer of motion" potential was. The ideal 
focal-length of the lens to be used we determined was 80mm. 
The crane move was quite smooth, but with wind variation 
the guide cables created a low-frequency chatter. I had 
decided, even before the test day, to use a 35mm Arriflex 
camera, the 35-to-140mm Angenieux zoom, and the Dyna- 
lens. As it turned out, the Dynalens was invaluable in 
smoothing out the ride. 

Our test showed that a several-second hold in framing on 
each floor eliminated both strobe and transfer. Since the 

(LEFT) Facade of the Sheraton West in Los Angeles, shown during filming of commercial which required camera, hoisted by a giant crane, to move 
up the side of the building and "look" into seven rooms, each on a different floor. Numbers in windows were used for purposes of communication 
and identification. (RIGHT) Camera and crew in hoist cradle, on their way up. Displaying of cue card #6 set the crew in motion to adjust the lights 
as required. Note Dynalens on camera. 



(LEFT) The smaller card indicates that the first lighting cue has been completed on Floor 6. Floor 5 was completed moments later. (RIGHT) Actors 
shown rehearsing on the top floor of the building. Note the sheets of plastic material used in front of FAY lights in order to achieve a soft, natural 
type of room light. Five of the floors had actors in the rooms, some of whom were cued by means of a playback system. 

crane was given one continuous speed, the camera had to tilt 
in order to hold the framing at each window. Obviously, the 
perspective changed so that we usually saw part of the ceiling 
at first and then finally part of the floor. 

The 80mm focal-lenth provided just enough perspective 
distance to suggest the appropriate spatial quality. A focal- 
length much longer than this would have multiplied the 
vibration factor to the point of possibly making the shot 
unusable. So, at this point at least, we had defined some of 
the optimum requirements. 

To make the sharp tilt at the end of the move, I chose a 
300-lb. test O'Connor 100 fluid head. Less resistance in the 
head would mean an easier 75-degree tilt to the sky. 

So that the director could see the action at each floor, we 
mounted a small TV camera alongside the Arri and ran a 
130-foot cable to the monitor. 

To achieve the lighting as requested, I decided to begin 
with a day for night technique in which the 85 filter is 
removed and the scene is underexposed. Underexposure here 
was to apply only to the exterior of the building, not to the 
interior rooms. Fortunately, the building we chose went into 
shade at 2:00 in the afternoon, thus helping to drop the 
exterior intensity down. Naturally, the more the exterior 
dropped in brightness, the less the room light would have to 
be brought up to keep the balance. (See the chart below.) 
However, one very significant detail kept us from shooting 
until 5:45 in the evening. The white buildings far across the 
park reflected in the windows of our "hero" building, and 
into these bright images we saw the perfect silhouette of the 
camera cage and its cables. By waiting the reflections became 
less prominent. 

Based on what the exterior lighting intensity would be at 
5:45, the following system was selected. Both the Gaffer and 
the First Assistant had copies of this chart. 

When the Exterior Level Is The Interior Level Must Be 

1. T/1 6 fc T/2 25 fc 
2. T/1.4 12 fc 6:30 pm T/2.8 50 fc last shot 
3. T/2 25 fc T/4 100 fc 
4. T/2.8 50 fc T/5.6 200 fc 
5. T/4 100 fc T/8 400 fc 
6. T/5.6 200 fc 5:45 pm T/11 800 fc first shot 
7. T/8 400 fc T/16 1600 fc 

Note: This is based on ASA 200 and one-stop forced 
development of 5254. The forced development became 
necessary due to beginning the first shot so late in the 
afternoon. In this way we could shoot a little longer after 
sunset. It should be quite apparent that what was 
day-for-night became night-for-night as it grew excessively 
dark. Interestingly enough it was the day-for-night shot 
which was finally chosen for the commercial. 

Our first shot was set for Line Six in the chart. This 
became known as Cue Six and from the stills you can see 
that when a six was displayed at the camera, a man on each 
of the seven floors knew to set his lights accordingly. Having 
done this with maximum speed, he responded by showing a 
six in the window. The shot was then in a "ready standby" 
condition. Each change was cued after I had taken my 
incident reading from the exterior light (left half of the 
chart). We were able to make several takes on cues six and 
five, but thereafter it was one take and a lighting change 
instantly. I can thank my Gaffer, Pat Kirkwood for so 
cleverly engineering the manner of individual light adjust¬ 
ments on all floors and his crew for having been "right on" in 
making all the cue changes work. 

You will see that the chart shows a balance difference. 

Cameraman Woody Omens uses a walkie-talkie to communicate to the 
ground and the building. Through the headset he could hear both the 
playback and the director's instructions. 



The camera cage has reached the top of the move, at which point the 
camera completed the shot with a tilt upward to the sky. Row of 
lighted windows indicates rooms used in the scene. 

from exterior to interior, of two stops or double the 
foot-candles for interior. This ratio was what I felt to be a 
realistic difference in achieving the "magic hour" look. In 
addition, absence of the 85 filter produced a cool blue 
building exterior which made the rooms seem much warmer 
and cozy. 

An interesting problem was the lonely TV set on the 9th 
floor. To get a realistic TV effect which could be dropped in 
intensity along with the other light sources, we cut a neutral- 
density gel into some simple shapes and attached them to a 

Omens sets reflector for filming of a partially-nude cutie in a glass 
bathtub—out in the middle of the desert. Helicopter used made 
filming with 250mm lens impossible. 

piece of tracing paper. This was then placed in the window of 
an empty cabinet and illuminated by a blue-gelled quartz 
light. With the TV set turned slightly away from the camera, 
a satisfying effect resulted. 

THE BATHTUB 

A few months ago I was asked to do a shot of an entirely 
different nature. The problem was as follows: 

1. Photograph a partially nude girl in a glass bathtub taking a 
bubble bath. 

2. Place her in a canyon on a boulder surrounded on three 
sides by water. 

3. From a helicopter, begin in as close as possible and then, 
in less than 25 seconds, pull away in a 200-degree arc to 
an altitude of 500 feet. 

4. At the top of the move, show the widest view of the 
canyon and Lake Powell, Idaho. 

In a test run we learned a great deal. We found that after 
four o'clock, when the light was best, drafts in the canyon 
would not permit a smooth move or stable hover. 

At the start of the move, if we were too close to the 
model, all the suds would blow off her, and who wanted an 
"X"-rated commercial? Even German TV, for which the spot 
was intended, couldn't handle that much truth! So we 
backed off, but the longer focal-length lens now required to 
get the same size image was unmanageable. The helicopter 
wind currents returning off the canyon walls made shooting 
at 250mm impossible. Bit by bit we arrived at some 
compromises which made the shot work. 

The author, dressed in Eskimo parka, sets up the camera for shooting 
of frigid assignment at Resolute Bay, near the magnetic North Pole. 
He faced dangers of frostbite, frozen lungs and skin freezing to metal 
surfaces. 

THE ARCTIC 

At another time I encountered an assignment of quite an 
extreme nature. This time the problem was to film a 
documentary in the Arctic, specifically at the Magnetic 
North Pole. Here was the problem: 

1. In temperatures from -20°F to -60°F, record the events 
centering around a test experiment and the filming of a 
commercial being done by another crew. 

2. Shoot both indoors and outdoors, sometimes in a 
relatively short period between these extremes. 

Continued on Page 716 



ADDITIONAL FILMLINE FEATURES: 

• Double capacity spray wash • Dry Box and 
developer thermometers • Uniform tank sizes • 
Cantilever construction • Self-contained plumbing 
• Ball-bearing gear box • Oilless air compressor 
• Size 77" x 60" x 30" Weight approx. 650 lbs. 
Worlds' Largest Manufacturer of Quality Engineered Film 
Processors Since 1945. Over 100 Other Processor Models 
Available including Color, Microfilm, Negative/Positive 
and Spray. 

St/ttThe World’s Most Popular Film Processor! 

Develops reversal film at 1200 ft. per hour 
Negative-positive film at 1200 ft. per hour 

MODEL R-15 
^REVERSAL FILM 

• Exclusive Overdrive — eliminates film breakage, 
automatically compensates for elongation, tank 
footage stays constant. 

• Easy-to-operate, fully automatic controls make this 
an ideal machine for unskilled personnel. 

• Variable Speed Drive — development times from 
1V4 to 12 minutes. 

• Complete Daylight Operation on all emulsions—no 
darkroom needed. 

• Feed-in elevator and 1200 foot magazine permits 
uninterrupted processing cycles. 

• Stainless steel tanks, air squeegee, recirculation 
fittings, air agitation tube, lower roller guards. 

*• Forced filtered warm air drybox. 

When You Buy Quality - Filmline Costs Less! 

AJU-71 

'Including Temperature Control System, 
Bottom Drains and Valves, Developer Re¬ 
circulation and Air Compressor. 

Lease & Time Payments available 
CORPORATION 

MILFORD, CONNECTICUT 

(203) 878-2433 

The world's finest filters 
at your local cine dealer wherever you are 

Tiffen 
Offers Its 
Optical and 
Filter System 

Brochure to You 
by Return Mail 

All the sizes, the colors, the 
threads, the holders, adap¬ 
ters and accessories ... all 
of the details you need to 
complete your camera sys¬ 
tem 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 
complete line of Tiffen opti¬ 
cal aids. 

NEW 
138mm FILTERS 

for Angenieux 20-120 (6x20) 
F2.6 lens. Available in all 
standard colors, combination 
colors and neutral densities. 
Close-up lenses in +y2,1,2,3. 

TIFFEN 

ETIsm 

At Last! A $2.00 
Filter Catalog With 

Transmission Curves— 
Percentages! 

Tiffen Photar Filter Glass 
Catalog is now available, to 
aid the technical and profes¬ 
sional community. Included 
are the optical, physical and 
transmission characteristics 
covering the extensive list of 
Photar Filter Glass colors. 

To receive your copy 
send $2.00 to Tiffen Optical 
Co., Dept. ACS. 

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

Selected by NASA for Apollo flights and earth resources programs 



SHOOTING IN 
CANADA ? 

Rent 

IIM EQUIP 

Mitchell SPR & Mirror Reflex — NC Reflex 
Standard High Speed — Arriflex — 16 mm & 35 mm 

Blimps & Zooms — Worrall — O'Connor 
Dynalens - TODD-AO 35 

Studios — Dollies — Lighting & Grip Equipment 
Generators — Nagras — Cranes 

CAMERA MAINTENANCE & MACHINE SHOP 

DISTRIBUTOR FOR 

TYLER CAMERA MOUNTS 
Vibrationless Mini-mount 
and Middle-mount 

O'CONNOR FLUID HEADS 

TIFFEN FILTERS 

TODD - AO 35 
Anamorphic lenses 

DYNALENS 

CINEMA PRODUCTS 
Joy Stick Electric Zoom 
BNC — Crystal Motor 
35 mm Arri-crystal motor 

HALLIBURTON CAMERA CASES 

CINEQUIP- Motion Picture Camera and Equipment Rentals 
41 Scollard Street, Toronto, Ontario, Canada. Tel.(416) 920-5424 
1382 Main Street, North Vancouver, B.C. Tel.(604) 980-3022 

LABORATORY PROCEDURES 
Continued from Page 671 

to get the best possible quality. Subse¬ 
quent prints of the picture could be 
made from dupe negatives made from 
the master positive and would still be 
high quality prints. 

With a 16mm black and white rever¬ 
sal original the customary procedure is 
to make an "internegative'' for printing 
purposes and to store the original for 
protection. There are two reasons for 
this procedure. The first is economic. 
Composite release prints from an inter¬ 
negative are about half as expensive as 
composite reversal release prints from 
the "A" and "B" roll reversal original. 
This is because the printing stock is less 
expensive, the processing is simpler, and 
the printing operation is less complicat¬ 
ed. The effects achieved by "A" and 
"B" rolling the original are built into 
the internegative so that it is printed in 
a single pass. The second reason for 
printing from an internegative in 16mm is 
that it produces prints with the proper 
emulsion orientation. Projection stand¬ 
ards for 16mm derive from the fact that 
16mm was originally an amateur format 
in which the camera stock was a reversal 
film suitable for projection. The stand¬ 
ard emulsion orientation for 16mm was 
therefore emulsion towards the screen 
in the projector gate (referred to as 
B-wind). This is the opposite of the 
standard for 35mm (A-wind—emulsion 
toward the projector lamp) since the 
35mm standard assumes that the print is 
contact printed from the camera nega¬ 
tive. 

Since a contact printer requires that 
the original and the print stock pass 
through it emulsion to emulsion, the 
print produced has the opposite emul¬ 
sion orientation from the original. If a 
16mm release print is produced by 
contact printing from a 16mm original, 
it will be an A-wind print. In most cases 
it is a simple matter to refocus the 
projector when showing an A-wind 
print, but non-standard prints can cause 
problems if they are used for television 
or in other situations where it is not 
feasible to re-focus the projector each 
time a different print is run. It is 
possible to make B-wind prints from a 
B-wind original by means of an optical 
printer or by printing through the base 
rather than emulsion to emulsion, but 
the costs of optical printing and the 
quality loss in printing through the base 
render both these methods impractical 
in most cases. 

The stock used for making internega¬ 
tives from black and white reversal 
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originals is Eastman Fine Grain Pan¬ 
chromatic Duplicating Negative film 
#7234, the same stock used for making 
dupe negatives from master positives. 

The same procedures apply to the 
printing of 16mm color reversal origi¬ 
nals. The first trial print and a limited 
number of release prints may be made 
by printing directly onto Eastman Re¬ 
versal Color Print film #7385, but bulk 
printing is done by means of an inter¬ 
negative made on Eastman Color Inter¬ 
negative film #7271. This internegative 
is then printed onto Eastman Color 
Print film #7385. 

If the original material for a picture 
is color negative, there are two alterna¬ 
tive procedures in providing protection 
material. First of all, it is now possible 
to make a color duplicate negative 
directly from the original negative by 
means of Eastman Color Reversal Inter¬ 
mediate film #5249 (35mm) or #7249 
(16mm). This is a color reversal stock 
designed specifically for making dupli¬ 
cates of color negatives and differing 
from other color reversal stocks in that 
it incorporates the same type of orange 
mask used in color negative to achieve 
the proper color balance in printing. A 
dupe negative made on Color Reversal 
Intermediate (referred to as a "CRI") 
can be used in release printing in the 
same way that an internegative made 
from a reversal original is used. 

A CRI is often supplied to a foreign 
distributor for making any number of 
release prints of a picture abroad, for 
example. With most large theatrical 
productions it is customary to make the 
first dozen prints or so directly from the 
camera negative and then to make the 
subsequent release prints from a CRI 
dupe negative. If the release prints are 
to be standard 35mm A-wind prints, the 
CRI dupe negative must be made on an 
optical printer. With a 16mm color 
negative, the CRI dupe negative can be 
contact printed so that the release prints 
will be B-wind. 

Before the introduction of Eastman 
Color Reversal Intermediate, color dupe 
negatives had to be made in two steps. 
First a master positive (often called an 
interpositive or IP) was made, and then 
a dupe negative was made from this 
master positive. Both of these steps 
were done with Eastman Color Inter¬ 
mediate film #5253 (35mm) or #7253 
(16mm). Color Intermediate #5253 or 
#7253 differs from Color Internegative 
#7271 in that it is designed to repro¬ 
duce a color image which includes an 
orange mask. Both Color Intermediate 
and Color Internegative themselves have 
an orange mask built into them, and 
negatives made on both stocks are print- 
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FED UP? 
. . . With being just another IBM number at the lab? Try us. We’d like to get to know you. 

Tech Films is small, but completely professional. 80% of our entire lab staff have college 

degrees. Professional 16mm color films processed daily. Electronic color analysis. Computer 
controlled color additive printing. Electron beam tape-to-film transfer. Medical/instrumentation/ 

radiometric films to 11" wide. International customs expediting. Please write for free service 
directory and price list . . . And, send along a 100' test roll for complimentary processing . . . 
you’ll see it like it is! Tech Films Corporation, 222 Arsenal Street, Watertown, Massachusetts 

02172. Attention: Mr. William J. McCrea, President. (617) 923-1661. 

e spyden 

and crabs in any direction. Swivels 360° on its own axis. 
Elemack’s Spyder Dolly is convert to track operation in Dolly with leveling head . 

small enough to fit just about minutes ■ Collapses to 251/2 " from $5550 Lowboy . . . $225 
anywhere and was designed x 521/2 " x 241/2 " 

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 

SPECIAL OFFER! 
While the supply lasts. Used, excellent 
condition, complete with leveling head. 

$2995 
Write for special long term lease or purchase 
plan for new and used dollies and Jonathon 
Jib Arms. 

THE CAMERA MART me 
456 W. 55th ST., NEW YORK, N. Y. 10019 • (212) 757-6977 
RENTALS O SALES o SERVICE 

ed onto the same Color Print film 
#5385 (35mm) or #7385 (16mm). 

A master positive made on Color 
Intermediate stock does not look like a 
reversal original and it cannot be 
printed in the same way that a reversal 
original is printed. If a master positive 
were printed onto Color Reversal Print 
film #7387, the projected image would 
have an orange cast to it. Similarly if a 
reversal original were printed onto Color 
Intermediate rather than Color Inter¬ 
negative, the color balance would be 
thrown off because a reversal original 
does not employ the orange mask used 
to maintain the color balance in Color 
Negative and Color Intermediate films. 
The reason for the use of this orange 
mask is a technical consideration quite 
beyond the scope of this article. It is 
sufficient to note that its presence 
causes certain stocks to be incompat¬ 
ible. 

There are still some instances where 
dupe negatives are made by means of 
Color Intermediate rather than Color 
Reversal Intermediate. The most nota¬ 
ble of these is the production of tele¬ 
vision commercials where, for a variety 
of reasons, it is better not to cut the 
original camera negative and where, 
quite often, an exceptional number of 
optical effects are required. 

The customary procedure in making 
a commercial is to make master posi¬ 
tives of all the sections of the footage 
used in the final cut of the workprint, 
and then to make a dupe negative for 
the commercial on an optical printer 
incorporating all of the optical effects at 
the same time. This dupe negative can 
then be used to make all the prints of 
the commercial. If an alternate version 
of the commercial is required, a differ¬ 
ent dupe negative can be made from 
the same original footage and, in some 
cases, perhaps even using some of the 
same master positives. While it would be 
theoretically possible to do the same 
thing by using the original camera nega¬ 
tive and making an optical CRI, it might 
prove impractical because of the exces¬ 
sive amount of handling of the original 
negative required to make the CRI. 

The protection and preservation of a 
color picture over the years require yet 
another procedure, due to the fact that 
color images are composed of dyes 
which can fade with the passage of time. 
If no measures are taken, the picture is 
as good as lost, once the dyes have 
begun to fade on the original color 
negative. The technique devised for pre¬ 
serving color pictures is that of making 
"separation positives" which consist of 
three separate black and white prints of 
the color negative, each of which is 
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printed through a different color filter 
and represents a record of one of the 
three colors in the original image. Since 
a color negative is essentially composed 
of yellow, cyan, and magenta images, 
the group of separation positives is also 
referred to as a YCM and the individual 
positives are referred to as the yellow 
record, cyan record, or magenta record. 

Separation positives for 35mm color 
negatives are made on Eastman Pan¬ 
chromatic Separation film #5235, a fine 
grain black and white stock designed 
specifically for this purpose. Since the 
black and white images are composed of 
silver rather than dyes, they cannot fade 
and will last indefinitely. A dupe nega¬ 
tive can be made from separation posi¬ 
tives by exposing the Color Interme¬ 
diate #5253 stock three times using a 
different separation positive and the 
appropriate filter each time. 

Because Eastman Panchromatic 
Separation film #5235 is a fine grain 
film which is sensitive to all three 
primary colors, it is also the ideal film 
to use in making a black and white 
master positive from which a black and 
white dupe negative can be made if 
black and white release prints of a color 
picture are required. If the color nega¬ 
tive were printed directly onto black 
and white Fine Grain Release Positive 
film #5302 the results would not be as 

good as a release print made via a #5235 
master positive, because #5302 Release 
Positive is sensitive only to blue light. 

If a color picture is made with a 
reversal original, it is possible to make 
black and white separation masters in 
two ways. Reversal separation positives 
can be made on Plus-X Reversal film 
#7276 or separation negatives can be 
made on Eastman Fine Grain Pan¬ 
chromatic Duplicating Negative film 
#7234. If reversal separation positives 
are made, release prints can be obtained 
from them in two ways. The separation 
positives can be used to make a Color 
Internegative on Eastman Color Inter¬ 
negative film #7271 which can, in turn, 
be printed onto Color Print film #7385, 
or the separation positives can be used 
to make a color reversal master on 
Ektachrome Commercial #7252 which 
can then be printed onto Reversal Color 
Print film #7387. 

If separation negatives are made, 
release prints can be obtained by mak¬ 
ing a color reversal dupe negative on 
Color Reversal Intermediate #7249 
which can then be printed onto Color 
Print film #7385. It is also possible, 
with either separation positives or sepa¬ 
ration negatives, to make a release print 
directly from the separation masters 
using Reversal Color Print film #7387 

Editing Equipment 
for motion picture and TV? 

See Camera Mart. 
1. CAMART EDITING TABLE Cus¬ 
tom-built, heavy-duty all welded 
steel construction, genuine for¬ 
mica top (flush trim). Built-in 
light-well (9" x 12") with W 
frosted plexiglass. U.L. approved. 
28" x 33" x 60" with light box 
$139.95, without light box $119.95, 
other sizes, prices on request. 
(Packing charge for deliveries out¬ 
side New York City Area.) 

2. CAMART FILM BIN • Rec¬ 
tangular construction—30" x 24" 
x 12" • Vulcanized fiber with 
reinforced metal frame • Double¬ 
row racks. Complete with rack 
and scratch-proof liner. With 
skids $49.00, with casters $56.00 

3. EDITORS SWIVEL CHAIR Seat 
and back-rest are deeply up. 
holstered with Durafoam. Mounted 
on heavy gauge steel seat pan 
17" x 16". Adjustable backrest. 
All welded tubular steel frame. 
Without casters $39.25, with 
casters $42.65. 

4. 16mm ZEISS M0VISC0P VIEWER 
Sharp 2W' x 3V4" picture. Large 
magnifying screen, hooded against 
stray light, shows exceedingly 
bright image, right to corners. 
• Film can be run backward or 
forward, left to right. • Fits 
Precision sound base. $180 

5. MOVIOLA SYNCHRONIZERS 
Easy to read. Easy to operate. 
Strong cast aluminum frame. 
Main Shaft turns on sealed, 
precision ball bearings. Film re¬ 
taining rollers equipped with 
self-lubricating bearings. All parts 
machined for interchangeability. 
From $140. 

6. MOVIOLA OPTICAL SOUND 
READER MODEL SRB—35 mm- 
16mm, 35-32mm $195. Moviola's 
versatile optical sound reader, 
reads left to right, right to left, 
emulsion up or down. 

7 M-H PROFESSIONAL HOT SPLI¬ 
CER Cuts splices and welds in 
one operation. Low visibility 
splices made at frame line. Built- 
in “life-time scraper blade and 
holder.” Precision, full fitting 
pilot pins. Thermostatically heated 
blades make perfect welds-fast. 
Model 135—16/35mm $369. Model 
116-8/16 mm $264. Model 8/ 
16S—$314. 

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

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

For Editing Equipment catalog write: 

TheCamera Martmc. 
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 hand¬ 
held movie cameras; Auricon, General Camera SS-III, 
Arriflex. Bell & Howell, Mitchell. Beaulieu, Canon. 
Bolex, Nomag, Eclair, etc. Guaranteed-steady and 
Balanced Brace affords perfect shooting with any 
weight of camera, without fatigue and strain. It 
eliminates the necessity of using any tripod, particular¬ 
ly in crowded or limited spaces. 

The CINEKAD Camera Brace provides 

SPEED, FLEXIBILITY and PORTABILITY. 

Write for catalog and prices. 

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

TEN-TO-ONE ZOOM ... 28 to 280mm . . . with 
your unreflexed BNC or NC. 

■ Ground glass focusing finder matches camera ground glass. 

■ Greatly improved quality over retrofocus lenses normally required 
on a reflex. 

■ Excellent color, contrast with unparalleled edge-to-edge sharpness. 

■ No focus problems throughout the zoom. Tracks in a straight line. 

■ Proven in use by leading Directors of Photography shooting for the 
1971-72 season. 

■ Complete line of accessories available, including zoom controls, 
matte boxes, shades, filters, cases, etc. 

BEST OF ALL . . . you don’t have to try ten lenses to get a good one. 
All lenses are tested and checked fully before you get them. And you 
can work with the ZOLOMATICS ZOOM LENS in light levels you never 
thought possible ... as low as 300 fc. key. 

Test the ZOLOMATICS 10:1 ZOOM LENS yourself. Our very convinc¬ 
ing literature is available . . . just a phone call will do it. 

>c INEJ^EASING ^ 

941 N. Highland Ave. ■ Hollywood, California 90038 ■ (213) 461-7125 
Distributors for Zolomatics — a division of Spectran, Inc. 

with the reversal separation positives, or 
Color Print film #7385 with the separa¬ 
tion negatives, but for more than one or 
two release prints the cost would be 
prohibitive. 

Separation positives made from a 
35mm color negative also provide a 
means of incorporating 35mm stock 
footage into a 16mm picture. If a 16mm 
picture is made in color negative, 35mm 
color negative stock footage can be 
incorporated into it by means of a 
reduction CRI dupe negative; but if the 
16mm picture is being made with rever¬ 
sal original, as is usually the case, the 
incorporation of 35mm stock footage 
presents a problem. If a 16mm reduc¬ 
tion print is made of the 35mm color 
negative onto Color Print film #7285, 
the contrast of the resulting print will 
be much higher than the 16mm reversal 
original material with which it is to be 
intercut and there will be a noticeable 
disparity between the quality of the 
stock footage and the original photo¬ 
graphy. If, however, separation positives 
are made from the 35mm color nega¬ 
tive, the contrast of the separation 
positives can be controlled, and the 
positives can be reduction-printed onto 
16mm Ektachrome Commercial reversal 
film #7252, the contrast of which will 
match the 16mm reversal original used 
in the production. 

For the producer who wants either 
Regular 8mm or Super 8mm release 
prints of his film, Eastman has devel¬ 
oped their Color Print film #7381. This 
stock is similar to Color Print film 
#7385 except that it has a finer grain 
structure which makes it superior for 
8mm release printing. It is possible to 
make 8mm release prints from either 
35mm or 16mm originals by a variety of 
methods, all of which can be applied to 
both Super 8mm and Regular 8mm. The 
first step is to make a 16mm negative 
from which the 8mm release prints will 
be printed. If the original is 35mm color 
negative, the 16mm negative can be a 
reversal dupe negative made on Color 
Reversal Intermediate #7249; if the 
original is a 16mm reversal original, the 
printing negative can be an internegative 
made on Color Internegative film 
#7271. Because 8mm release printing is 
a critical operation which cannot as yet 
be done with a liquid-gate printer, the 
16mm negative used for printing should 
be made on a registration printer and it 
should be a negative which is created 
especially for making 8mm release 
prints. The 8mm release prints are made 
on either Quad-8 or Double-8 stock. 
Double-8, which is used for release 
prints with optical sound, is 16mm film 
with two rows of 8mm perforations. It 
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comes either with the perforations on 
the outer edges, in which case it must be 
run through the printer twice in oppo¬ 
site directions, or with the second row 
of perforations in the middle, in which 
case the two images can be printed 
simultaneously, since each has the same 
orientation to the perforation. Quad-8 
film, which is prestriped for magnetic 
tracks, is 35mm film with 5 rows of 
Super 8mm perforations, (one of which 
is eliminated when the film is slit into 
four 8mm prints) or 4 rows of Regular 
8mm perforations. In Quad-8 printing 
the four images are printed simultane¬ 
ously by means of a special set of lenses. 

Throughout the editing of a picture 
the sound track is separate from the 
picture, but the release prints must 
carry the sound track on the same piece 
of film, either in the form of an 
"optical” or photographic sound track 
printed onto the edge of the film, or in 
the form of a magnetic track recorded 
on a magnetic stripe on the edge of the 
film. The traditional method of making 
an optical sound track is to re-record 
the track onto film in the form of a 
negative which is then printed onto the 
appropriate area of the release print 
stock at the same time the picture is 
printed. Eastman has designed their 
Fine Grain Sound Recording film 
#5375 (35mm) and #7375 (16mm) 
especially for making such track nega¬ 
tives. 

When a sound-track negative is or¬ 

dered it is necessary to specify whether 

the track should be A-wind or B-wind. 

The emulsion orientation of the track 

negative must match that of the picture j 

with which it is going to be used. This j 

means that with a reversal original to be | 

printed onto Reversal Color Print film | 

#7387, the track negative should be j 

B-wind, while with a Color Internegative j 

or a CRI dupe negative the track should j 

be A-wind. If the original is black and 
white reversal and is to be printed j 

directly onto Reversal Duplicating film 

#7361, it is not possible to use an 

optical negative track since Reversal 
Duplicating film, like Ektachrome Re¬ 

versal Print film #7386, is not designed 
so that the track area of the film can be 

processed differently from the picture 

area. If a track is to be printed onto 

Reversal Duplicating film #7361, it 

must be a positive track, i.e., a print 

made from the negative track. 

There is another method of getting a 

track onto a reversal print known as 
"electroprinting'' in which the track is 
transferred to the print stock directly j 

HGHEST 
PRICES PAID 
CASH WAITING 
FOR YOUR SURPLUS 
MOTION PICTURE 
AND EDITING 
EQUIPMENT 

camera service center, inc. 
625 West 54th Street 
New York, N.Y. 10019 (212) PL 7-0906 

Gentlemen: 

I want to sell (items & description—attach separate 

sheet if necessary)  

Please rush me your quote by return mail: 

Name  

Firm  

Street  

City  -State. -Zip 

Advanced scheduled processing techniques move your jobs rapidly 

through a world of quality control. 

☆ 16mm Ektachrome 
M-4 process 

☆ Super 8mm Ektachrome 
SO-105 

☆ 16mm Ektachrome ECO-3 
process 

☆ Super 8mm & 16mm 
B/W Reversal 

☆ Silver Sound Track 7389 

☆ Vz" 4 channel Audition Tapes 

☆ Bell & Howell Model “C” 

☆ Complete Sound Facilities 

We keep Pros happy, at no extra cost 

For further Information and Price List, write or call: 

PHOTO PROCESSORS INC 
Box 2116A • Austin, Texas 78767 • Phone AC512-472-6926 
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Wl Company 

title* optical! inserts 

Joseph fVestheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 
HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

Bdachrome 
PROCESSING • PRINTING 
S • SUPER 8* 16MM* 35MM 

COLOR, NEG& POSITIVE 
B/W NEG, POS, REVERSAL 
16-35mm BLOW-UP 
AND REDUCTIONS 

Super 16 COLOR & B/W DAILIES 
Fast • Economical ***** ****** 

PACIFIC FILM INDUSTRIES 661-1109 
5220 Santa Monica Blvd., Los Angeles, CA 90029 

WETGATE 
BLOWUP 

IG-35MM 

Precision Film Editing EouiPment 

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

Magnetic 
film and 
tape 
sound 
reader 

Model 700 
$225.00 

Optical 
Magnetic 
Sound 
Reader 

Model 800 
$295.00 

Model 800 RL  $305.00 
Viewer Model S-16  $159.50 
Base Model 1100 $59.50 

Optical 
Sound 
Readers 

Model 600 RL 
$221.00 Model 600 

$210.00 

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

PRECISION LABORATORIES 
DIVISION OF PRECISION CINE EQUIPMENT CORPORATION 

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

from the magnetic track in much the 

same manner that a track negative is 

made. If only a few prints are required, 

this is a more economical way of print¬ 

ing the track, and some technicians 

maintain that it is possible to get superi¬ 

or quality by means of electroprinting a 

16mm track, rather than printing from 

an optical negative or positive track. It 

is possible to electroprint a track onto 

Reversal Color Print film #7387 or 
Ektachrome R Print Film #7389 as well 

as Reversal Duplicating film #7361. It is 

also possible to electroprint a track onto 

Fine Grain Release Positive film #7302, 

but the quality attainable is much less 

reliable. 

The sound track configuration for 
8mm release prints has not yet been 
standardized. There are a variety of 
8mm projectors or viewing systems with 
sound track configurations ranging from 
a 125-frame retard to a 24-frame 
advance in the relationship between 
sound and picture. Some systems re¬ 
quire optical tracks, while other systems 
require magnetic tracks. The predomi¬ 
nant trend is toward magnetic tracks 
with an 18-frame advance, but it is 
imperative in ordering 8mm release 
prints to specify what kind of track is 
required. 

In addition to the film stocks de¬ 
scribed above, Eastman manufactures a 
High Contrast Positive film #5362 
(35mm) or #7362 (16mm). This is a 
high-contrast black and white positive 
film designed for making titles or for 
making mattes used in special effects 
work. It was designed as a print stock to 
be used in conjunction with a camera 
negative, but it is also widely used as a 
camera stock and processed as a reversal 
film. As a reversal stock for shooting 
titles in 16mm, it is superior to Plus-X 
Reversal because it has a clear base, 
whereas Plus-X Reversal has a gray base 
and can never produce an image with as 
high a degree of contrast as High Con¬ 
trast Positive film #7362. If one intends 
to shoot titles using High Contrast 
Positive film #7362 as a reversal film, 
one should check to make sure that the 
lab can process it as such, and run some 
tests to determine the appropriate ex¬ 
posure index for the film. 

There are other special purpose films 
available from Eastman such as Televi¬ 
sion Recording film #5374 (35mm) or 
#7374 (16mm), which is designed for 
making kinescope recordings of televi¬ 
sion programs, but the stocks described 
above are the ones which are used in the 
vast majority of production and labora¬ 
tory procedures. ■ 
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A NEW EXPERIENCE 
Continued from Page 673 

on its shoulder pod—and simply kept 
walking from room to room, adjusting 
the F/stop as the APEC indicated. I 
kept the camera rolling and obtained a 
perfectly balanced negative. 

I have learned not to be disturbed 
when someone in a white skirt walks 
into the scene, or I pan the camera past 
a window, and the needle reacts faith¬ 
fully and jumps to the plus side of the 
indicator. 

I have learned that when I zoom-in, 
the meter acts as a spot-meter, and I 
stop down to the reading on the face, or 
when I zoom back and the subject wears 
a dark suit and the needle goes into a 
minus position, that the negative will 
not be underexposed. I realize that this 
phenomenon has been taking place in¬ 
side my camera as long as I have been 
taking motion pictures, except that I 
just was not aware of it. 

The APEC simply informs me of the 
slightest light variations, even if they are 
of a minute nature which the photo¬ 
graphic emulsion will not noticeably 
record. 

On one recent assignment, I had to 
film color slides of the Pakistan flood 
disaster. The slides were taken by non¬ 
professionals, and were all either over- 
or underexposed. 

Again, I used my BL with the APEC. 
By turning up the rheostat, I "pumped" 
the necessary amount of light through 
the back of the slides until the APEC 
needle was centered. Since each slide 
required a different exposure, I saved a 
tremendous amount of time. I was also 
able to subject the slides to a minimum 
amount of heat, and obtained a greatly 
improved 16mm color sequence. 

On another assignment, I had to use 
my Arri S. The set-up called for macro¬ 
photography involving several lens ex¬ 
tension tubes. Instead of going through 
mental calculations to compensate for 
the loss of light, I simply put the lens 
with the extension tubes on the BL and 
took the reading with the APEC. Then I 
exchanged cameras and shot the se¬ 
quence. As a matter of fact, I have 
grown so used to the APEC system that, 
recently, I didn't even bother to take 
my other light meter on location. 

This is what I call the "New Experi¬ 
ence in Cinematography", and the use 
of this meter has certainly required a 
greater degree of learning and adjust¬ 
ment than anything I have come across 
in my years of cinematography. I am 
convinced that it will be a great boon to 
the professional old-timers as well as the 
new "exposure meter generation". ■ 

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 

LINWOOD DUNN, ASC 
Former Head of RKO Studio Effects Dept. 

CREATIVE 
SPECIAL EFFECTS 

Theatrical • Industrial • Educational 

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 
A irport - Song of Norway 

FILM EFFECTS of Hollywood 
1140 N. Citrus Ave., Hollywood, Calif. 90038 

Phone: 469-5808 Cable: FILMEFX 

JL ACADEMY AWARO WINNER 
V “BEST DOCUMENTARY FEATURE” 

Il05,000feetof 
“WOODSTOCK" 

original 16mm 
commercial & high speed 
Ektachrome footage 

WAS DEVELOPED 
normal & forced 

AND PRINTED 

MOTION PICTURE LAB DIVISION 
416 West 45 St. New York 10036 
PHONE: (212)245-8900 
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QUESTIONS & ANSWERS 
Conducted by CHARLES G. CLARKE, ASC. 
and WALTER STRENGE, ASC. 

(Inquiries are invited relating to cinematographic problems. Address: 
Q. & A., AMERICAN CINEMA TOGRAPHER, P. O. Box 2230, Holly¬ 
wood, Calif. 90028.) 

NEW. IMPROVED! 

It’s the new MARK II CIN-AR ADAPTER. 
Use all Arri lenses on “C” mount cam¬ 
eras. Proven by heavy professional use, 
the MARK II CIN-AR lens mounts now 
feature brass lens threads, 3-grip lens 
seats and adjustable aperture viewing. 
Thousands sold. Cat. 1150, only $39.50 
(Compare elsewhere at $75.00). 

Director's Finder 
They’re back! The famous B&S DIREC¬ 
TORS’ FINDERS are in production again 
— no increase in price! Used world-wide 
by pros who know. 

For both 35mm and 
16mm production. 
MODEL lll-B 35/16 
CINEMASCOPE, Cat. 
2615, $89.50; MODEL 
K 16/35 COMBI- 
FINDER, Cat. 2606, 
$69.50. 

QWhat inks are used by profession¬ 
als in tracing animation drawings 

onto acetate cels? Are they available as 
standard art material? Also, what type 
of pens are used for this work? 

A Every worker has his favorite, but 
currently popular inks are Artone 

acetate black ink, Pelican ink and Hig¬ 
gins India general drawing ink. Any of 
these may be "doped” with the addition 
of gum arabic and glycerine to thicken 
the ink, so that it is suitable for working 
on acetate. Any ink used should be 
fairly fresh; it tends to get watery with 
age. The most dependable pens for 
inking purposes are Gillot No. 290, and 
Hunt No. 100. All of the above materi¬ 
als can generally be found in artists' 
supply houses. 

Ql have an incident exposure meter 
and would like to know how to 

use it to determine exposure where 
there is backlight in the scene? 

A To take a reading of a back-light¬ 
ed subject with the meter, the 

meter should be used in the normal 
manner—that is, at the position of the 
subject, and with the heliosphere light- 
collector aimed at the camera lens. 

As a back-light illuminates only a 
portion of the camera-side of the sub¬ 
ject, it will illuminate the same percent¬ 
age of the heliosphere, which represents 
the camera-side of the subject, and thus 
the meter will precisely indicate the 
correct exposure. 

QCan I make a 16mm film in 
Cinemascope? Also explain what 

macro lenses are. 

A Photo supply houses sell an ana- 
morphic lens attachment, which, 

when placed before your regular lenses, 
produces the squeezed, wide-angle ef¬ 
fect such as used in Cinemascope and 
Panavision. Macro lenses are those 
which can be focused to extremely close 
distances. 

QWhen shooting special effects of 
the displacement type in stop- 

motion, how are the figures supported 
between exposures as an action cycle in 
being filmed, particularly when they are 

in the air, as during a jump? 

A When solid figures are animated, 
they are usually fastened to the 

stage or floor of the miniature set in 
such a way that it is imperceptible to 
the camera as the figures are moved in 
the cycle of action. When such figures 
appear suspended in air, as in a jump, 
they are actually suspended by invisible 
wire, or by supports made of glass or 
lucite. 

Ql wish to hand paint designs on 
clear 35mm film. How do I obtain 

clear film with only the black frame 
lines showing? 

A Use positive film, such as is used 
for making b&w prints, as your 

negative and photograph a clear white 
card or sky. Have a b&w print made 
from this high-contrast negative on a 
continuous printer. The result will be 
clear film with black frame lines. 

Ql am planning a 35mm b&w film 
with live-action background with 

a ghost effect superimposed over all. 
What is the best black material against 
which to shoot the ghost image, so that 
I will get the minimum of exposure? 
The whole optical job is to be done on 
an animation stand. 

A Black velvet is generally consid¬ 
ered the best material for back¬ 

grounds for ghost effects. Other suitable 
materials are velveteen, velour, sprayed 
black flock, etc. If the subject to be 
photographed against the black material 
can be up very light in values and color, 
an exposure Vz to 1 stop under normal 
will produce very little if any back¬ 
ground density. 

Ql have a Bolex H-16 cine camera. 
What is the angle of the shutter 

opening and what exposure does it give? 

A This information is probably avail¬ 
able in your camera instruction 

manual. The Bolex camera shutter open¬ 
ing is 190 degrees. The exposure rate, of 
course, depends upon the camera speed 
at which you shoot. At 16 frames per 
second the exposure per frame is 1/30 
second; at 24 fps it is 1/46 second. 
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SECOND ANNUAL AMERICAN FILM 
INSTITUTE'S GUIDE TO COLLEGE 
FILM COURSES ISSUED 

Four years ago, the only movies 
being seen and discussed at Middlebury 
College in Vermont were those brought 
to the campus by the student film 
society. Today, students are taking 
credit courses in film criticism, basic 
filmmaking and the American western. 

The pattern of development at Mid¬ 
dlebury is typical of many small liberal 
arts colleges in America where, accord¬ 
ing to the new edition of The American 
Film Institute's Guide to College Film 
Courses, the most noticeable growth in 
film education has occurred in recent 
years. 

This edition of AFI's Guide, covering 
1970-71, documents the state of film 
study, its growth and trends in the 
changing scene on the American college 
campus. Middlebury is one of more than 
300 colleges and universities listed in 
the 160-page soft-bound edition, just 
published for the Institute by the Amer¬ 
ican Library Association. 

The Institute's Education Depart¬ 
ment survey for the Guide reveals: 
—the budget for film programs has 

increased on an average of 301% in the 
past five years in all schools surveyed. 
This increase is an indication of the 
growing commitment to film and of 
the number of new programs that have 
come into existence since the mid¬ 
sixties. 

—at the 301 schools surveyed, 1,679 
film courses are being offered during 
the 1970-71 academic year; 1,026 at 
the undergraduate level, 346 on the 
graduate level, and 307 open to both 
graduate and undergraduate students. 

—68 schools now offer a major in film. 
3,015 students are majoring in film at 
the undergraduate level, 1,216 at the 
graduate level. 

—869 faculty members teach film at the 
301 schools; 304 of these teach film 
full-time. 

Each of the 301 schools has provided 
a brief paragraph summarizing the phil¬ 
osophy, priorities and aims of the 
school's film program, and a list of all 
film courses offered. AFI's Guide con¬ 
tains further details for the 68 schools 
where students can major in film, in¬ 
cluding degrees granted, distinctive pro¬ 
grams available to film students, names 
and positions of all full and part-time 
faculty, number of undergraduate and 
graduate film majors enrolled, facilities 
and equipment holdings, and film 
sch olarships. 

Special features of this year's edition 

Continued on Page 716 

TYLER CAMERA SYSTEMS 

Write or ca 

SERVICE 

R
!M?S

LS
 (m\ 4^ 

Academy Award Winning 16-35-65mm 
Vibrationless Camera Mounts 

I TYLER CAMERA SYSTEMS 
c/o EGON STEPHAN, Tel. (305) 757-5988 

CINE TECH INC. 
7330 N.E. 4th CT., MIAMI, FLORIDA 33138 

Tel. (305) 754-2611 - 24 hr. Service 

HAS NOW LARGE RENTAL INVENTORY OF 
16-35 MM ARRIFLEX CAMERAS, MITCHEL R-35, NC, & BNC "SPR" REFLEX 
CAMERAS, CINE 60 & METAL BLIMPS, AURICON CAMERAS ZOOM LENSES, 
UNDERWATER HOUSINGS, SOUND, GRIP & LIGHTING EQUIPMENT. 

Send your Cameras, Moviolas, & Zoom lenses for professional servicing. 

"NEW SERVICE TO THE PRODUCER" 

23' PRODUCTION VEHICLE 
Accessible from all sides for quick setups. 

Stocked with the finest motion picture equipment. 

Will go anywhere in USA. Available on daily basis in Miami. 

PLAN NOW TO BE “ON LOCATION” FOR ONE OF THE . . . 

1971 FILM PRODUCTION 
WORKSHOPS 

. . . IN THE GIANT REDWOODS OF NORTHERN CALIFORNIA 

COMMENTS FROM MEMBERS OF THE 1970 WORKSHOP: 

“ . . clean air, beautiful surroundings, food well cooked and wholesome . . . Each Workshop session 
gave me much more than I had expected to learn.” Jim Arnold, Paramount Travelogs, Los Angeles 

“ . . . I would not have believed it possible that so much data could be covered in only two weeks; 
yet the courses covered the subject matter in great depth.” Mike Ford, WHEC-TV, Rochester, New York 

“ . . . I just want you to know that I, for one, consider the Film Production Workshop the most 
worthwhile period of instruction I’ve ever experienced.” John Pramaggiore, Eye Five Corp., New York 

CINEMATOGRAPHY, SOUND RECORDING, LIGHTING, EDITING, DIRECTION for all types of 16mm 
films: Television, Educational, Industrial, Travel, Documentary, etc. 

12 days, 10 hours of training each day — 120 total hours. All equip¬ 
ment, film, room and board included in the low tuition fee. 

TWO WORKSHOPS THIS YEAR! JUNE 1-13 AND SEPT. 8-20, 1971. TOTAL COST: $495.00. Write or 
phone now for details and enrollment application. Film Production Workshop, CAMP LOMA MAR, 
LOMA MAR, CALIF. 94021. Phone: (415) 879-0710. 
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CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 

P. O. Box 8037 • San Francisco, California 94128 | | | I I 1 1 1 I | | 

   Vnn'm'lpR 

**••*§((*•■••** P. O. Box 38-517 • Miami, Florida 33138 USA • (305) 754-4141 

fi 
PARAMOUNT STUDIOS 

5451 MARATHON STREET 
LLYWOOD, CALIFORNIA 90038 

463-0100 HO 

: 

A. ANDERSON CO. 

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

MOTION PICTURES AND TELEVISION. 

i i 11 i \ \\y 
20TH CENTURY-FOX STUDIO 

10201 PICO BLVD. 
BEVERLY HILLS, CALIFORNIA 90064 

277-2211 
f jjlP* jlf iS? |||| VJt 
ji? M* wM 0k h v t&j 

ft ,#■ .:r ■' ■; 
mm mm JMK SS* to 1 

THE PACESETTER IN TECHNOLOGICAL ADVANCES. 

•TITLES • MINIATURES *BLUE BACKING 

•INSERTS • MATTE PAINTINGS 

• MOBILE PRODUCTION UNITS 

CHANNEL 8 COLOR LAB 
FOR BEST TELEVISION TRANSMISSION 

7389 
TAMPAI 

16mm EXTACHROME ECO-7252 PROCESSING 
16mm EKTACHROME ME-4 PROCESSING 
16mm COLOR WORKPRINTING (1 DAY SERVICE) 
16mm RELEASE PRINTING 3400K - 5400K 
16mm SOUNDTRACK APPLICATION 
16mm ULTRASONIC CLEANING 

16mm CREATIVE & CONFORMING EDITING 
16mm CREATIVE SOUND PRODUCTION (INTERLOCK) 
PROFESSIONAL SLIDE PRODUCTION 
TRANSPARENCY DUPLICATION FROM 
35mm TO 30" x 40" 
35mm FILMSTRIP SERVICE 

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

FILMING "THE GOLDSEEKERS" 
Continued from Page 679 

behind the screen. We boosted the 
Kelvin to 3300° to compensate for the 
warm tone of the translucent shells. The 
result looked honest enough to work for 
us and save some valuable production 
time. 

Another sequence in the film called 
for an airplane interior. With some more 
fine cooperation, this time from 
Philippine Air Lines, we secured a plane 
for the job, but it was available to us 
only at midnight. Needless to say, our 
scene again called for day, in fact it was 
to intercut with day exteriors of the 
plane taxiing and taking off. One Color- 
tran light beamed through each port 
window gave us a sunlight key, balanced 
by cabin light fill, and no one has yet 
guessed the true time of day the scene 
was shot. 

Properly used, the Colortran boosted 
units provide a highly flexible method 
of lighting. The initial set-up is carried 
out at a low level, which lengthens the 
life of the bulbs and offers more set 
comfort. Final balancing is accomplished 
when all of the lights are boosted to 
3200° K. This control over the Kelvin 
is another great source of effect lighting. 
Quite often we'd go to 3400° K for a 
cooler, outdoor look, or 3000° K for an 
interior glow. As indicated above, it 
could also correct other variables. The 
small range of Kelvin difference also 
provided subtle nuances of color con¬ 
trast when it was desirable. Moreover, at 
3200°K, it seems that Eastman film 
responds more faithfully to these 
sources than to the quartz equivalents. 

Rare was the occasion when we 
didn't have at least one spun glass 
diffuser in each head to smooth out the 
light pattern and soften the effect. 
Balancing was principally done by add¬ 
ing spun and screen diffusion in order to 
drop the intensity to the desired level. 
The more layers of spun, of course, the 
greater the incidence of burning, so 
great attention had to be paid to the 
condition of the diffusion. A burnt spun 
can drop the Kelvin in a rather furtive 
way. 

One of my fond memories of work¬ 
ing in the Philippines will be of the 
moment before each take, when my 
order to boost the lights to the desired 
Kelvin was echoed in the Tagalog 
vernacular cry: "Boos-boos!". Nor will I 
ever forget the almost ecstatic happiness 
and relief of the crew when I learned to 
say, after a difficult or arduous shot: 
''Gustoco!''. It means, roughly, "I liked 
it.''—and so I did, shooting in the 
Philippines. ■ 
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SHOOTING 
INEOHORt? 

LOWELL LIGHTS 
IN LONBON? 

Of course! All that's best in practicable film equipment you can obtain from either our London, Amsterdam or Paris 
Offices. Lowell Lights and much more. 

Panavision cameras and lenses, Arriflexes, Eclairs and Mitchells, Tyler Mounts, Dynalenses, Nagras, large camera 
cranes, insert cars, and of course the Samuelson-Hollywood Mobile, the mobile engineered with European conditions 
in mind. 

Whatever your requirements in Europe (or elsewhere), we can supply. 

We even have our own freight facility at London Airport to speed the process! 

FOR ALL YOUR PRODUCTION REQUIREMENTS 

CAMERAS: 
LENSES: 

PANAVISION: 
DOLLIES: 
CRANES: 

TRIPOD HEADS: 
HELICOPTER MOUNTS: 
LIGHTING EQUIPMENT: 

RECORDERS: 
SOUND ACCESSORIES: 

TELECOMMUNICATIONS: 

SOUND TRANSFER: 
EDITING EQUIPMENT: 

Arriflex, Auricon, Bolex, Eclair, Mitchell, etc. 
Wide Aperture, Wide Angle, Normal, Telephoto and 
Zoom. 
Anamorphic lenses, 35 and 65mm. cameras, etc. 
Colortran, Elemack & Moviola. 
Up to 28 ft. 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 typs of microphones. 
Walkie talkies, Transmitter/receivers up to 25 watts 
output, Loudhailers, etc. 
!4 in., 8, 16, 17.5 and 35mm., by Westrex. 
Moviola & Steenbeck Editing Machines, Joiners, 
Synchronisers, Moy Numbering Machines, etc. 

EDITING FACILITIES: 

DUBBING: 
VIEWING: 

PORTABLE PROJECTION: 
STILL CAMERAS: 

CLOSED CIRCUIT T.V.: 

CAMERA CARS: 

PRODUCTION FACILITIES: 
TECHNICIANS: 
FREIGHT AND 

PASSENGER HANDLING: 

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 & rear platforms, Casper Camera 
Cars. 
Full technical crews as required. 
All grades. 

Our own Offices at London & Amsterdam Airports. 

DAY & NIGHT • 7 DAYS A WEEK • WORLD WIDE SERVICE 

►»»>»] 
SAMUELSON 
FILM SERVICE 
LIMITED 

303-305 Cricklewood Broadway 
LONDON N.W.2 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine, London 

SAMUELSON 
INTERNATIONAL 

Building 106, Schiphol East 
AMSTERDAM 
Tel: (020) 171990. Telex: 14613 
Cables: Samcine, Amsterdam 

EY»»»1 
SAMUELSON 
ALGA-CINEMA 
 SARI 

162 rue Saint Maur, PARIS Xle 
Tel: 023-58-82, 023-19-86 
Telex: 67260 
Cables: Samal, Paris 

Room 65, Cargo Agents’ Building 
LONDON AIRPORT 
Tel: (01) 759 9969/70. Telex: 22197 
Cables: Samfreight, London 

►>»»»3 
SAMCINE 

SALES 
LIMITED 

303-305 Cricklewood Broadway 
LONDON N.W.2 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine, London 



anotk&t h'me CAMART PRODUCT 

Additional Prisms & Accessories Available. Prices on Request. 

ARRIFLEX • BOLEX • FILMO • MAURER • MITCHELL & MANY OTHERS 

SHOOT MULTIPLE 
IMAGES FROM A NOW 

SINCLE SUBJECT WITH THE 

CAMART OPTICAL 

Produces 2-7 Images in Rotation... Montages... 
Special Distortions... Unlimited Variations 

Create unusual optical effects right in your own camera. Give 
your films drama and impact. The Camart Optical FX Unit 
can be used with motion picture cameras . . . TV cameras . . . 
animation cameras. The unit reproduces up to 7 multiple images 
from a single object. These can be rotated clock-wise or counter 
clock-wise . . . fast or slow ... or photographed “still.” 

Camart Optical FX Unit with four surface prism, mount, 
revolving housing, camera base plate and 
double arm assembly   $249.50 

™CAMERA MART,* 
456 W. 55th ST., NEW YORK, N. Y. 10019 • (212) 757-6977 

RENTALS O SALES o SERVICE 

16-35mm & 

ROTATOR LENS FOR 
CAMART OPTICAL 
FX UNIT FOR 

TV Cameras 

The Rotator Lens reproduces images upside down, 
sideways or tilted at any angle. Scenes can be rotated 
a full 360° in clock-wise or counter clock-wise direc¬ 
tions to create a spinning effect at any speed. Or by 
cranking back and forth, you can create a ship-board 
motion. Uses and applications are limited only by 
your imagination. Ideal for animation and live action 
commercials. 

Camart Rotator Lens   $150 
Adaptor for TV Cameras Available. Prices on Request. 

For further details write. YU
1 

"WILD ROVERS" 
Continued from Page 667 

The next morning, crack of dawn, 
it's everybody out and up to the loca¬ 
tion, which is about a forty-five-minute 
drive from the hotel in an area called 
Patagonia (I'd always thought that was 
at the tip of South America). 

I ride out with Benoit and Willough¬ 
by through beautiful rolling country¬ 
side. We turn in at the guarded gate of 
the Sharp Ranch, which is the setting 
for the spread which Karl Malden sup¬ 
posedly owns in the picture. The large 
ranch house, which is authentic to the 
period of the picture, is an imposing 
example of "Western American Gothic" 
architecture. It has wide verandahs all 
the way around the structure and a 
cistern underneath which, in former 
days, assured a continuing water supply 
when the place was buttoned up as a 
self-contained fortress to withstand at¬ 
tacks by Apache Indians. 

Just now the company is shooting 
round-up scenes on the adjacent range- 
land, and it's there that we find the cast 
and crew huddled around the commis¬ 
sary truck, scarfing down coffee and 
fried egg sandwiches. The first unit is 
setting up to get scenes against the 
background of a huge herd of cattle, but 
just over the rise the second unit, with 
Frank Stanley as Director of Photog¬ 
raphy, is already hard at work shooting 
montage scenes. 

I walk around saying hello to the 
crew members I happen to know and 
then Ryan O'Neal, whom I've never 
met, walks up to me, sticks out his hand 
and says: "My name is Ryan. What's 
yours?" 

I find such modesty quite disarming. 
After all, he's just received a Best Actor 
Oscar nomination for his role in "LOVE 
STORY", is the current idol of both the 
teenie-bopper and Geritol sets—and he 
still thinks it necessary to tell me what 
his name is. I can't quite believe he's for 
real. But it turns out that he is. In days 
to come, during the long rap sessions we 
have between camera set-ups, I will find 
him to be refreshingly unspoiled by 
success, completely candid about him¬ 
self, hilariously funny as a storyteller 
and a thoroughgoing "pro" on the set. 

Off at a slight distance—not exactly 
aloof or withdrawn, but standing in his 
own little pool of privacy—is William 
Holden, the "Old Tiger” of this film. It 
will be a couple of weeks before he talks 
to me, but then I will discover him to be 
a man of keen intelligence, deep sensi¬ 
tivity and the same internal toughness 
that comes through so strongly on film. 
Continued on Page 702 
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For 
ANGEMIEUX 
Lenses: 

9.5- 95 

12.5- 75 
12-120 

12-240 

BEHIND-THE-LENS FILTER HOLDERS THAT FIT ALL 
ANGENIEUX ZOOM LENSES having either type of Arriflex mount - the regular or the steel bayonet, 
including the BL and the BL with the new Arri Precision Exposure Control; or with the Eclair mount for the NPR and CM3. 

Type AE3GS holders fit all of these. 

Our type BTL35A holders fit Angenieux 25-250 and 35-140 lenses for 35mm Arriflex and Eclair CM3 cameras. 

Do some of your longer focal length shots appear 'soft focus'? A gel filter introduces less optical interference than a glass one - 
hence, better resolution. 

Have the convenience of a full inventory of filters to meet any filter situation - all at little expense. 

25-250 

35-140 

For 
ANGEMIEUX 

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

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

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

Ask for brochures 

Type BTL35A- 

FOUR holders with kit $65.00 

Type AE3GS- 

FIVE holders with kit $45.00 

FOUR holders with kit  40.00 

GUARANTEED to meet with your com¬ 
plete approval or money refunded. 

CUSTOM PHOTOGRAPHICS 
P.O. Box 25007 Portland, Oregon 97225 

PHONE 503-292-5569 

Bauer introduces 
the P6 Studio: 

AN ADVANCED 
DOUBLE-SYSTEM 
16MM SOUND 
PROJECTOR. 

You know what a double-system projector can do 
for you. The P6 Studio, with its advanced-design 
16mm projector and hi-fi magnetic recording deck 
interlocked on one portable chassis, can do it better! 

Use it to assure perfect lip sync; as a preview 
and editing projector for TV and theatre screenings; 
as a multi-lingual projector and 25-watt portable 
sound studio! 

The P6 Studio also offers you: Optical-magnetic 
playback and magnetic record on the film deck; 
magnetic record-playback on edge track or center 
track on the audio deck. Sound-on-sound. Sound 
transfer. Synchronous motor. And much more! 
Bauer P6 Synchron. Sync motor for critical TV work. 
For synchronizing with tape recorders. Manual 
threading. Optical playback, magnetic record- 
playback. 
Bauer P6 Automatic 300. Super-quiet and super- 
bright. Uses the G.E. Marc-300* lamp (almost 4 times 
brighter than conventional tungsten lamps). Optional 
change-over device permits continuous showing of 
any length film. 
Bauer P6 Automatic. A superb A-V projector. Self¬ 
threading, with optical playback, magnetic record- 
playback. Sound-on-sound facilities. 
*TM—General Electric 

BAUER 
ALLIED IMPEX CORP . DIVISION OF AIC PHOTO. INC 
168 GLEN COVE ROAD. CARLE PLACE. N Y 11514 
•Bauer a Reg TM of Robert Bosch PhotoK.no GmbH 

For more information, write Dept. AC-7. 



The Special 

50th Anniversary 
Hard Bound Edition of 

is still available, from the 
Publisher, in limited quantity 

If you forgot to order one before publication 
and would like to get one before they are all sold . . .use this coupon. 

r 1 
The American Cinematographer I 
P.O. Box 2230, Hollywood, California 90028 | 

I am enclosing check or money order in the amount of $  
for Deluxe hard-bound copies @$5.00 per copy, postpaid.* 

Name       

Street —  

City State Zip  

‘California residents please remit 5% Sales Tax for Deluxe edition (25tf per copy). No C.O.D.'s 

Foreign buyers please pay by International Money Order or U.S. funds. 

"WILD ROVERS" 
Continued from Page 700 

Just now he is observing O'Neal's pup¬ 
py-doggish exuberance with what seems 
like an expression of bewildered dismay. 
Later, as they work together, there will 
develop between them a very close 
friendship, the same special relationship 
off-screen that is the keynote of "WILD 
ROVERS". 

In the front end of the camera van, 
amid a welter of video gear, I find two 
old friends—Jim Songer and his assist¬ 
ant, Don Howard. Jim looks and talks 
like an honest-to-God cowboy, but he's 
actually the brilliant electronics engi¬ 
neer who designed and built the Video 
West Instant Replay System. This meth¬ 
od of recording and immediately play¬ 
ing back a clear video version of a scene 
just photographed by the film camera 
was evaluated in the February, 1970 
issue of AMERICAN CINEMATOG¬ 
RAPHER. But Jim tells me that the 
present version, being used on "WILD 
ROVERS", is vastly superior to the 
former model, and that even more 
spectacular improvements are on the 
way. (See Page 668) 

Later in the day I have a chance to 
talk to Phil Lathrop about the Video 
West system and his use of it on this 
picture. 

"I've used other systems of instant 
replay, but Video West is absolutely the 
most successful," he tells me. "The 
other systems I've used have been sim¬ 
ply a video camera mounted on the side 
of the film camera and they're far from 
accurate, even if you've got somebody 
following parallax for you. But this new 
model of the Video West system is 
mounted on the door of the Panavision 
camera and looks directly through the 
taking lens, so that you see exactly what 
went onto the film—and a very sharp, 
clear picture of it, too. There's nothing 
that compares with it. It's already saved 
us a lot of time and money on this 
picture, even though we've only been 
shooting a short time. It's saved us lots 
of times from having to do a scene 
over—and it's also helped us spot errors 
that got by everybody. It's especially 
valuable in something like a fight se¬ 
quence, where everything happens so 
fast that you don't really know whether 
you got it or not. Also, there are times 
when the set-up is so tricky that the 
director can't even get into a position 
where he can see the action. For exam¬ 
ple, the other day we were doing a long 
trucking shot with the camera on the 
crane and there was no way that Blake 
could get a clear view of the action. We 
had the Video West truck rolling ahead 
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of us, attached by cable—so he simply 
rode inside the truck and watched the 
scene on the monitor as it was photo¬ 
graphed. Ordinarily, he wouldn't have 
been able to see what we got until a 
couple of days later, and if it hadn't 
been good, we would have had to set it 
up and shoot it all over again. I think 
it's a fantastic tool for the director." 

But what about the cameraman?—I 
ask him. In what ways can it be helpful 
to the Director of Photography? 

"Well, I don't need it to check 
lighting, because I know exactly what 
I'm going to get back on the screen—and 
it isn't designed for that purpose any¬ 
way," he tells me. "But it's a great help 
in letting me know whether the opera¬ 
tor is executing the scene the way it 
should be executed, in terms of framing 
and composition. This is no criticism of 
the operator—it's just that maybe I 
haven't gotten across to him exactly 
what I wanted, or he hasn't understood 
it in quite the same way. With this 
system, I can watch a rehearsal on the 
monitor and then tell him to frame it a 
little differently or pan with a certain 
character or whatever. In that way, it's a 
great help to me. It can be helpful to 
the operator, too, because now, working 
with reflex cameras, something quite 
often happens so fast that he's not sure 
whether he's seen it or not. He may 
think he got a light in the picture or a 
kick or something like that, but he's not 
certain. With the old-type finders, he 
could see around the frame or above it 
and avoid something he didn't want 
before it got into the frame, but now he 
doesn't see it until it's already in there— 
if he sees it. The Video West system 
gives him a way of checking all that out. 
It's an invaluable tool for the script girl, 
too, because she doesn't have to rely on 
memory or her notes. If she's in doubt 
about some detail in a previously shot 
scene, she can simply play the tape and 
get a perfect match." 

The day is spent in shooting scenes 
of the round-up, the workaday world of 
the cowboy. Then, it's back to the Rio 
Rico where, in the bowels of the hotel, 
Editor John Burnett and his bushy- 
tailed assistant. Freeman Davies, Jr., are 
working away like two moles in a hole. 
They have rigged a very efficient cutting 
room in the basement and are busily 
breaking down dailies and making rough 
assemblies of sequences as they are shot. 

Like everyone else engaged in the 
project, John seems very high on this 
picture—genuinely enthusiastic about 
the footage that's being shot and the 
way it is going together. 

"It's a tremendous advantage for an 
editor to be able to work on location 

The new Stellavox Sp9 will become 
a giant in the recording industry. 

All § lbs. of it. 
Up till now, perfect stereo location recording 
meant lugging unportable portables. 

So we’ve come up with a rugged precision in¬ 
strument, the Swiss-made Sp7. It’s small—8"xl0"x 
3". It’s light—only 8 lbs. with batteries. And, 
despite its size, Sp7’s features measure up to any 
portable you’re now using.. 

Plus giving you several advantages you’ll get 
nowhere else, regardless of size. 

Like four standard tape speeds. 3%, lVi, 15 
and 30 ips. It is also continuously variable from 
0-30 ips. 

Another exclusive; Our many tape head assem¬ 
blies with up to four heads. They plug in. Are 
quickly exchanged in the field. And each one con¬ 
tains the components to equalize the electronics 
precisely for a particular tape speed, track config¬ 
uration and tape oxide. With Neo-pilot for mono 1710 N. LaBrea Avenue, Hollywood, CA 90046 (213) 874-4444 

and “Synchrotone” for stereo sync recording! 
Then there’s our lOV^'real adapter. It gives you 

more recording time than any portable ever. 
Plus: hands-off automatic stereo level control, 

dual peak indicating meters, internal powering for 
two condenser mikes, external AC supply and bat¬ 
tery charger, and an internal quartz generator. 

We expect this tiny Stellavox Sp7 to live up to 
the highest hopes of the industry. Because you 
don’t have to be big to be a giant. 

STCHAVOX 
exclusively by 

^ ^AUO.0 CORPORATION 

2 West 46th Street, New York, NY 10036 (212) 265-4111 

.Mb&m Whatever your 
splicer requirement 

w' ...Maier-Hancock 
*SS0^\from can meet it! 

$26^.00 VM,‘ 

STANDARD STOCK MODELS 

816 For regular-8 and all 16mm film “A” and “B" wind. 

816-S Triple combo: regular-8, Super-8 and all 16mm film. 

816-ST For Super-8 only, slit or unslit (16mm wide). 

1635 For 35mm and 16mm, interchangeable. 

SPECIAL MODELS (60 to 90 days delivery) 

816-SE For 16mm, ‘‘A” and “B” wind; 8 pins handle less than 2" lengths. 

1635-AB For 35mm and 16mm “A” or “B” wind, interchangeable. 

1635-S5 For Super-8; 5 rows of perforations on 35mm film. 

1635 T For 32mm (Twin 16mm on 35mm wide film). 

1635-C For Cinemascope positive perforations only. 

V Ve can design a splicer to suit your specific requirement; 
contact our engineering department... no obligation. 

See your dealer ITH Maier-Hancock Industries 
or ser|d for SINCE 13212 Raymer Street, N. Hollywood, California 91602 

complete literature (213)764-0280 
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The Vidifilm System 
Video 
High resolution 

Vidicon TV camera 

Film 
Professional 16mm 
Eclair NPR camera 

Vidifilm, a unique system of motion picture 
making which integrates the most efficient and 
valuable elements of live television with the 
highest quality film production, is now avail¬ 
able for sale for the first time from Alan 
Gordon Enterprises Inc. 

Vidifilm provides “instant dailies,” eliminates 
costly retakes and holds production time to 
a minimum. 

Heart of the system is the Vidifilm camera, 
a combination motion picture and TV camera 
which sends to a TV monitoring system the 
precise and exact image which is being ex¬ 
posed simultaneously on color or B&W film. 
The lightweight Vidifilm camera is, in effect, 
a professional 16mm Eclair camera uniquely 

integrated with a high resolution Vidicon TV 
camera which transmits the precise aperture 
image being exposed on the motion picture 
film. Since this marriage in no way interferes 
with the quality of the image on the film, 
the professional standards of the motion pic¬ 
ture are fully maintained. 

PRICE, including Vidifilm camera, 12-120 
Angelieux zoom lens, 9" monitor, LESS 
Eclair camera* 
NEW  $9000.00 

SPECIAL SALE PRICE . $7500.00 
(*-Eclair cameras for Vidifilm System are 

available from AGE Inc. or system can be 
matched to your own Eclair NPR) 

with the company/' he tells me. "If he's 
working back at the studio, he's really 
out of touch with the picture, no matter 
how often he and the director may talk 
on the telephone. Being right here on 
the spot, there's very direct communica¬ 
tion between Blake and myself. As the 
dailies come back from the lab we have 
a chance to look at them together and 
make sure we're on the same wave¬ 
length. Then I make a rough assembly 
of each sequence as it's shot and show it 
to him. He can tell immediately whether 
action will match or whether he needs 
additional coverage on a certain se¬ 
quence. He can then shoot those scenes 
with no sweat while we're still in the 
area, without having to come back later 
for costly retakes. It's a great way to 
work." 

The next day dawns clear and bright 
—with accent on the bright. The sun¬ 
light is so brilliant that the contrast is 
draped over both ends of the latitude 
curve of the film. Obviously, something 
will have to be done to cut down the 
contrast, but because of the wide- 
ranging character of the action, it's not 
a problem that can be solved by using 
arcs or pouring in reflected light or 
anything of the sort. The pola-screen is 
out, because the sky is already an 
incredibly deep blue. 

During the lunch break I have a 
chance to talk with Phil Lathrop about 
this particular challenge and ask how 
he's coping with it. 

"I'm using double fog filters," he 
tells me, "but they're really mis-named, 
because they don't throw you out of 
focus the way conventional fog filters 
do. I don't use that kind. These simply 
soften your contrast a bit. It takes quite 
a while to get used to them, but I've 
been using them for years. You have to 
vary them according to your stop—the 
heavier the stop, the heavier the filter. I 
use them at night all the time, because 
they give you a soft black, a kind of 
grayish black, instead of those harsh 
blacks where you see nothing. It's aw¬ 
fully hard to play down the beauty of 
this country in order to lend the right 
mood to a sad sequence. I'd feel very 
fortunate if I could get some very, very 
heavy dark clouds into one of the death 
scenes. I think it would be great—but, of 
course, you can't wait around for things 
like that." 

I have to leave the company at this 
point because London is calling, but 
before taking off I touch base with Ken 
Wales to find out how things are going 
thus far. 

"Very well indeed," he tells me. 
"Inevitably, at the start of any picture, 

SERVING THE WORLD 

, aiangordon enterprises me. 
1430 N. Cahuenga Blvd., Hollywood, Calif. 90028 

Telephone: Sales - (213) 985-5500 / Rental - (213) 466-3561 

Tilts to 30 degrees 
up or down. The 

Leo-Pod does 
the moving, 

not the cameraman. 

Telescoping 
camera support 

Mounting for 
flat base camera. 
Also available for 

Eclair Camera. 

One time adjustment 
makes the Leo-Pod 

customfit to all. 

Hands 
off 

the ugly 
Leo-Pod! 

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. 

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 mount¬ 
ing for flat base cameras, designed to hold the Arriflex 16 or 35mm, Auricon, Bolex or Kodak 
cameras or is also obtainable with a mounting for the 
Eclair camera. Guaranteed for 1 year. 

Model 125A for flat base cameras priced at only $85.00 
Model 125B for the Bolex camera priced at only S85.00 
Model 125E for the Eclair camera priced at only $99.50 

Call or write now for further information. 
Leopold Enterprises, South 
729 West Sunrise Blvd. • Fort Lauderdale, Fla. 33311 

ENTERPRISES, INC. 

(305)764-1315 
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PROFESSIONAL 
16/35mm 

CAMERAMAN’S 
HANDBOOK 

by Verne Carlson 
“If you are working in motion 
pictures this good reference book 
should be added to your book¬ 
shelf.” 

I.A.T.S.E. Official Bulletin. 
“This book should be owned by 
every student & professional en¬ 
gaged in making motion pictures.” 

International Photographer. 

“It is a no-nonsense handbook 
of hard-to-find information. Don’t 
let this one get away. This unique 
book just could be a classic.” 

Rangefinder. 

A practical guide for every individual 
now working or planning to work— 

ANYWHERE in the film industry 
The author is a free-lance Director of Photogra¬ 
phy of Documentaries, T.V. Commercials, and 
Feature Films. He is also a consultant to a medi¬ 
cal research institute, lectures to film groups 
and conducts camera courses for professionals. 
He is a member of the IATSE (Cameramen), 
SMPTE, SPIE, and SPSE. More than 380 pages 
and over 130 illustrations. 

This definitive work is a result of 21 years of 
experience in the film industry. Covers every¬ 
thing for the Studio Cameraman and Assistant. 
Also for In-plant, Newsreel, Documentarist, and 
the Experimental Film Maker. Profusely illus¬ 
trated with actual photographs. Liberally supplied 
with data tables and charts. 

This unique handbook also provides guidelines, 
tips, warnings, and “tricks of the trade.” The 
book draws upon firsthand knowledge as well as 
the experiences of other talented professionals. 
The result is the finest guide book of its type 
ever published for the professional as well as 
the aspiring cameraman. In connection with all 
major professional 16/35mm Cameras, Maga¬ 
zines, Lenses, and Accessories . . . every phase 
of installation, operation, and usage is fully 
covered. 

Available through your photo 
dealer or order direct: 

Only 
$15.00 

MAIL COUPON TODAY! 
I  1 

Verlan Industries, Inc. AC-771 
915 Broadway 
New York, N.Y. 10010 

Please send me “The Professional 16mm/35mm 
Cameraman’s Handbook” @ $15.00 postpaid in 
U.S.A. and Canada. Add $1.00 for shipping and 
handling overseas (except A.P.O./F.P.O.). N.Y. resi¬ 
dents add sales tax. 

Enclosed is check for $  

Name (please print) 

Address 

City 

State Zip 

(Rated companies can send 
shipping charges additional.) 

purchase order; 

it takes a few days for everything to 
mesh together and that's when the 
producer has to become a practicing 
psychologist. Basically, you have a chain 
of people—all distinct individuals—who 
must, in some way, be persuaded, urged, 
reminded of their professional responsi¬ 
bilities and blended and molded to¬ 
gether into a working team. It's the 
director, of course, who is the key 
person in this respect. It's his demeanor, 
his attitude, his working charisma, the 
atmosphere he creates that sets the tone 
of the entire operation. But the produc¬ 
er can do a lot toward alleviating basic 
insecurities by seeing that things don't 
go wrong, by arranging suitable accom¬ 
modations and by doing everything he 
can to keep things running smoothly. As 
with every type of organization, there 
will inevitably be unforeseen crises and 
emergencies—and that's when keeping a 
cool head and having patience become 
very important factors.” 

MGM—THE SOUND STAGE 

It's holiday time. The schedule for 
"WILD ROVERS” had been planned to 
permit cast and crew to be back in 
Hollywood at this season, so that they 
might frolic with their families, or what¬ 
ever. Consequently, the company is now 
shooting interiors at MGM Studios. 

A call from Ken Wales: "Hey, old 
friend, we're shooting the big fight 
sequence starting tomorrow. It sounds 
like your kind of thing. Why don't you 
come on out?" 

It is my kind of thing. Ever since 
"THE QUIET MAN", I've had a fond¬ 
ness for big cinematic brawls and, hav¬ 
ing staged a few for my own pictures, I 
know how intricate they can get. I hie 
myself hence to MGM and a big reunion 
with the "WILD ROVERS” group. Bob 
Willoughby is on hand, also, and it's 
good to see him again. 

The interior set is a wonderfully 
realistic replica of a typical Western 
bar—in this case, the Palace Saloon, 
social center of the unidentified cow- 
town portrayed in the film. Phil 
Lathrop has it very sparsely lighted, so 
that it looks just the way such a place 
really would look in that period—not 
exactly low-key, simply not very much 
light. 

"My intention in lighting any interior 
is always to make it look as real as 
possible and if we were doing straight 
action in this set, we could make it look 
great,” he tells me, "but when you've 
got a big fight going on, there are special 
problems involved. Let's say you've got 
it lighted just the way you want it to 
look. During the fight, one of the guys 

COMPUTERIZED 
PRINTING 

Western Cine color duplicating is the better 
way to achieve the fine results you expect! 
Our computerized lab equipment permits wide 
flexibility that enables you to do more with 
your film. . . color correction, variable fade 

and dissolve lengths, zero cuts and R/F cueing. 

And because the duplicating process is com¬ 
pletely programmed and computerized, better 

quality control and economy result. 

COMPLETE LAB SERVICES 
COLOR PROCESSING 

EKTACHROME COMMERCIAL EF & MS 
LIPSNER-SMITH ULTRASONIC FILM 

CLEANING ON ALL ORIGINALS 
COMPLETE SOUND RECORDING, 

OPTICAL PRINTING TRACKS 
OPTICAL PRINTING 16mm to 16mm 

and 35mm to 16mm 
INTERLOCK PROJECTION 

8mm PRINTING 

Send for Producers' Net Price List 

► 
DENVER 

312 So. Pearl St. - Denver, Colo. 80209 

HOLLYWOOD 
Cine Craft 

8764 Beverly Blvd. - Hollywood, Calif. 90048 

fJJwESTERNCilie 
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FOR EUROPE’S FINEST 
SPECIFY THE ENTIRELY 

NEW 

LABORATOIRES 

with the 

LATEST IN COLOR 
PROCESSING 

& PRINTING FACILITIES 

16mm-35mm 
REVERSAL 

NEGATIVES 

POSITIVES 

EKTACHROME 

7255 7252 7242 

GEVACHROME 

600 605 

• EASTMANCOLOR 

5254- 7254 

•ANIMATION STAND 

-35 - 16- 

• OPTICAL AND 

MAGNETIC SOUND 

TRANSFER - 16/35 

•SPECIAL EFFECTS 

E. L E Z E, Pres iden t 

LABORATOIRES 

VITFER 
47, Av. Victor-Cresson 

92 

Issy-Les-Mou linea ux 
Paris, 

Phone 644-16-35 

or 644-50-88 

ends up where you never expected him 
to be- so you've got to light that area. 
By the time you've covered all the 
bases, the lighting isn't what it started 
out to be at all. I like to underlight 
certain areas, so that if there is light on 
a face I don't put any light on the wall, 
and vice versa. I generally don't light the 
wall anyway, but audience-wise, you've 
got to add a little more light than 
appears necessary, because the camera 
doesn't photograph what your eyes 
see." 

A few minutes later I get to see what 
he means by having to light unforeseen 
areas of the set. Even though the fight 
has been carefully choreographed, with 
highly-experienced stunt-doubles sub¬ 
stituting for the actors in the long shots, 
both the actors and the doubles end up 
all over the place. Living the part, Alan 
Carney, playing the role of the Palace 
bartender, puts a little too much moxie 
into the part where he's supposed to hit 
Ryan O'Neal over the head with a club, 
and that worthy goes down for the 
count. 

I have to leave before they've got it 
all together, but it looks like it's going 
to be one helluva brawl. 

MGM—THEBACKLOT 

There are several backlots at MGM 
Studios, but the one where the Western 
town set is located is Lot #3. As I walk 
onto this lot to observe the shooting of 
night sequences for "WILD ROVERS", 
I feel a twinge of nostalgia. It was on 
this very lot that I (a bright-eyed, 
gung-ho teenager at the time) received 
my first professional training in cinema¬ 
tography, under the tutelage of such 
legendary cameramen as John Arnold, 
ASC, Karl Freund, ASC, and Joseph 
Ruttenberg, ASC. 

Lot #3 is the home of many exotic, 
far-off movie places: the Tarzan rocks 
where Johnny Weissmuller used to hang 

out (on a vine), the fabulous early- 
Americana street where Judy Garland 
lived in "MEET ME IN ST. LOUIS", the 
Mississippi river dock where the Cotton 
Blossom tied up in "SHOW BOAT", the 
English village with its graceful bridge 
from "MRS. MINIVER", the waterfront 
docks from "GREEN DOLPHIN 
STREET" (and the remake of 
"MUTINY ON THE BOUNTY"). One 
of the main areas is the Western town, 
where tonight's shooting for "WILD 
ROVERS" is to take place. It makes me 
sad to realize that this is the last film 
that will ever be shot on this set (one of 
the largest of its kind in existence), 
because Lot #3 has been sold to a real 
estate developer and very soon all of its 
fabulous sets will be razed to make 

Rentals 
at the 
right 
price! 

■ 
How about a NAGRA III 
for $10 per day? 

Or zoom lenses starting 
at $12.50 per day? 

The newest 16mm 
camera and sound 
equipment... perfectly 
maintained ... 

Arriflex S, M or Bl  
Single or double system 

Eclairs, Auricons or 
Scoopics... 
Crystal controlled motors 

Wireless microphones... 

High speed Millikens- 
Photo-Sonics cameras to 
500 frames per second ... 

Colortran lighting... 

| CINELEASE . . . your 
dealer for leading lines of 
production equipment... 
Our prices are always 
RIGHT! 

For more information ... 
Phone (203) 966-1671 
or write... 

Rentals • Sales • Service 
1331 Ponus Ridge 

New Canaan, Conn. 06840 

706 AMERICAN CINEMATOGRAPHER, JULY, 1971 



1. Daily processing of the entire! 
family of 16mm Ektachrome films, 
B&W Negative & B&W Reversal. 

2. Color & B&W Dailies. 

3. Exclusive TRIAD® Additive Com¬ 
puterized Duplicating Process. 

4. Color Internegative/Positive wit! 
TRIAD® Additive Scene-To-Scen< 
Color Corrections. 

5. Editorial Services — Creative Edit 
ing, Conforming, Editing Roo 
Rental, Interlock Projection Facili-j 
ties. 

6. Complete Recording, Re-Record¬ 
ing, Music Scoring, Multiple Chan¬ 
nel Mixing, Westrex Optical Traci 
Royalty Free, and Westrex Electro- 
print Transfers. 

7. 1:1 Optical Printing. 

8. Ultra Sonic Cleaning. 

9. Equipment Sales and Rentals. 

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

SOUTHWEST FILM 
LABORATORY, INC. 
3024 FORT WORTH AVE. DALLAS, TEXAS 75211 

PHONE: 214-331-8347 

room for high-rise housing. Sic transit 
gloria! 

It's a chill night and the cast and 

crew members (except those busily 

working on the next set-up) stand shiv¬ 

ering around a mobile commissary cart 

supplied with hot coffee, soup and 

chili—take your choice. 

The entire main street of the Western 

town has been lighted for shooting. The 

three "bright spots"—if such they can 

be called, are the Palace Saloon, the 

Sheriff's office (with jail in back) and 

Maybell's cathouse, made to look al¬ 

most glamorous by virtue of the ruby- 

red light glowing on its facade. Aside 

from that, there is very little light along 

the street—only a few arcs to high-light 

the sides of selected buildings for depth. 

It is the most sparsely lighted night 

exterior set of such size I've ever seen— 

but it certainly looks real. 

When I remark on that fact to Blake 

Edwards, he says: "That's a credit to 

Phil. It's practically black; you can 

barely see the buildings—and that's cer¬ 

tainly not normal photography for 

films. It will create a certain amount of 

dissension and he will probably come in 

for considerable criticism in certain 

quarters. Somebody's bound to say: 

'My God—they'll never be able to see it 

in a drive-in!' But that's the way a 

Western street would look at night and I 

think it's tremendously effective." 

This back-up on the part of the 

director for the artistic-technical deci¬ 

sion of the cinematographer is only one 

manifestation of the uniquely close 

working relationship which exists be¬ 

tween them. Watching Blake and Phil 

shoot sequence after sequence together 

during my observation of this project, I 

have been amazed at how little direct 

verbal communication between them 

seems necessary. When it comes to a 

new set-up, Phil goes about his business, 

working quietly with his gaffer and 

assistants, getting the job done with 

dispatch. Off on the sidelines, Blake 

may be working with the actors or, 

more often than not, simply sitting 

quietly in that pool of creative solitude 

that is essential to most directors. When 

the camera is in place and the lights 

have been set, he will usually step up 

and take a look through the viewfinder. 

Once in a while—only very occasionally 

—he will suggest a slight change, but 

most of the time he will simply nod 

affirmatively and get on with his re¬ 

hearsal. Though few words pass between 

the director and cinematographer, it is 

obvious that they have a free flow of 
communication going on precisely the 
same wave-length—except that they 

what has 
nylon tips 

on its knobs, 
nice legs, 
stands 

108 tall, 
and weighs 

99lbs. ? 
3 dozen Colortran Pro-Stands! 

Extremely light weight at only 
2% lbs. each, these aluminum 
stands feature nylon tipped 
locking knobs to prevent scoring 
of the risers and a V2 inch solid 
mounting stud to prevent tip wear. 
From a collapsed length of 23% " 
they rise to 9 feet. Extendable legs, 
an exclusive Pro-Stand feature, 
provide exceptional stability 
by allowing the base to 
extend from 31" to 46". 
We weren’t kidding —. 
about the nice legs! 

Colortran Pro-Stands 
Only $36.00 each 

Colortran 

Berkey Colortran • 1015 Chestnut St. 

Burbank, Calif. 91502 • 213 843-1200 
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TIRED OF 
MISSING 

DEADLINES 
On Super-8 or 16mm 

Eastman Color Print Orders 

? 
PHOTO-TECH 

GUARANTEES 
DELIVERY TIME OR 
WE EAT THE BILL! 

High quality Super 8 release 

prints by optical reduction from 

16mm internegative — acknow¬ 

ledged to be the best method in 

the industry today. 

Printed for any cartridge or reel- 

to-reel system using magnetic 
track or silent. 

ALSO 

16mm interneg and release with 

WESTREX optical tracks made 
in our own plant. 

BESIDES 

In-and-out, same-day ME-4-ECO- 

3 processing with work-print! 

CALL or WRITE 

PHOTO-TECH 
LABORATORY 

200 East First South 
Salt Lake City, Utah 8411 \ 

Phone (801) 521-3505 

must be doing it by means of ESP or 
some such thing. 

It's not really so surprising, I guess, 
when you think of how many pictures 
they've done together—the "PETER 
GUNN" TV series and the "GUNN" 
feature, "EXPERIMENT IN TERROR", 
"THE PERFECT FURLOUGH", "PINK 
PANTHER", "DAYS OF WINE AND 
ROSES" and "WHAT DID YOU DO IN 
THE WAR, DADDY?''—to name a par¬ 
tial list. One might logically expect a 
kind of symbiotic rapport to develop 
between them after all these years. 

“After all these years—that's the clue 
to go by with Phil and me," comments 
Blake, when we get onto the subject of 
the director-cinematographer relation¬ 
ship in a later discussion. "We've 
worked together for so long and done so 
many different kinds of pictures that we 
really understand each other—and we 
work together by shorthand, almost. He 
can tell, by now, just what I might 
expect in terms of lenses, in the use of 
dollies, cranes, etc.—particularly after 
we've had our initial discussions and I've 
given him my concept of the particular 
film. It doesn't take much for him to 
lock in on my requirements because he 
knows me so well. It's a very comfort¬ 
able relationship, not only because he's 
an enormously creative cameraman, but 
because the hassle is out of it. There's 
no one person trying to prove some¬ 
thing at the expense of the other. We're 
both just trying to do the best we can. I 
think that he has an appreciation of my 
camera knowledge, my ability to pick 
set-ups, my eye for a particular shot— 
and I feel the same way about him. So, 
if there's an exchange of viewpoints, it 
always ends up well. I've never had an 
argument with Phil—ever. We go back to 

when he was the operator for Russ 
Metty on one of my early films. Since 
then, he's photographed well over half 
of my pictures—and we've done some 
pretty good ones together." 

At a later date, when I'm having 
dinner with Phil Lathrop and his lovely 
wife, the subject comes up again. Un¬ 
aware of what Blake has said about him, 
Phil is equally complimentary. The out¬ 
sider might assume that this is some sort 
of mutual-admiration society, but I 
know Phil to be a candidly honest man. 
He never puts anybody down, but he's 
hardly the type to extend gratuitous 
compliments—so I must believe him 
when he says: "Blake's a delight to 
work with. He approaches making pic¬ 
tures as fun, but even though he's done 
mostly comedies in the past few years, I 
think he's a great dramatic director. 
That certainly came through in 'DAYS 
OF WINE AND ROSES'. He also has a 

Lowell 
Softlight 
weighs 

only 7 lbs 
and folds 
flat into 

an attache 

Output is 1/3 stop 
less than 2000 watt 
studio softlights 
weighing 36 pounds. 

But this one uses 
only 1000 watts and 
costs a third less. 

For a brochure, contact your dealer; or us. 

LOWEL 
Lowel-Light Photo Engineering 
421 W. 54th St., New York 10019 

Telephone: (212) 245-6744 
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Designed 
for the 
discriminating 
editor. 

IC-30 
Solid State 
amplifier for 
film editing 
Features 
□ Exceptionally high peak power 
□ Ultra low noise/no audible hum and 

no microphonics 
□ Unconditionally stable, never 

oscillates 
□ Two separate and independent 

channels 
□ Accurately matched channels, 

individual gain indications 
□ All Solid State, integrated Circuit 

Design** 
□ Instant operation/no waiting for 

warm-up 
□ Protection against radio broadcast 

interference 
□ Compact size, only 5 inches high by 

6 inches deep by 8 inches wide 
□ Push button on-off control, leaves 

gain settings undisturbed 
□ Internal regular, corrects for line 

voltage fluctuations 
□ Extreme reliability, designed for 

many years of service 
□ One Year Guarantee 
□ Four channel Multi-Mixer available 

on request 
□ Earphone connection has wide 

impedance range $125.00 
, to w LIST *Patent Pending 

LMJMIC COMPANY, INC. 
35 West 45th Street 
New York, N.Y. 10036 
Telephone: (212) 586-7666 
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fine feeling for suspense—as in pictures 
like 'EXPERIMENT IN TERROR'-and 
he knows exactly how far to carry it. 
Then, of course, he has a terrific sense 
of comedy timing. We work together 
well because we understand each other. 
We're old friends, really. I respect him 
and he respects me and we're very 
honest with each other. Somebody told 
me when I was first starting out that 
there's only two people who really 
make the picture what it is—the camera¬ 
man and the director—and I've never- 
forgotten that. If you don't have rap¬ 
port between these two guys, you don't 
have a picture.” 

Night shooting on Lot #3 involves 
both the first and second units. While 
the first team is on the main street of 
the town filming scenes outside the 
Sheriff's office and Maybell's "house of 
joy", the second unit is shooting other 
scenes in a grove of trees just behind the 
Western town set. I trek in that direc¬ 
tion to find Frank Stanley with his 
camera down on the ground, trained on 
a large puma. 

In the picture, Holden's horse is 
killed when this powerful cat leaps out 
of the night and tears at its throat. The 
puma they have cast for this role is a 
magnificent tawny beast with great lu¬ 
minous eyes. Actually, there are two of 
them (one for back-up) and while the 
crew is working with the one, the other 
slips his leash and is later found non¬ 
chalantly exploring the sets—not look¬ 
ing for trouble, just sight-seeing. 

The problem with the puma in front 
of the camera is that he is a veritable 
pussycat, much more inclined to roll 
over and be playful than to come on 
ferocious, as called for in the script. A 
slightly distraught trainer keeps waving 
a twig in his face in an effort to make 
him snarl and act mean. 

Both units keep shooting until the 
wee small hours of the morning, by 
which time it has grown pretty awful 
cold for thin-blooded Californians. But 
there's no griping, no complaining—and 
quite a lot of good humor, all things 
considered. It's that kind of a company. 

FLAGSTAFF, ARIZONA 

When the call comes from Ken Wales 
this time, he's even more exuberant 
than usual. "There's snow up here, old 
friend," he exults. "We're going to 
shoot the horse-breaking sequence in 
the snow! You've got to come up." 

It doesn't take much to get me to go 
where there's snow—especially when I 
find out that they'll be shooting not far 
from the Snowbowl ski resort outside of 
Flagstaff. 

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

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

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

^OPTIONAL ATTACHMENTS 
for every light measuring need! 

VARIABLE ANGLE ENLARGING 
"Spot Meter” ATTACHMENT 
ATTACHMENT 

MICROSCOPE 
ATTACHMENT 

KLING PHOTO CORPORATION 
P.O. BOX 1060, WOODSIDE, N.Y. 11377 

BerkeyL1 
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attenbion- 
auricon 
mall 
owners 

Have you ever wished that 
your amplifier had one 
more dynamic mike input? 
... or that you could 
use your Sennheiser 804/805 
mikes without that d#*x 
preamp dangling from it? 
How about the times that the 
Sennheiser batteries 
fade out during filming? 

Is that what’s bothering 
you, fella? 

Join the club! We’ve had the 
same problem. So... 
we’ve done something about 
it. We’ve converted our 
MA-11’s so that we can plug a 
dynamic mike into the third 
(phono) input —we can switch 
it to line as well. Better yet — 
we can use a Senn. 804 
or 805 on that third channel 
without the dangling battery 
and matching transformer. 

What’s more... we can 
convert your MA-11 to look 
and act just like ours 
for as little as $125.00 and in 
just three days. 

Want more information? 
Call or write 

BRENNER PHOTO CO. 
5215 Wisconsin Avenue, N.W. 
Washington, D. C. 20015 
(202) 244-3800 

When I get there I find that the 
company's just returned from filming in 
the red rock canyons of Sedona and 
some of the more “be prepared" types 
are breaking out long-johns in prepara¬ 
tion for a frigid frolic in the snowfield. 
Cast and crew members welcome me 
back like a long-lost member of the 
family and, by now, that's exactly how 
I feel. 

There's something that puzzles me: 
in the script version I had read, the wild 
mustangs (one of which Holden 
“breaks" for a mount) are discovered, 
not in a snowfield, but drinking at a 
water hole in country lush with "yellow 
flowers almost head-high and blankets 
of larkspur and nootka rose." Obvious¬ 
ly, there's been some changes made. 

"The horse-breaking sequence was 
scheduled to be shot in Sedona, ideally 
in a box canyon surrounded by red 
rocks," Ken explains, "but we just 
couldn't seem to find the kind of area 
that would work for us. We knew that 
there were pictorial areas much higher 
up on the rim, but they were covered 
with several feet of snow. Somebody 
said: 'Why don't we shoot it in the 
snow?' and Blake said: 'Well, why not? I 
can't recall having seen a horse-breaking 
sequence filmed in the snow.' So, he 
and Phil scouted the rim in a helicopter 
and picked out a plateau surrounded by 
pine trees that seemed large enough for 
the action. They weren't all that happy 
with it, but it was the best place they'd 
seen. The main drawback was that, in 
order to get up to the top, it would be 
necessary to climb a tortuous road or 
fly all of the personnel and equipment 
in by helicopter—a real chore. We de¬ 
cided it would be better to try to rent 
such things as snow-cats and motorized 
toboggans and skis that would enable us 
to move the actors and equipment into 
the area without tracking up the virgin 
snow. The Editor, John Burnett, and I 
decided to drive down to the Snowbowl 
ski area outside of Flagstaff, where they 
keep the snow-cats and other such 
transportation. As we got into that 
locale, we found ourselves driving 
through the most beautiful groves of 
aspen trees you can imagine. The sun 
was setting and as it came through those 
aspens it turned them gold. As we 
neared the top, the vista opened up to 
reveal huge snowfields surrounded by 
aspens, with mountains towering in the 
background. It was magnificent! I said 
to John, 'What are we doing down there 
in a meadow ringed only with pine trees 
and with no mountains beyond? Why 
don't we shoot it here?' Even as I said 
it, I shuddered to think how our pro- 

Location: 
Midwest. 

Equipment? 
HELIX. 

When you’re going on location near your 
studio, you know where to rent everything. 
But a location half way across the country 
is a different story. 

In the Midwest, your best bet is to call Helix 
in Chicago. Just let us know what you need, 
where, and when. Then stop worrying. Helix 
will see to it that you get the right equip¬ 
ment, in the right place, on time, in working 
order. And our rates prove that we under¬ 
stand the film business. 

Think about Helix the next time you’re plan¬ 
ning to shoot away from home. In the mean¬ 
time, write for our free rental catalog: Helix 
Limited, 679 North Orleans Street, Chicago, 
Illinois 60610. Or call Russ Kirk at 312/944- 
4400. 

Pro shop to the industry. 
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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 
MINIMI ■winiwnsa 

DIRECTOR PHIL LEACOCK 
SAYS: 

The film director’s relationship to 
his cinematographer is of vital impor¬ 
tance. It is greatly enhanced if both 
have an in-depth understanding of 
each other’s technical and creative 
problems. 

The AMERICAN CINEMATOG¬ 
RAPHER MANUAL is an invaluable 
aid for the director who wants up-to- 
date information on equipment design, 
materials and film techniques. 

OFFICIAL PUBLICATION 
AMERICAN SOCIETY OF CINEMATOGRAPHERS 

JACK MUTH, ACTUALITES 
FOX MOVIETONE, 92-SAINT- 
CLOUD, FRANCE, SAYS: 

The third edition of the AMERI¬ 
CAN CINEMATOGRAPHER MANU¬ 
AL is one of the best and most 
complete cinematographic handbooks 
for the use of professional cinematog¬ 
raphers that has ever been compiled. 

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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ECLAIR 
HAS TWO 
FACTORY 
SERVICE 

CENTERS: 
LOS 

ANGELES 
AND 

NEW YORK 
Plus a nationwide network of 
franchised Eclair dealers, offer¬ 
ing sales, rental and mainte¬ 
nance services. Dealer list is 
available on request. 

LOS ANGELES 
7262 Melrose Avenue, Los 
Angeles, California 90046. 
Telephone: (213) 933-7182 
(Central Hollywood area) 

NEW YORK 
73 S. Central Ave., Valley 
Stream, New York 11580. 
Telephone: (516) 561-6405 
(10 mins from JFK Airport) 

Factory-trained Eclair service 
engineers are at both centers, 
ready to goto work for you. 

eclair 
CAMERA MAKERS SINCE 1909 

duction manager and location depart¬ 
ment would react. The sequence had 
been scheduled for Sedona, and here I 
was proposing a whole new thing. Any¬ 
way, we took some Polaroid shots of 
the locale and showed them to Blake, 
He flew up in the helicopter the next 
day, took one look at the place, and 
said, This is it!' And that's how we 
happen to be shooting the horse-break¬ 
ing sequence in the snow." 

The 40-minute drive from Flagstaff 
to the location next morning confirms 
what Ken has told me. It is incredibly 
beautiful country. The snowfield is so 
vast that when one area has become 
trampled by the horses, it will only be 
necessary to move the cameras to a 
fresh adjacent area in order to continue 
filming of the sequence. 

Riding up with us in the car is a 
cutie-pie girl feature writer from New 
York who has come to do a story on 
Ryan O'Neal for Vogue. For Vogue? I 
find this hard to fathom—especially 
since he wears only one costume change 
throughout the entire picture. Also 
along is a droll Frenchman all togged 
out in frontier clothes. He's an Associ¬ 
ate Editor on Paris Match and has come 
all those thousands of miles from the 
"City of Light" just to write about les 
cowboys in front of the camera. 

MGM'S battalion of huge trucks is 
parked some distance from the action. 
In order to get where the cameras are 
set up, it's necessary to climb aboard a 
snow-cat piloted by a kamikaze type 
who doesn't always know how to stop. 
Someone could make a fortune selling 
flight insurance! 

When we arrive, Phil and his crew 
have four cameras set up to shoot the 
bucking horse scenes. He explains to me 
that two will be running at normal 
sound speed and the other two will be 
overcranked five times normal. 

"Blake is hoping to do some very 
interesting things with this sequence in 
relation to the music," he tells me, "so 
he wants to shoot it both ways—at 24 
frames and also at 120 frames. I think it 
can be very effective and it'll keep the 
action from looking like something you 
can see at any rodeo. We're using 
multiple cameras because this kind of 
action is a bit hard to match, but the 
question is where^ to position them so 
that you get the best coverage without 
duplicating your angles. For starters, 
I've decided to cross my cameras. That 
is, I've got each pair of cameras, depend¬ 
ing on frame-rate, set up at cross-angles 
(not rei/erse-angles), with lenses of the 
same focal-length on both cameras. This 
will give the editor a matched pair of 

AURIC0N REFLEX CONVERSION 

FOR THE 

PROFESSIONAL 

Special This Month 

TV NEWS PACKAGE includes all 
the following items 

CAMERA DEVELOPMENT CO. 
S/B single system camera 

Single system recording pack¬ 
age with magnetic head, fea¬ 
turing TRANSIST-O-SOUN D 
model 3-C-A amplifier 

ANGENIEUX 12-120 ABV zoom 
lens 

CAMERA DEVELOPMENT CO. 
3!/2" short finder 

Internal crystal sync power sup¬ 
ply with motor 

Internal Battery 

MITCHELL 400' magazine 

ADAPT-A-CASE 

$6,200 

ENGINEERED TO YOUR REQUIREMENTS 

• SINGLE/DOUBLE SYSTEM 

• STANDARD - 16 mm 

• SUPER - 16 

• DOUBLE SUPER 8 

LIGHTWEIGHT 7 LBS 

PERFECT BALANCE 

CAMERA DEVELOPMENT CO. 
31 BREWSTER ROAD WEST 
MASSAPEQUA, N. Y. 11758 

(516) 799-5307 
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Like to lease a 
reasonable dolly? 

Or how about a tripod, mo¬ 
viola, changing bag, rewinds, 
cutting barrels, quartz lamps, 
animation field charts, light 
meters, 16 mm and 35 mm 
motion picture cameras, re¬ 
corders, projectors, film and 
magnetic stock? 

Or a ton of other profes¬ 
sional photographic equip¬ 
ment, all available for sale, 
daily or weekly rental, or 
long term lease. 

Compare our prices 

CALVIN 
CINEQUIP, INC. 

An Affiliate of Calvin Communications Inc. 

215 W. Pershing Road 
Kansas City, Missouri 64108 

Phone: (816) 421-1230 

1909 Buttonwood 
Philadelphia, Pa. 19130 

Phone: (215) 563-1686 05699 

angles that he can intercut freely with a 
perfect action match, if he wants to do 
it that way. Later we'll get a variety of 
other camera angles using different fo¬ 
cal-lengths." 

It's a bright, sunny day and there's a 
considerable range of contrast between 
the sunlighted snow and the deep blue 
sky. I ask Phil if he intends to use his 
fog filters in order to cut down the 
contrast. 

"No, I'm not using them up here," 
he says. "They have a tendency, on 
white subject matter, to flare—especially 
if you over-expose a bit, as you natural¬ 
ly would with snow. If you're photo¬ 
graphing a guy wearing a white shirt, 
there will be a little halo around it. A 
fog filter could cause a halo to appear 
along the top of the snow, too, so we 
won't chance it." 

Floyd Baile, Bill Holden's stunt- 
double, will actually ride the bucking 
mustang in the sequence, with closer 
shots of Holden intercut. Like most real 
cowboys I've known, Baile is a quiet, 
gentle man—but tough as hell under¬ 
neath. He bears a very close resemblance 
to Holden and is superbly understated, 
except when he's on a horse. 

A regulation bucking chute, of the 
type used in rodeos, is set up off- 
camera. There are also several black 
horses that look identical, so that a 
fresh horse can be put in to replace one 
that's tired. There doesn't seem to be 
any back-up for the stunt-rider, how¬ 
ever. I guess the theory is that it's 
possible to wear out the horse, but not 
the man. 

After master long shots of the horse- 
breaking action are in the can, the 
cameras are shifted around to get other 
angles. A sizable trench is dug in the 
snow so that two cameras can be set 
with lenses at ground level for low-angle 
shots. A kind of wooden bunker is built 
around them and white material, with 
holes for the lenses, is draped in front of 
the cameras as camouflage, in order not 
to "spook" the horses. 

While this is going on, the girl feature 
writer from Vogue and the droll editor 
from Paris Match, having drained Ryan 
O'Neal of all possible quotes, are busily 
interviewing Bill Holden. He tells them 
that his next picture, after "ROVERS", 
will also be a Western. 

Counting "THE WILD BUNCH", 
that will make three Westerns in a row, 
observes the Frenchman. Why so many 
Westerns? 

"Well," says Holden, "at this stage of 
the game there aren't that many other 
types of roles I can play. After all, I 
can't go on forever playing parts where I 
drink the martini and kiss the girl. I'll 

JOIN THE 

ZOOM 

BOOM 
THE NEW CANON K-35 
MACRO ZOOM LENS 
ANSWERS ALL OBJEC¬ 
TIONS... 
At last ... the first truly variable focal 
length lens! (And it even has retractable 
click stops) 

This outstanding Canon 5 x 25 mm Macro 
Zoom was developed to the exacting specifi¬ 
cations of the Motion Picture & TV Producers 
Research Center. It offers the same high 
resolution and distortion free characteristics 
(less than 3%!) of quality fixed focal length 
lenses ... Its speed of T2.8 provides one 
versatile lens covering the range of a fixed 
focal length set 25 - 120 mm . . . Complete 
coverage from 18 mm to 240 mm is provided 
by a matched 2X extender and 18 mm fixed 
focal length lens. 

• First 35 mm zoom lens utilizing a calcium 
fluoride element to minimize chromatic ab- 
berations • First to permit focusing within 
2" of front element • Independent Macro 
focusing permits foreground and background 
perspective control • Combined with Cinema 
Products' J-4 “Joy Stick” servo zoom control, 
smoothly feathered zooms are achieved with 
no abrupt stops and starts. 

We take pride in being the factory authorized 
distribution and service source for this 
unique new Canon K-35 Macro Zoom Lens 
System. 

/ 
om- 

patibility of our famous J-4 "Joy Stick” Zoom 
Control with all zoom lens and cameras 
- - -16 mm and 35 mm. 

Technology in the 
service of creativity. 

CINEMA PRODUCTS 
2044 Cotner Avenue, Los Angeles, 
Calif. 90025 TELEX: 69-1339 
TELEPHONE: (213) 478-0711 
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leave those to Ryan O'Neal." 
The Vogue cutie gives him a look 

that clearly indicates she'll be glad to 
drink a martini with him just any time. 

It takes almost three days to shoot 
the entire sequence in which the wild 
horses are first spotted and one is cut 
out from the herd to be broken to the 
saddle. Then the company packs every¬ 
thing up for the move to the next major 
location, Monument Valley. It's almost 
like watching the circus leave town, as 
tons of equipment and the essential 
animals are loaded into huge semi-trail¬ 
ers for the four-hour drive. 

MONUMENT VALLEY 

We pull into the little town of 
Kayenta, Arizona, which is on the Nava¬ 
jo Indian reservation, and settle into the 
hotel. Though the town proclaims itself 
the "Gateway to Monument Valley" 
and is surrounded by a nice scattering of 
mountains, I see no sign of the distinc- 

When deadlines loom large,andyou 
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. 

tive formations that are unique to Mon¬ 
ument Valley. 

The next morning, after a forty-five- 
minute drive, we cross the state line into 
Utah and turn off the highway onto a 
side road. This eventually leads to a 
Tourist Information Center which, as it 
turns out, is high up on a plateau. 

Down below, stretching into magnifi¬ 
cent infinity, is Monument Valley. As 
many times as I have seen it in photo¬ 
graphs and John Ford Westerns, I am 
not prepared for the reality of this 
starkly beautiful scene. 

Carved out by the primeval inland 
sea that raged here eons ago are the 
majestic buttes that set Monument Val¬ 
ley apart from all other geological for¬ 
mations of the world. Rising hundreds 
of feet from the valley floor, the red 
rock monoliths soar in a silent grandeur 
that is uniquely their own. Perhaps it's 
because I know this is sacred Navajo 
land that it seems to pulsate with a 
mysterious "spirit-world" aura. It is a 

Perfect. Sharp. Color-balanced. 
Back in yourhands (ordrop-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 8,1 6, 
and 35mm laboratory services, 
including black and white or color 
dailies for Florida filming 
• Super 8 printing and cartridging. 

place out of time, and it almost literally 
takes my breath away. 

The sequence which is to be filmed 
here is the final one in the picture—that 
in which the baddies catch up with 
Holden and do him in. It would be 
difficult to imagine a more awesomely 
beautiful place in which to draw one's 
last breath. 

The crew is busily setting up for the 
first shot when Blake arrives with his 
wife, Julie Andrews, who has just flown 
in to join the company on location. 
Everyone greets her, not as an interna¬ 
tionally famous movie star, but simply 
as Blake's wife—which is obviously just 
the way she wants it. 

One hard-boiled grip, however, is 
obviously smitten. "Look at her," he 
says, "—a bit of English porcelain on the 
American desert. Isn't she somethingV' 

The first set-up is a long trucking 
shot to follow Holden as he rides at a 
normal pace across the desert—before he 
discovers that the two antagonists are 
zeroing in on him. The camera is mount¬ 
ed on the Chapman boom, which is to 
roll along a dirt road rutted with holes. 
Ordinarily this would be cause for much 
concern and hundreds of feet of dolly 
track, but Phil Lathrop simply calls for 
a Dynalens to be mounted on the 
camera instead. 

"This is the first time I've used the 
Dynalens extensively," he tells me, "but 
it certainly has saved us a tremendous 
amount of time and expense on this 
picture. I still can't believe some of the 
terrain we've been over without laying 
any track—not only terrible old country 
roads, but open prairie where there were 
no roads at all. Some of those crane 
shots ran for 500 feet, which would 
ordinarily have forced the director to 
break up the scene into several shots. 
With the Dynalens we've been able to 
shoot a long trucking shot over rough 
ground with, let's say, a three-inch lens, 
then change to a six-inch lens and go 
right back over the same terrain again. 
It's really fantastic. I'm using the Dyna¬ 
lens that belongs to Video West, which 
they've modified so that it doesn't 
over-ride when you hit a really terrific 
bump." 

The shot goes off without a hitch 
and is in the can after three takes. The 
operator had complained that it looked 
mighty jerky to him, jouncing along, as 
he was, while trying to keep his eye to 
the reflex viewfinder. However, a replay 
of the video tape confirms the fact that, 
while no completely bumpless dolly 
shot, it was very smooth indeed. 

The time at Monument Valley is 
spent in getting the Bill Holden charac¬ 
ter killed off in proper style. This is one 

CRYSTAL! 
CONTROLLED 

CAMERAS/RECORDERS » ]rnage^_^e-srices]n.corporsiteca. 

Sr (o/f/'/sr-///? /(r 

811 Northwest 111th Street • Miami, Florida 33138 USA • (305) 754-4141 

If you’re in a bind (or lab service, 
Reela can bail you out. 
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of the few times when the helicopter is 
used, because it's the only way to get a 
close "follow" shot of him being chased 
hell-bent-for-leather across the desert. 
The helicopter pilot and aerial camera¬ 
man Don Morgan keep him beautifully 
centered in the frame all the way. 

Commenting on Holden's acting- 
subtle, sure and understated—Julie An¬ 
drews says, "The more he doesn't, the 
more he does." It's the tribute of one 
real pro to another. 

It strikes me that the same kind of 
understatement applies to Blake Ed¬ 
wards as a director. He's the most 
unobtrusive person on the set, sitting 
quietly in his chair or standing near the 
camera, trusting each member of his 
team to do his thing and do it well. He's 
not even a little bit concerned about his 
"image". His ego is on the screen and 
not on the set. If the natural tensions of 
production start to draw a bit tight, he 
lightens things up with a joke. Only 
once during all of the shooting I've 
watched on this picture—and there's 
been quite a group of it—have I seen 
him even momentarily lose his cool. 
That was a perfectly justified (and 
necessary) moment of exasperation that 
occurred after a trio of technicians, in a 
veritable "NIGHT AT THE OPERA" 
comedy of errors, had repeatedly 
goofed up a certain effect. Even so, the 
one-line explosion was over almost be¬ 
fore it started, and it served to clear the 
air. His style is understated, but it's 
obvious that he's done his homework, 
and there's no doubt that he's in full 
control of everything that is happening. 

Bill Holden "dies” on the floor of 
Monument Valley, and it's just the way 
Phil Lathrop had said it would be—crisp, 
stark and violent. The company will 
now move on to Moab, Utah, where 
Ryan O'Neal is scheduled to die "softly 
and gently". However, since I'm due in 
Munich, which is in the opposite direc¬ 
tion, Ryan will have to die without me. 

I say goodbye to the crew, knowing 
this is the last time I will see them all 
together as a working team. In the 
crucible of production they have, in¬ 
deed, become welded into a "family", 
and I feel like part of it—if only the 
black sheep. 

POST-PRODUCTION 

The frenetic process of getting it all 
together begins. The bits and pieces are 
fitted, coaxed, hammered into juxtapo¬ 
sition to form the mosaic that will be 
the finished picture. 

Ken Wales keeps me posted from his 
position on the firing line at the studio, 
alerting me to come on out as each new 
Continued on Page 720 
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quality has made us Southern Cali¬ 
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latest technological advances —small 
enough so that you’ll know us all by 
name. And our 168 hour work week 
means right now service. 

□ Super 8 and 16mm Ektachrome 
Original and Print Service. 

□ Force processing, low contrast and 
underdevelopment services. 

□ Full range of production facilities. 

We will be glad to handle your personal 
or professional account by mail too. 
Write or call today for our price list. 

NEWSFILM LABORATORY! 
516 N. Larchmont Blvd. 
Los Angeles, Calif. 90004 

HO 2-6814 Days 

HO 2-8292 Nights Weekends Holidays 

^    ^ 

SICKLES - RICHARDSON 
ANIMATION STAND 

and Accessories 

IF YOU MAKE- 
Animation films 

Film strips or slides 

WRITE FOR COMPLETE 

SICKLES INC. 

AFI FILM GUIDE 
Continued from Page 697 

are a separate breakdown of schools by 
degrees granted, and a section listing 
schools which offer film study courses 
for teachers. Of particular interest to 
distributors and programmers will be 
the designation of the 70 schools which 
have 35mm screening facilities on 
campus. 

A Ft's Guide to College Film Courses, 
1970-1971 may be obtained for $2.50 
from the American Library Association, 
50 East Huron Street, Chicago, Illinois 
60611. (AFI Education Members re¬ 
ceive the Guide as a membership 
service.) 

For further information contact: Sali 
Ann Kriegsman (202) 347-9311. In New 
York contact: Howard Haines (212) 
421-6720. 

CAMERAMAN'S CHALLENGE 
Continued from Page 686 

3. Record with a 600mm lens, and also 
with a 25-to-250mm zoom, the last 
two sunsets of the year. This was on 
November 5th and 6th 1970. Missing 
these would leave no chance of 
recovery because the sun does not 
reappear for nearly three months 
thereafter. 

In solving this problem I cannot 
claim to have discovered any new tricks. 
I can only describe what I found to be 
true in this one particular case. All of 
the problems of being in extreme cold 
are well known such as the danger of 
freezing lungs by excessive exertion, and 
the ever-present danger of frostbite, 
which can happen as fast as 15 seconds 
when skin is left exposed. There is, of 
course, the obvious problem for the 
cameraman, touching unpainted metal 
barehanded and freezing onto it. Several 
times I had to do a reload in the open at 
about -25°F. I quickly set the loop 
without gloves. The main camera parts I 
touched were painted so that there was 
less danger. I do remember that the 
sensation of touching metal in this 
moment was more like a feeling of 
burning rather than freezing. 

Reloading should really be done in¬ 
side a protected area, such as a vehicle, 
or where the temperature allows a 
reasonably comfortable working condi¬ 
tion. Obviously the camera must remain 
cold enough so that condensation does 
not take place on the camera body, lens 
or film. 

The 35mm Arriflex cameras we used 
had been winterized by a Canadian 
company and were excellent in perform- 

QUARTZ STUDIO 

AT YOUR DEALER OR WRITE FOR CATALOG 

SMITH-VICTOR CORP. 
Griffith, Indiana 46319 

Model 
K2B 

Two complete compact lighting systems in a case. 1800 
watts of 3200° K Quartz Lights with 3 compact stands- 
Available with or without Barn Doors. See your dealer or - 
write for descriptive literature on both the K2 and 
K3 Kits. K2 $115.00 without barn doors 

K2B $150.00 with barn doors 

K3 $165.00 without barn doors 
K3B $200.00 with barn doors 

Film 
School 

6-Week Intensive 
16mm Film Courses 

■ Camera technique 
■ Editing 
■ Lighting 
■ Sound 
■ Budgeting 

“MAKE YOUR OWN 
SOUND FILM!” 

Next course starts August 9. Other 
sessions begin September 20 and 
November 1. 

ENROLL NOW ! 

8625 SANTA MONICA BOULEVARD 
LOS ANGELES, CALIFORNIA 90069 

PHONE: (213) 659-2320 
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When filming in 

the New York City Area 

...or anywhere else... 

CONTACT 

JOHN WEBER 
4'The King of the Generators 

FOR 

We go anywhere in the USA. 

We also custom build generators to 
your specifications. 

Write for literature. 

JOHN WEBER CO. 
6944 76th St. 

Middle Village, New York, 11379 

Phone: (212) 274-9393 
(212) 894-1448 

MICROFILMED 

BACK ISSUES OF 
AMERICAN CINEMATOGRAPHER 

4^ Per Page- 

Sold only by complete issues 

1921 through 1967 available 

UNIVERSITY 
MICROFILMS 

EDITORIAL SERVICES 
300 N. ZEEB RD. 

ANN ARBOR, MICHIGAN 48106 

ance. Even at -60° F the belt batteries, 
worn under a parka, were warm enough 
to power the constant speed motors. 

In general, working slowly and 
methodically seemed to be the best way 
to solve problems. Fortunately we had 
no exposure problems, as can sometimes 
happen when film gets too cold. Luckily 
we did not develop any static marks due 
primarily to the fact that we usually 
loaded the film into magazines not too 
far in advance of their actual use. Once 
the film is removed from its can, its 
moisture content may decrease. The 
idea is to use the film before excessive 
moisture loss can leave the film suscepti¬ 
ble to static marks. The thing to remem¬ 
ber is that the Arctic in extreme cold is 
a very dry kind of atmosphere which 
can dehydrate both the cameraman and 
his film. 

These difficulties make one all the 
more respectful of Robert Flaherty's 
accomplishment in recording Eskimo 
life in northern Canada. The classic film, 
"NANOOK OF THE NORTH", which 
he filmed before 1922, must have really 
been a hardship for him. 

Moving inside to shoot was fine as 
long as the change was made in stages. 
We would first ride in the local mode of 
transport, a "Bombardier", which has 

rear tracking like a tank and a front 
wheel on one side and a ski on the 
other. Some warming would begin as we 
rode. All the buildings have inner door¬ 
ways for insulation and in these the 
equipment could rise more toward room 
temperature. When the cameras and 
lenses finally came in, no condensation 
occurred. 

The 600mm shot was difficult, due 
to wind that comes up just after dawn, 
but again with patience we got the shot. 
The zoom lens was adjustable in focal- 
length but too stiff for an actual zoom. 
The extraordinary thing about the last 
day of sun was that sunrise was at 11:34 
AM and sunset was at 12:31 PM, just 
less than one hour. What we saw was 
only half a disc peeking up over the 
horizon, and it moved in that hour 
within a 90-degree field of view directly 
in front of us. To see a sunrise and 
sunset along the same horizon really 
stuns one's conventional concepts of 
what a day is supposed to be like. 

The afterglow lasted for hours, leav¬ 
ing us in a kind of soft-light limbo 
which was beautiful for photography. 

Eastman has published data on 
Arctic shooting. This is most helpful if 
you plan to work in sub-zero climates. 
They give information on handling of 
cameras, film and suggestions on protec¬ 
tion for the cameraman. See the Ameri¬ 
can Cinematographer Manual. ■ 

FOLLOW 
THE 
LEADERS... 
The Top Film Makers Through¬ 
out the World are Swinging to 
the Academy Award Winning 
SPR® Reflex Conversions of 
BNCs and NCs. 

We've completed over 100 BNC and NC cam¬ 
era conversions to our Silent Pellicle Reflex® 
System (SPR®) for the world's leading fea¬ 
ture and TV film makers ... Its outstanding 
merit was recognized by receiving the Acad¬ 
emy Award for technical achievement... No 
other reflex BNC has been so honored. 

In Hollywood, Europe, the Far East, Australia, 
all-over, the SPR® converted BNCs and NCs 
are the best performing and most popular 
cameras in use today. 

There are more of our SPR® conversions in 
use than the combined total of all other re¬ 
flex conversions and new BNCRs...ln Hol¬ 
lywood, the two largest studios in the world, 
Paramount and Universal, have converted all 
their studio cameras to our SPR® System - 
a total of 38 cameras! 

Some of the advantages of the SPR® Con¬ 
version System are: • Bright flicker free 
viewing • Enlarged BFC type eyepiece • Ex¬ 
tremely silent operation (We guarantee your 
BNC will be as quiet or quieter than before 
conversion) • Complete overhaul and refin¬ 
ishing to make your camera better than new. 

Be out front with the leaders in converting 
your cameras to the Academy Award Winning 
SPR® Conversion System ... You'll be the 
winner! 

Technology in the 

service of creativity. 

CINEMA PRODUCTS 
2044 Cotner Avenue, Los Angeles, 
Calif. 90025 
TELEPHONE: (213) 478-0711 
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CAL FILM EQUIPMENT CO. 

MOTOR DRIVE! 
NOW, IN 5 MINUTES . . . 

YOU CAN CONVERT YOUR HAND 
REWIND TO 'POWER DRIVE!' No spe¬ 
cial tools or machining needed. 

Introducing, the hand rewind “Motorizer”! 
(Pat. applied for.) 

With fixed speed 250 RPM 
 $59.50 

With variable speed motor 
& manual control    $87.50 

For foot switch 
on either model, add    $ 8.50 

SLITTERS 
35-16mm & 16-8mm 

Complete or Mechanisms Only 

Special Motorized Rewinders for 
Projection & Editing 

Manufactured by 

Skidmore Engineering Co. 

6531 Santa Monica Bl., Hollywood, Ca. 90038 

Mail Address 
P. 0. Box #38733, Hollywood, Ca. 90038 

lOmmvSmmvSuperSy 
EKTACHROME PROCESSING ^ 

Color & b&w 
POSITIVES AND NEGATIVES 

COMPLETE 
FILM SERVICES 

• 35mm Color 
16mm wet gate blow-ups 

to 35mm—fully corrected. 
135mm to 16mm-16mm to 8mm or Super 8 

• Processing—Printing—Editing 

• Sound Transfer—Sound Striping 

• Super 8 to 16mm 

SAME DAY SERVICE 
24 Hour Processing 
Coast to Coast Service 

Send for Price List 

1138 No. La Brea 
Hollywood, Ca. 90038 

(213)467-1118 

.MERICAN 
FILM INDUSTRIES, INC. 

NEW VIDEO WEST MODEL 
Continued from Page 669 

er would not be aware that it was 
there—unless he wanted to see a replay. 

Working in collaboration with Pana¬ 
vision engineers, we developed a video 
camera so small that it would fit right 
into the door of the Panavision Reflex 
camera. Moreover, it would "look” right 
through the taking lens of the film 
camera and produce a video image that 
was identical to the picture on the film. 
This got rid of the parallax completely 
and made it possible to record exactly 
what happened when a zoom lens was 
used on the film camera. 

The people at Panavision lent 100% 
cooperation to the project. It probably 
would have taken two or three more 
years to develop the system if we had 
tackled it on our own. But Panavision is 
the world leader in optical design, and 
with the efforts of their fine optical 
engineers applied to our electronic de¬ 
vices, we were able to come up with this 
vastly more efficient model of the Vid¬ 
eo West Replay System in a relatively 
short time. Panavision engineers de¬ 
signed the mounts and, in fact, the 
entire mechanical system, while Video 
West designed the electronics system. 

So far, two Panavision camera doors 
have been adapted to the system and 
they can be fitted onto any of the 
existing Panavision cameras within five 
minutes by means of two simple lock 
nuts. 

The first feature to be made entirely 
with the use of this new model system 
was "WILD ROVERS", directed by 
Blake Edwards and photographed by 
Phil Lathrop, ASC. 

Even before shooting was completed 
on that picture, we developed another 
very advanced innovation which, I feel, 
can be of great significance to the 
modern film-maker. We came up with a 
wireless adaptation of the system that 
completely frees it from the cable um¬ 
bilical cord that formerly tied the cam¬ 
era to the video recorder. Now the film 
camera can enjoy complete mobility, 
moving freely anywhere it has to shoot 
without worrying about cables. It can 
even shoot from an aircraft or helicop¬ 
ter, with the picture being picked up by 
a video recorder on the ground. The 
director will be able to instantly replay 
it and, for once, he'll know exactly 
what the aerial cameraman is getting- 
while he's still up there. 

In this new wireless model, the pic¬ 
ture is transmitted from the camera to 
the videotape recorder by means of FM 
microwave. The recorder may be as far 

Stopwatches 
for Films and TV 

The Filmmeter 106-F — In addition to the 
regular fifth-second scale, it has a 90-foot per 
minute scale as well as a 36-foot per minute 
scale to register footage in 35mm and 16mm 
film respectively. The long hand completes one 
revolution in 60 seconds, the small hand regis¬ 
ters up to 30 minutes. Special ‘‘Time Out” 
feature. Non-magnetic, 7 jewels, Lever move¬ 
ment, nickel chromium finished case. 

PRICE: $40.75 

Filmmeter 222 - NEW Radio-TV Model for “On 
the Air.” Red dial gives “time left to go” with¬ 
out written or mental calculation. Large sweep 
hand gives "seconds left to go,” small hand 
gives “minutes left to go.” 

PRICE: $71.00 
SERVING THE WORLD 

diangordon enterprises me, 
SALES & RENTALS: 1430 NORTH CAHUENGA BLVD. 

HOLLYWOOD, CALIFORNIA 90028 
Sales: (213) 985-5500 • Rentals: (213) 466-3561 

FILTERS EXC^S'MVELY 

HIMOVITZ & ASSOC. 
At the request of two television networks, 

Himovitz & Associates developed the unique 
“SUN-BURST” filters which caught on almost 
overnight throughout the television industry. 
Used to film such shows as Johnny Cash 
Show, Everly Brothers Show, Hee Haw, etc  

Now you can create 4, 6, 8 and 16-pointed 
star effects in your own studio for still or 
motion pictures. Available in either Sharp 
(creates a star pattern while keeping the 
principle subject sharp and clear, without 
diffusion) or Dreamy (creates a star pattern, 
but with a slightly diffused or dream-like 
effect). Both can be used under low or high 
contrast lighting conditions with spectacular 
results. 

Sold in sets of 3 different star effects 
(4 point, 6 point and 8 point patterns) <N 

W or individually. Complete sets start 2 
at $50.00, sizes from 13/16" (Series “? 

w 4) to 6". Write today for technical ’H 

data and price list. 

HIMOVITZ 
ASSOCIATES 

Dept 

Van Nuys 

Vi nten 

718 AMERICAN CINEMATOGRAPHER, JULY, 1971 



CANON SCOOPIC-16 
FOR HAND¬ 

HELD MOVIES 
THAT DON'T LOOK 

HAND-HELD 
■ Wrap your hands around the 
first 16mm designed for hand¬ 
held shooting with tripod sta¬ 
bility. 
■ And it's got: the 13-76mm f/ 
1.6 Canon-Zoom lens; auto ex¬ 
posure with over-ride; and self- 
contained motor batteries. 

EXCHANGE 
1612 No. Cahuenga Blvd. 

Hollywood, Calif. 80028 
467-7189 467-7956 

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 
270 Newtown Rd., Plainview, N.Y. 11803 
Export Dept. Morhan Exporting Corp. 

as a mile away from the camera, 
depending upon the terrain, and still 
pick up a picture signal. Because our 
system transmits an FM signal—which is 
the same type used to microwave TV 
shows all the way across the country, 
there is no degradation of the image 
quality. It is not subject to the vagaries 
of weather and the only problem one 
might possibly have is when shooting 
within a few hundred feet of a TV or 
FM transmitter. Even so, we have de¬ 
vised special RF filters for that purpose 
that would hold the interference down 
to a minimal level where it would not be 
noticeable. 

The new camera will run off of a 
24-volt battery system, whereas the 
former model used 110-volt AC current 
drawn by cable from the video truck. 

The new wireless model of the Video 
West system is being used for the first 
time by Phil Lathrop in photographing 
“PORTNOY'S COMPLAINT". 

When we first tested the through-the- 
lens version of the video camera, we 
found that the resolution was so great 
(1500 lines) that it brought the texture 
of the ground glass into sharp focus. 
The solution to that was to develop a 
new type of ground glass with a much 
finer grain. We've done that and the 
result is not only a sharper image, but a 
higher degree of contrast and a light 
gain of two stops, which will improve 
reflex viewing for the operator. 

One of the most exciting new possi¬ 
bilities for the Video West Instant Re¬ 
play System was made possible by the 
introduction of the new Ampex Insta- 
video portable videotape recorder/re¬ 
play unit, which weighs only 13 pounds, 
without batteries. It is the smallest 
cartridge record/playback unit ever in¬ 
troduced, measuring 11" wide x 13" 
deep x 4-1/2”. It is battery-operated 
and compact enough to be carried on a 
shoulder strap, if desired. 

We have ordered several of these 
excellent units and, after extensive mod¬ 
ification in our laboratory, they will be 
coupled to the Video West Instant 
Replay System. This will eliminate the 
video van which we've had to use in the 
past. 

At a time when crystal-sync has freed 
the sound recorder from being tied to 
the camera, the new Video West devel¬ 
opments are especially significant. The 
combination of reflex viewing, wireless 
transmission of the video image and the 
ability to record and playback from a 
lightweight, compact video record/play¬ 
back unit offers the film-maker total 
creative freedom and an invaluable tool 
for making motion pictures faster and 
better. ■ 

THE MOST COMPREHENSIVE 
AND CONCENTRATED 

MOTION PICTURETRAINING 
NOW AVAILABLE ANYWHERE 

IN THE WORLD 

Work in modern studios, with the latest 
professional equipment. Award-winning 
Instructors in our new Motion Picture 
Production Center. Co-ed. Openings 
available for day or evening. Student 
loans, Veterans benefits available. Ap¬ 
proved for foreign (non-immigrant) 
students. Free booklet. Write, phone, 
visit. 

NEW YORK INSTITUTE OF PHOTOGRAPHY 
Motion Picture Production Center Dept. 331-7 

112 W. 31st St.. N.Y. 10001 Phone: CH 4-3462 
Please send free brochure on Motion Picture 
Production Courses. 

Name (Please print) 

Address 

City State Zip 

I I Check if eligible under G. I. Bill 
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"WILD ROVERS" 
NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
- than TEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 

© TEKNIFILM, INC. 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

CAMERA STOCKS A 
16mm EKTA Color 7242, 7241, 7255 0525 
16mm B & W 7220, 7222r 7231 025 
16mm Color Negative 7254, 7252  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. 

(213) 985-3303 

366 WEST 46th ST. 
NEW YORK, N.Y. 
(212) 265-3740 

coming soon: 

ThriftFAX 
ANIMATION STAND 

— an effective money-saver . . . precision 
at low-budget price. Advance information? 
Ask us! 
Meanwhile, FAX is your Thrift-source for 
ANIMATION DISCS: 

FAX MAGNABAR® DELUXE 12/16 
FIELD DISC (illustrated) is $135. 12- 
field Discs, too, at $115. Write for 
national dealer list. 
And for your convenience we stock 
• Acme-Punched Animation Cells 
• Acme-Punched Animation Paper 
• Peg-Bars • Ink & Paint Boards 

Tell us your Animation needs and 
we’ll supply you! TSeed technical in¬ 
formation? Ask ex-Disneyite Hub¬ 
bard Hunt. 

FAX COMPANY 
475 S. Santa Anita Ave. 
Pasadena, Calif. 91107 

213 / 681-3084 
Interested dealers — write today! 

Continued from Page 715 

phase of post-production develops, 

I sit in on a looping session, during 
which Tom Skerritt and Joe Don Baker 
re-record to picture clear sound for the 
dialogue that has been obscured on 
location by the clomping of horses' 
hooves, the drone of jet aircraft, and 
such. 

I am present on the MGM scoring 
stage while the talented Jerry Goldsmith 
("PATTON", "PLANET OF THE 
APES") conducts a full-scale symphony 
orchestra to record the rousing music he 
has composed for "WILD ROVERS". 

He tells me: "I wanted the music to 
be honest and authentic to the West- 
like the picture itself. I'm using a wide 
range of instrumentation—very modern 
instruments, like electronic pianos and 
flutes, and archaic ones, like the auto¬ 
harp." 

About Goldsmith and his music, 
Blake says: "With me music has always 
been a kind of gut instinct. I'm not a 
musician, but I love music and a lot of 
my life has been involved with it. I 
usually write with music playing. I have 
a considerable history with Mancini and 
his music, going back to 'PETER 
GUNN' and 'MR. LUCKY'-but when it 
comes to saying what I think a film 

needs, it really is a visceral thing. In this 
case, from the beginning, I felt that the 
music should be like Aaron Copeland's 
'Rodeo' or 'Billy The Kid'—that kind of 
thing, as opposed to the usual Western 
music you hear, which involves minimal 
instrumentation—a harmonica, or a fid¬ 
dle, or whatever. I'm not knocking that 
kind of thing; it can be very effective. 
But for this picture I wanted something 
more unique, something that took real 
cowboy songs of the time and orches¬ 
trated them for a kind of symphonic 
approach to the piece. This could range 
from a simple harmonica all the way up 
to a great big driving orchestra. I picked 
Jerry Goldsmith to write the score 
because I think he's a consummate 
musician. After seeing 'PATTON', I was 
convinced that he was the one that I'd 
like for this picture. My instinct was 
further confirmed when he came out of 
a screening of the very rough cut feeling 
and saying the things that were totally 
compatible with the way I felt about it. 
I think he has written a considerable 
score." 

The cutting of the picture has pro¬ 
ceeded at a good clip and the editor, 
John Burnett, credits much of this to 
the fact that he and his assistant were 
able to be present on all of the loca¬ 
tions. "The process of arriving at the 

SALE 
Arri 35mm MB cameras; matte box, 

2-400' x 35 color mags, vari-speed 
motor, case 

Unit Price 

$1450.00 
Arri 35mm 11C cameras, same as above 

but with lenses and battery 2900.00 
Moviolas: UL20CS 16/16 or UDC20CS 

35/35 composite editing machines 2350.00 
24-240 Angenieux reflex zoom lens 

w/finder for BNC 4900.00 
Mitchell MKII camera; 3 lenses, 2-1000' 

mags, 110 vari or 110 sync motor, 
cases, accessories 8900.00 

Bell & Howell 16/35 pedestal splicer 600.00 
Bell & Howell 16mm hot splicers 

(as is) 40.00 
Sony 1/2-inch video tape recorders, 

perfect condition, guaranteed 
CV 2100 350.00 
CV 2200 400.00 
CV 2600 450.00 

Panasonic 1/2-inch video tape 
recorder 295.00 

Motion 
Picture 
Camera 
Supply, 
Inc. 

an affiliate of 
MPCS Communications Industries, Inc. 

MPCS Building, 424 West 49th Street 
New York, N.Y. 10019 

(212) 586-3690 

8MM & SUPER 8 

PRINTERS 
(2000' Capacity) 

Designed & custom built by Ted Gregory to 
last a lifetime. None ___ 
better at any price.$2500 FOB 

8MM SLITTER 
(2000' Capacity) 

Used by most Hollywood Labs including: 
Hollywood Film Ent., AFI, Modern Movies, 
Movie Newsreels, Hollywood Valley Film 
Lab, Crest Film, 
Pacific Film, etc. SI 900 FOB 

Write For Free Brochure 
Exclusive Sales Agent 

MOVIE NEWSREELS 
1621 Cahuenga, Hollywood 90028 

Tel: (213) HO 2-4303 
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■ KEM Universal Editing Tables 
■ KEM Standard-Rapid Editing Tables 
■ KEM Transfer and Dubbing Systems 

Revolutionary Systems for the Film Industry 

KEM 
MECHANIC C 

a division of The Intercraft Corporation 

225 Park Avenue S. 
New York, N.Y. 10003 

(212) 260-2150 

► To Classified Advertisers 
► 

► Copy deadline for classified ad- 

* vertising is the 1st of month, 

* preceding publication date. Mail 

► copy and remittance to cover 

* cost to 
► 

► AMERICAN CINEMATOGRAPHER 
* 1782 No. Orange Dr. 
* Hollywood 28, Calif. 

^ -*• -*■ 

CUTS EDITING 
TIME 50% 

FILMKRAFT EDITOR 
MODEL 16 0/M 

Runs up to 3 16mm magnetic 
tracks with a picture — Also runs 
single-system optical and mag¬ 
stripe — Sync motor drive — Auto¬ 
matic clutch — Free wheeling — 
Portable — Self-contained — Built- 
in solid state mixer and amplifier. 

Prices start at: 

$1385 F.O.B. Los Angeles 

For further information contact: 

FILMKRAFT SERVICES 
Dept. A 

6850 Lexington Ave., Suite 217 
Hollywood, California 90038 

(213) 464-7746 

final cut was tremendously speeded up 
because we were right on the spot and 
able to cut rough assemblies during all 
the time the company was shooting,” he 
tells me. "I'm grateful to Blake for 
leaving me free to create. I had free-rein 
to assemble a sequence and then show it 
to him for his approval, unlike working 
with some directors who hang over your 
shoulder and dictate every cut. By its 
very nature, this has not been an easy 
film to cut. A lot of blood, sweat and 
tears has gone into getting it together, 
but I can honestly say that I've never 
done a picture that seemed less like 
work." 

THE COUNTDOWN 

The rough cut of the picture has 
been completed and Blake asks me to sit 
in on the first screening. A rough cut, 
from the technical standpoint, always 
shows a picture at its very worst—warts 
and all. It is actually an interlock 
combination of the edited, untimed 
workprint (with color casts all over the 
scale) and an unmixed track that is 
lacking in music, equalization and sound 
effects. There are often scenes missing 
(slugged in with blank leader) as well as 
necessary transitions. The action is cut 
somewhat loosely, to allow for later 
tightening. 

To the outsider, even the very best 
picture, shown in this state, couldn't fail 
to look terrible. It requires a very 
experienced film technician to be able 
to visualize how all these roughnesses 
will be smoothed out in the final release 
print of the picture. And so I am 
complimented and quite touched to 
know that Blake has sufficient trust in 
me to ask me to look at the rough cut 
of his picture. 

Even in this, its sloppiest form, 
"WILD ROVERS" has tremendous im¬ 
pact and I can't wait to see it with all 
the work completed. The opportunity 
comes a couple of weeks later when Ken 
calls to tell me that the picture will be 
given its first sneak preview the follow¬ 
ing night in Costa Mesa, a town about 
50 miles down the coast from Los 
Angeles where, it is hoped, a non-Holly¬ 
wood typical, middle-class American 
audience will be in attendance. 

As the opening montage fades in on 
the following night, I am caught up in 
the surge of the film and stay that way 
until the final fade-out. With Lathrop's 
magnificent photography beautifully 
timed and printed by the MGM lab, 
with Goldsmith's melodic score skillful¬ 
ly mixed with the dialogue and sound 
effects, it is worlds apart from the rough 
cut I have seen. John Burnett has 
Continued on Page 723 

SIX IMAGE 
REVOLVING PRISM 

For unusual movie and TV effects; Makes multi¬ 
ple images of any scene. Additional effects by 
using colored gels over individual facets of 
prism. Screw-in type. 
72mm for Angenieux 12-120 
and Canon Scoopic $39.95 
58mm $29.95 52mm $25.00 
55mm 27.50 49mm 24.00 

72mm FADER 
Continuously variable light acceptance to total 
extinction by turning front element (double 
polarizer). Many effects possible. For Angenieux 
12-120, Canon Scoopic and <tQQ nr 
other 72mm threaded lenses. -/3 

Buy any two and save 10% 

LamGrange, Inc. 
Li 

1139 No. Highland Ave., Hollywood, Calif. 90038 

8022 Monticello Ave., Skokie, Illinois 60076 

STOCK FILM 
FOOTAGE 

NOW AVAILABLE! 

One of the world's largest and most 

selective collections of stock footage is 

available to you . . . now yours to choose 

from. 

Photographed by the greatest camera¬ 

men in the business, in every desired ratio. 

Select from the entire backlog of 

20th Century-Fox's world-famous product¬ 

ions, covering 40 years of industry leader¬ 

ship and innovation. 

Prices are competitive. All fields, 

theatrical, TV, commercial, educational, sales 

promotion etc. are invited to inquire. 

CALL ROBERT PEARSON 

20th Century-Fox Film Library 

Beverly Hills, California U.S.A. 

(213) 277-2211 . . . Ext. 1137 
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Only Pako offers 

automated film processing 
with cradle drive! 

PHOTO PROCESSING 
PRODUCTS 

Pako Corp., 6300 Olson Mem. Hwy., Minneapolis 55440 

Automatic TIME-LAPSE MOVIES 
Made Easy by SAMENCO© Controls 

Complete system 
See your dealer or write direct. 

Marion Van Ausdale & Associates 
33 Dellwood Court • Decatur, III. 62521 

POSCO 
color media 

R0SC0, PORTCHESTER, N.Y. 10573 

HARRY WALSH, A.S.C. 
for FLORIDA filming 

Supplying Visiting Producers with Crews, 
Equipment, Locations etc. over 25 years. 

2711 San Domingo Coral Gables, Florida 
Phones—(305) 446-0566 and (305) 446-0811 

PROFESSIONAL LAMINATED 

MAGNETIC STRIPING 

SUPER 8’ 
1 6mm 

& REG. 8 

$.03 Per Foot—380 Ft. Min. Order 
18991 RADBY ST. 

LA PUENTE, CALIF. 91745 
(Rowland Heights) 

FAST SERVICE-FREE BROCHURE 

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 Tallman, Pres. 

Orange County Airport, Santa Ana, Calif. 

(714) 545-1193 or (213) 629-2770 

Plus: Certified Air Taxi Location Service 

CINEMA WORKSHOP 
Continued from Page 646 
and must be alloyed to prevent wear. In 
addition the film manufacturer must 
maintain the identical tolerance on the 
perforations. While this critical dimen¬ 
sioning on the part of both the film and 
camera manufacturers is practical for 
the 35mm format, an entirely different 
approach was taken for the smaller 16mm 
format. 

A system sometimes referred to as 
the "loose registration pin" is employed 
on most professional 16mm cameras 
(Arriflex, Eclair NPR, etc.) and is not 
dependent on an exact fit between pin 
and perforation. The registration pin is 
dimensioned smaller than the film per¬ 
foration and has a slight bevel on the 
front of the lower edge. In operation 
the pull-down claw advances the film to 
the next frame but positions the film a 
couple of thousandths of an inch short 
of the correct position. At this point the 
registration pin enters the perforation 
and the bevel on the lower edge nudges 
the film precisely into place. Using the 
analogy of the truck, imagine going into 
the panic stop, only purposely coming 
to a halt several inches short of the egg. 
Then the driver puts the truck into its 
lowest gear and slowly eases up to and 
stops at the egg. It should be clear that 
this system does not depend on a 
precise fit between pin and perforation, 
and it thus maintains accuracy regard¬ 
less of wear and improper dimensioning 
of film (including shrinkage and warp- 
age.) 

There is a third type of registration 
system, made popular by the Arriflex 
35 and now incorporated on other 
cameras both 35mm and 16mm. This 
system uses one claw for both pull¬ 
down and registration. At the end of the 
pull-down stroke, the claw "dwells" for 
an instant before retracting. This dwell 
accomplishes somewhat the same thing 
as the loose registration pin and the 
results are quite good. 

The camera manufacturers have de¬ 
signed these registration systems to pro¬ 
vide impeccable image steadiness. It is 
the responsibility of the individual cine¬ 
matographer to assure that these sys¬ 
tems are always functioning properly. A 
very simple test can be performed to 
check the registration accuracy of a 
camera. Prepare a black piece of paper 

16mm & 35mm b&w processing and 
printing. Complete 16mm COLOR Ekta- 
chrome processing. Magnetic sound strip¬ 
ing for 16mm-8mm and Super 8mm- 

Vacuumate film 
treatment. 
16mm Optical 
Transfers. 

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

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

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

(313) 861-4663 

MOTION 
PICTURE 

PRINTERS 
and 

accessories 

Peterson 
| Write for literature 
Peterson Enterprises, Inc. 

|1840 PICKWICK AVENUE 
GLENVIEW, ILL. 60025 

1(312) 729-1010 

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 

w IDE 0 RANGE LECTRONICS 
CORPORATION 

Now demonstrates, sells, services the 
industry’s best recorders and dubbers 
at 1144 N. Las Palmas in Hollywood. 
Home Office: 2119 Schuetz Road, St. Louis, Missouri 63141 

ASIA 
Mm FILM COMPANY 

is 
COVERED 

OV 

MARINA HOUSE 

HONG KONG 

COMPLETE 16/MM & 35/MM 
PRODUCTION FACILITIES 

]mage]^evicesJicoiporated. 

811 Northwest 111th Street • Miami, Florida 33138 USA • (3051 754-4141 
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Watch for another new 

HYDROFLUID PRODUCT 
Write for details to: 

NATIONAL CINE EQUIPMENT, INC. 
37 W. 65th St., N.Y., N.Y. 10023 

jf^SEA 
W FILMS 
A Division of Giddings 
Underwater Enterprises 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

(415) 362-6694 

584 Fourth St., San Francisco, CA 94107 

Division of Richmark 
Write or phone for information. 
516 Timpson Place 

• OPTICAL 
PRINTERS 

• ANIMATION 
EQUIPMENT 

• FILMSTRIP 
EQUIPMENT 

Bronx, N.Y. 10455 • Telephone: (212) LU 5-0730 

We repair 

ZOOM LENSES 
and all other types of mp lenses 

Also: Cameras and meters 
Coast to Coast Service 

Estimates free 

STUDIO REPAIR SERVICE 
1350 N. Western Avenue 

Hollywood, Ca 90027 (213) 464-1020 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

ST FOTO-KEM 
INDUSTRIES, INC. 
“Motion Picture Center" 
GERRY BRODERSEN • LOU 
VINCENT • REGINALD DUNN 

• Fast service on developing ECO, EF and 
Color Dailies • Specializing in custom quality 
co!or-16mm and 35mm. 

Cutting Rooms & Facilities For Rent 
HO 3-4111 3215 Cahuenga West 

Hollywood, Calif 90028 

for the best in quality & service 

RUSSELL FILM 
LABORATORIES 

Complete 16mm Lab 

Color and black & white processing 
sound recording; editing; 

printing; titles 

Same day service on Ektachrome 
processing and work prints 

Russell Film Laboratories 

P. O. Box 6938 • Jacksonville, Fla. 32205 

Since 1948 

or cardboard with a series of evenly 
spaced thin white lines both vertical and 
horizontal. (A piece of black graph 
paper with white lines is ideal.) Place 
the camera on a rigid support or tripod 
and film the pattern so that it fills the 
entire frame. After several feet, cap the 
lens and crank the film back to the 
beginning. Repeat the exposure, only 
this time move the pattern slightly off 
center both vertically and horizontally. 
Upon projecting the film, both patterns 
should appear as if they were filmed in 
one pass. If you can perceive the slight¬ 
est motion of the two patterns relative 
to one another, then the registration 
accuracy of the camera has been im¬ 
paired. ■ 

"WILD ROVERS" 
Continued from Page 721 

blended the slow-motion scenes of the 
horse-breaking sequence into a dreamy 
long lap-dissolve montage that melds 
with the music to become a visual 
ballet. 

The picture has everything: humor, 
pathos, guts, tenderness, violence, mean¬ 
ing—and the audience responds accord¬ 
ingly. 

"It's a classic Western," I tell Blake 
the next day. "It has the look and feel 
of a John Ford film." 

"That's the ultimate compliment, as 
far as I'm concerned," says Blake. "I'm 
a great admirer of the Admiral. I 
worked for him as an actor and I 
consider him a director with a fantastic 
eye. He's a great cameraman, actually, 
in the way he composes—in what he 
picks to photograph. God knows. I've 
seen everything he's done and admired 
it all, particularly from the photograph¬ 
ic point of view. I would say that if my 
picture does resemble the Old Man's 
work in some way, that's good. It means 
I've learned my lesson well. I hope that 
it's individual enough to still be Blake 
Edwards, but I'm not at all ashamed of 
having learned from somebody like Mr. 
Ford. I hope that if he sees it, he will 
like the film. That really would be the 
supreme compliment." 

I'm told that the preview cards in 
Costa Mesa were very good, but that the 
studio feels the picture should be about 
20 minutes shorter. Then begins the 
miserable task of cutting and trimming 

QUALITY 16mm PRINTS 
k OUR SPECIALTY J 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color Interneg • Positive 

TEKNIFILM. INC. 
1923 N.W. Kearney St ^ 
Portland. Oregon 97209 
(503) 224-3835 

Arnn For information leading 
$3UU to recovery of equipment 

stolen in Charlotte NC 
REWARD August 22, 1970. In- iiLuniiu eludes: Mitchell #NC 172 

(35mm) and accessories. For more infor¬ 
mation, write or phone: 
MARTIN HILL, 2736 Picardy Place 
Phone (704) 545-4491 or 334-6224 
Charlotte NC 28209 

BUSINESS TO LEASE 
Cameramen, director, etc. wanted to lease estab¬ 
lished motion picture equipment rental house. 
Assets include $250,000 in 16mm & 35mm equip¬ 
ment as well as steady customers. 

Principals only, financially capable, contact: 
Mr. Kaye. (212) L0 4-2535 

Sole distributor of Mole-Richardson 
Company Products in Greater New York 

NEPTUNE 
C0RP. 115 W. 45th St. (212) 765-4785 

New York, N.Y. 1 0036 
Sales / Service / Rentals 

Motion Picture Production, 
Editorial and Laboratory Equipment 

Write for literature 

Projection lenses 
New — Used 

Rent — Buy — Sell 
16 - 35 - 70mm 

Prime — Anamorphic — Zoom 

Alan Gordon Enterprises, Inc. 
5362 Cahuenga Blvd. 

No. Hollywood, Calif. 91601 

(213) 985-5500 

( Vtottywood Valley TilmXah 

8MM Specialists. 
We do it all. In house. 

• Reduction printing 
• Contact printing 
• Magnetic or optical sound 
• Treating and cartridging 

For details write 
Hollywood Valley Film Lab, 
2704 West Olive, Burbank, 
California 91505, or phone 

(213) 846-7262. 
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j. Burgi Contner 
Director of Photography 

SPR Reflex BNC. SPR-NC, 
ARRIFLEX, Lights, Sound 

P.O. Box F1532 
Freeport, G.B., Bahamas 

16mm COLOR LAB 
KODACHROME AND EASTMAN COLOR RELEASE 

Coast to Coast Service 
Write tor Price List 

RICHARD ARLEN LAB. 
2214 West'Ohve Ave 

Phone 848-3132 Burbank, Calif. 91 506 

IS YOUR FILM DIRTY? 
Does your cleaner doth leave lint? 

The HGA Film Cleaner pad 
Removes dirt • Lint Free • Scratch Free 

$1.50 Each 
HENRY GROSSMAN ASSOCIATES 

519 S. 5th Ave., Mount Vernon NY 10550 

• FILMING • 

INDIA ASIAN FILMS 
72 JANPATH. NEW 
DELHI—1; Cable: Movi- 
photo, New Delhi (In¬ 
dia); Telephone: 47995 

ANIMATION AIDS 

L 
213 789 4498 • 17040 OTSEGO. ENCINO. CA. 91316 

Schools, Corporations, TV Stations, Producers 

BUY DIRECT - SAVE BIG! 
Camera Stands, Punches, Discs, Pegboards, 

Supplies   

ACME OR OXBERRY STANDARDS 
J 

sm/ swem/srs! 
Any Quantity... BEST Prltes 

Cike?-(/Aafi /ttC. 
8764 Beverly Blvd., Hollywood, Colit. 90048 (213) 652-7357 

ALL MOVIE LAB SERVICES 
16mm, Super 8, Regular 8 

16MM B&H PRINTERS 35MM OPTICAL PRINTER 

camera exchange 

1612 No. Cahuenga Blvd. Hollywood, Calif. 90028 
467-7189 467-7956 

and snipping to get rid of 20 minutes of 
hard-bought film. I know how Blake 
must feel, having been in the same spot 
so many times myself. You work so 
hard to create a film that moves, while 
still retaining everything you feel must 
remain. Beyond that point, each frame 
that is trimmed is like cutting part of 
your guts out. 

A week or so later I view the 
shortened version. Gone is the opening 
montage, with Frank Stanley's lyrical 
images that so aptly set the mood of the 
film. Gone is the gutsy man-to-man 
breakfast sequence that so firmly estab¬ 
lished the protagonists in their milieu. 
The dramatic in-depth confrontation 
between Karl Malden and his sheepherd- 
er arch-enemy, which culminates in 
slaughter of the sheep, as well as both 
men, has been telescoped into a quick 
montage with voice-over narration. One 
complete sequence which, to me, pro¬ 
vided motivation for the entire last half 
of the picture, has been totally deleted. 
The downbeat, but honest, ending has 
been trimmed and tied off with a reprise 
of the horse-breaking montage that 
numbs the tragedy and gives the audi¬ 
ence a little final lift. Perhaps the 
audience, never having known all this 
was part of the original cut, will not 
miss it—but I will. 

The picture, in its shortened form, is 
given a second sneak preview in Denver 
and this time, according to the trades, 
the preview cards rate it 88% "Excel¬ 
lent". You can't argue with that. 

As I write thi§, the Press Preview is 
scheduled for tomorrow night, with the 
World Premiere at Grauman's Chinese 
Theatre set for two nights later. 

The final verdict on "WILD 
ROVERS" rests, of course, with the 
audience—and audiences are notoriously 
fickle these days. 

But before either press or public 
passes judgment, let me say that this 
picture is, and always will be, very 
special to me—for I have had the privi¬ 
lege of being, in some small way, a part 
of it. 

I've had the pleasure of being on 
board during the genesis and evolution 
of a very moving film, made with tender 
loving care by a team of top pros who 
really gave a damn. ■ 

MINTAGE 
Editing & Complete Post Production Service 

Features — Commercials — Documentaries 

(212) 279-0808 
152 West 42 Street — Suite 816 

(Times Square) 
New York, N.Y. 10036 

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

Write for Bolex Accessory Catalog 

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

PROFESSIONAL 
MAGNETIC SOUND STRIPING 

• Super-8 and 8MM originals 
or prints 

• 24 per foot—plus postage 
• One day service 

AERCO 
Box 171 Pennsauken, N.J. 08110 

For Professional Equipment in 

PHILADELPHIA, 
O. H. HIRT, INC. 

39 N. 11th St. • Phila, Pa 19107 
(215) 923-0650 

Reflectasol 

LARSON ENTERPRISES, INC *12817 SO. BROADWAY 

LOS ANGELES. CALIF 90061 • PHONE (213) 323-3252 

SOUND STRIPING 
ORIGINAL OR PRINTS — 8/SUPER-8/16MM 

24 HOUR SERVICE 

Guarantee on Emulsion Side 

P.O. 13573 St. Louis, Mo. 63138 

MOVIES FROM SLIDES 
Dissolves, Pans, zooms to areas as small as 
1/4", using computerized Oxberry Animation 
Stands. 
Send for information, free film chart, pocket 
slate, field guide and sample film. 

Animated Productions, Inc. 
1600 Broadway (212) CO-5-2942 

New York NY 10019 

FOR FILM PROCESSING EQUIPMENT 
Contact: 

Mfg. Co., 
Chalfont, Penna. 18914 

(215) 345-1944 

Inc. 

CAROLINA 
PHOTO-TECH INC. 
FILM LABORATORIES 

Ektachrome Processing/B&W Pro¬ 
cessing/Work Prints/Release Prints 
Call or write David Conley for 
comolete professional nrire list 

639 Wellons Village Shopping Center 
Durham NO 27703 (919) 688-7265 

angemeux service corporation of California 
13381 BEACH AVE., VENICE, CALIF. 90291 - (213) 821-5080 

Now Two 

FACTORY SERVICE 
CENTERS 

— • ^ 

angemeux corporation of america 
440 MERRICK RD., OCEANSIDE, N.Y 1 1572 * (516) 678-3520 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

MITCHELL 16mm CAMERA, 235 shutter, 3 
400’ magazines, sync, variable speed, anima¬ 
tion motors, 4 lenses, directors finder, sun¬ 
shade, accessories and cases, all excellent, 
brand new Auricon Cinevoice Vouder conver¬ 
sion. Angenieux 12-120 with 10” finder. 
Arriflex 16 sync motor with power supply. 
Bell & Howell DR & HR bodies. Bell & 
Howell 545 and 552 audiload projectors, 
excellent. KINSELLA PRODUCTIONS, INC. 
9983 Coddington Way, St. Louis, Mo. 63132 
(314) 994-0317 

DYNALENS—OPTICAL IMAGE motion sta¬ 
bilization lens #5038A for Arriflex and Nikon 
$15,340 new with accessories. W. THOMP¬ 
SON, Box 676, Willingboro, N.J. 08046 (609) 
871-2455 

400’ 16mm B&H MAGS. $95.00 motors for 
B&H Filmo or Eyemo; 12 VDC $50 with 
transformer for 120 VAC $60 prepaid. PHO¬ 
TOMART, 228 So. Franklin, Tampa, Fla. 
33602 

CANON SCOOPIC demonstrator $795. Fold¬ 
ing shoulder pods, new $55. PROFESSION¬ 
AL CINE PRODUCTS, 2959 Ladybird Lane, 
Dallas, Texas 75220 

SYNC BEEP-V4 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¬ 
ing 100 35mm frames. D. P. UPTON COM¬ 
PANY, P.O. Box 5052, Tucson, Ariz. 85703 

MOTION PICTURE CAMERA 35mm Bell & 
Howell Eyemo turret, 5 lenses and motor 
$300. Excel, cond. J. R. WITULSKI, 591 No. 
Irving Blvd., Hollywood, Calif. 90004 (213) 
467-3129 

16mm PRINTER PETERSON with sound- 
head and fader, complete with converters. 
Excellent condition, presently in use. For 
sale. $6,800 or long term lease. MURRAY 
HILL PRODUCTIONS, 15 W. 46th St., 
N.Y.C., (212) JU-6-0357 

HELIX LTD. GUARANTEED SPECIALS. 
Bolex H-16 SBM with 16/100 vario Switar 
POE fl.9 demo store model $1,175.50. Bolex 
H-16 Reflex, excellent body $319.50. Canon 
Scoopic 16 complete, used but excellent 
$675. 16mm Filmo 70D Turret body with 
handle, used but good, only $75. 25mm 0.95 
Angenieux C mount lens, perfect $149.50. 
75mm f2.5 Angenieux C mount in good 
condition $85. Model 816/16mm-8mm Maier 
Hancock portable hot splicer, like new 
$169.50. 16mm Zeiss moviscope, like new 
$99.50. Bolex H-8 Reflex with 12.5 Switar 
fl.3, 5.5mm Switar fl.6 36mm macro Switar 
f 1.4 complete with Rexo Fader $475. Bolex 
H-8 Reflex: 12.5mm macro Switar fl.3; 
36mm macro Switar fl.4; 100mm f2.8 macro 
Yvar f2.8 Rexo fader $450. Bolex H-16 Rex-4 
reflex; 26mm fl.l RX 10mm fl.6 Switar; 
75mm fl.9 macro Switar $999.50. 16mm 
Beaulieu R-16ES with 25mm 0.95, 15mm 
fl.3, 75mm f2.5, all Angenieux lenses $795. 
12-120 Angenieux f2.2 H-16 RX mount 
$675. $1,500 Bolex S-321 optical magnetic 
16mm sound projector complete, Expo 71, 
$995. $300 Macro-Switar 26mm l.lRX-Expo 
71 $199.50 $199.50 Macro-lvar 150mm f3.3- 
Expo 71, $135. $168 Switar 25mm fl.4 RX 
Expo 71, $110. $289.50 Bolex multimatic 
super 8 cartridge projector 12/3-mm fl.3 
zoom lens $189.50. $480 Pan Cinor 85 17/85 
f:2 V.F. Expo 71, $325. $140.50 Bolex H 
tripod with ball joint, Expo 71 $97.50. We 
buy and trade, What have you to trade 
. . . sell? Call, see director of sales, Selwyn S. 

Schwartz—HELIX CAMERA LTD., 679 N. 
Orleans, Chicago, III. 60610 (312) 944-4400 

MITCHELL GC high speed camera w/view- 
finder matte box, 4-1000’ magazines, 2-400’ 
magazines, 2 motors, 6 super Baltar lenses, 
carrying cases. Completely overhauled & 
painted by Mitchell factory-trained techni¬ 
cians. Excellent condition $2,650. 
Mitchell Standard camera with high speed 
movement, same accessories and condition as 
GC $2,250. 
Mitchell FC 70 m/m turret model camera 
$2,400. 
Mitchell BNC interlock motors (7) $350 each. 
Worrall geared head $950. 
Mitchell 110 volt high speed motor w/rheo- 
stat $375. 
CINE/PRECISION ENGINEERING CO. 
1038 No. Highland Ave. 
Hollywood, Calif. 90038 
(213) 462-8787 

SPECIALS. Pro Jr. friction head tripods with 
cases $85 to $125, used. Arriflex 16mm, 3 
lenses, sync, generator, 2-400’ magazines, DC, 
sync, accessories $2,950. 16mm Jan optical 
projectors $350 each. Demonstrator Eastman 
Magnetic-Optical AV105M projector $750. 
Camart 5 Image Rotator unit $75. Clean Cine 
Special two with 200’ magazine, 2 Ektar lens, 
case & accessories recent overhaul $650. 2 
Eyemo 71-Q, lens, 2-400’ magazines, motor 
$300. All makes 16mm sound projector in¬ 
cluding B&H 302. THOMCO, 3508 Classen 
Blvd., Oklahoma City, Okla. 73118 (405) 
528-6114 

ARRI 35mm ll-B camera. 28-50-75mm lens¬ 
es, two 400-foot magazines, motor, case, 
battery, etc. Very nice outfit. Bargain at 
$1,595. VICTOR DUNCAN (313) 371-4920 

2-16mm late BOLEX REX CAMERAS with 
all Switar lenses, complete double system 
recording and resolving equip. Everything for 
editing, lighting, etc. All A-l. Over $10,000 
value, will sell for half! Write for complete 
list. A. J. SCHRAMKE, 1420 Bradley Ave., 
Flint, Mich. 48503 

35mm B&H MODEL D printer (2) and 16/35 
Morse type EH-9 continuous motion picture 
film processor, semi-portable & automatic. 
CINEFX, INC., 835 No. Seward St., Los 
Angeles, Calif. 90038 (213) 462-0854 

FOR SALE—ARRIFLEX 16-S, Angenieux 
12/120, 2 magazines, battery, cases, etc. 
Perfect running order. 30 day guarantee. 
$3,000. Write or call PYRAMID FILMS, Box 
1048, Santa Monica, Calif. 90406 (213) 
828-7577 

NEARLY NEW. Beaulieu 16mm auto. 12 to 
120 Angenieux zoom. 200 ft. mag. batt. and 
charger, cables etc., new sync gen. and a/c 
adaptor, fitted case. All newly factory 
checked. $2,350, Call (504) 522-9141, 
NAHAY, New Orleans, La. 

SIEMENS DOUBLE SYSTEM projector with 
synchronous motor, amplified, cases for both 
units—one year old, excellent condition 
$1,950. A & D FILMS, 8073 Leadley Ave., 
Mt. Morris, Mich. (313) 687-0620 

NEW DIGITAL SYNCHRONOUS sound 
equipment-Bolex crystal control motor $350. 
Crystal Pilotone generator $250. Crystal con¬ 
trolled Super 8 cameras. Projector interlocks. 
Tape recorder interlock convertors. Complete 
systems. Free literature. LAYNE WHITE- 
HEAD ENTERPRISES, 1205 W. Drew, Hous¬ 
ton, Texas 77006 (713) 528-5090 

NAGRA III, excellent, $900. Magnasync X- 
400-EI, excellent, $650. Mineola (English 
Acmade) editing machines, 16mm, excellent, 
picture, sound sync. Original price $2,500 
now $900. Will furnish pictures. JULIAN 
COLE, 3604 Woodmont Blvd., Nashville, 
Tenn.37215 

TAKE ADVANTAGE SALE! 
Take advantage of our overstocked shelves to 
complete your equipment needs. All our 
equipment is in excellent condition and ready 
to work for you. 
Arri Equipment 
1 Cine 60 blimp w/flat base and constant 

speed motor $1,400 
2 Arriflex 120 blimps w/all accessories, uni¬ 

versal mount & 24V. motor $2,050 
3 Arriflex 120S blimps w/zoom housing, 

accessories, universal mount & 24V. motor 
$2,750 

3 Techniscope Arri cameras, lie’s w/sync 
pulse, 28mm, 50mm & 75mm lenses, 
matte boxes, constant speed motors & 1 
magazine each $2,200 each 
1 Cine 60 shoulder harness $90 
1 500mm sport reflector lens—f5.6 $300 
2 300mm Kilfit lens—f5.6 $225 each 
2 100mm Schneider lens—f2 $300 each 
2 40mm Schneider lens—f2 $200 each 
3 35mm Schneider lens—f2 $200 each 
2 28mm Schneider lens—f2 $200 each 
2 90mm Macro-Kilfit—f2.8 $200 each 
2 O’Connor 100 fluid heads $500 each 
Mitchell Equipment 
1 MK II camera complete: 100mm, 75mm, 

50mm, 40mm, 32mm, 25mm & 20mm 
lenses, finder w/cases & follow focus 
assembly, Hi-Speed motor & control, & 
variable 115V AC-DC motor $11,000 

1 NC camera S/N 619—100mm, 75mm, 
50mm, 40mm, 30mm, 25mm, & 18mm 
lenses—finder & follow focus assembly, & 
wild motor. Excellent condition $3,200 

1 BNC sync motor—220V—S/N 492 $900 
1 Mitchell heavy duty friction head $350 
1 Miller heavy duty fluid head $350 
4 Mitchell zoom motors w/controls $400 each 
1 Frezzolini high power portable AC inverter, 

model PCM-35—crystal control—110 V 
$2,500 

$900 each 
$600 each 

$700 each 
$290 each 

sync motor 
Sound Equipment 
4 Perfectone mixers 
5 Sennheiser wireless with mikes 
Electrical Equipment 
5 Molevators 
6 10K laniro light heads 
Grip Equipment 
12 4 X 4 reflectors with yokes & stands 

$125 each 
This equipment listed above is available for 
inspection and can be seen by contacting: 
FOUAD SAID, 8600 Sunset Blvd., Los Ange¬ 
les, Calif. 90069 or call 652-4800 

RETIRING from the motion picture lab 
business. All 16mm equipment for sale. Proc¬ 
essors, printers, studio and sound gear, Maurer 
Optical recorder and film phono system, 
editing equipment. Written inquiries invited. 
FILM SERVICES, INC., 113 W. Hubbard St., 
Chicago, III. 60610 

1—NC EXCELLENT CONDITION, complete¬ 
ly overhauled with 8-magazines, 5 lenses, 3 
motors, finder, all accessories for sale. Serial # 
over 500 $3,800 
1 standard Mitchell high speed, with 5 lenses, 
4 magazines, high speed motor (new), finder, 
2 extra motors, all accessories, excellent 
cond., overhauled $3,200 
Please write to OTTO NEMENZ, 17022 Bol¬ 
linger Dr., Pacific Palisades, Calif. 90272 

UHLER OPTICAL PRINTER. Never used. 
Brand new. Original price $4,250. Reduces 
16mm to 8mm and enlarges 8mm to 16mm. 
$1,600. FOB Detroit, Mich. THEODORE 
CRANTZ, 23191 Kipling Ave., Oak Park, 
Mich. (313) 547-6486 

BEAULIEU R16B AUTO w/Angenieux 12- 
120mm, synch generator, 200’ magazine, Hal¬ 
liburton case—like new $1,700. Siemens 2000 
synchronous motor double-system projector- 
excellent $2,000. Maier-Hancock 816, Guillo¬ 
tine splicer. C. Vandercook, c/o EVAN 
JONES, 108 East 86th St., New York, N.Y. 
10028 

RATES: Ads set in lightface type, 30* per word. Minimum ad, $3.00. Text set in case) $3.00 per line. Send copy with remittance to cover payment to Editorial 
llghtface capital letters (except 1st word and advertiser’s name) 50r per word. Office, American Cinematographer, P.O. Box 2230, Hollywood 28, Calif. Forms 
Modified display format (text set in boldface type, capitals or upper-and-lower close 1st of month preceding date of issue. 
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STUDIO PROD. EQUIP. 

INVENTORY REDUCTION makes the fol¬ 
lowing items available for sale: 
Ceco “Pro-Jr.” geared drive head with “Pro- 

Jr.” legs, both like new $195 
Ceco “Pro-Jr.” friction drive head with “Pro- 

Jr.” legs, both like new. Hard fiber ship¬ 
ping case included $135 

Harwald “Splice-O-Film" automatic splicer, 
16mm $75 

4 “Talk-A-Phone” intercom stations $50 
35mm B&H 400’ bi-pack magazine, piggy 

back style $30 
Beseler model 45 MCRX enlarger with 28mm 

componon; 135mm componon; filter sup¬ 
port; 4x5, 2V4, 35, 16 neg. carriers; 
polycontrast filters; easel & baseboard, 
new equipment, original cartons $450 

Pako print dryer, 3’ x 13” drum, motorized, 
variable speed & heat, good condition 

$200 
FISCHER/CYGNET PHOTOGRAPHIC LAB¬ 
ORATORY, 399 Gundersen Dr., Carol 
Stream, III. 60187, Al Johnson (312) 
665-4242 

SITUATIONS AVAILABLE 

CREATIVE FILM EDITOR 
Wanted for permanent position with in-plant 
industrial motion picture unit producing sales, 
public relations, educational and documen¬ 
tary type films. 
Experience in picture and multiple sound 
track editing, including preparation of mixing 
cues, selection of music and sound effects, 
A&B conforming and related editing skills is 
required. 
Submit resume and salary requirements to: 

Box 1734 
AMERICAN CINEMATOGRAPHER 

An equal opportunity employer 

RENTALS 

INSERT STAGE— N.Y.C. midtown East side 
—street floor—fully equipped kitchen—avail¬ 
able for day rentals—additional services and 
equipment available. W-M PRODUCTIONS 
(212) 679-8124 

SERVICES AVAILABLE 

PROFESSIONAL CINE PRODUCTS gives 48 
hour service on Filmo & Auricon filter slots. 
Also quick service on Auricon and Filmo 
repairs 

SUPER 8mm B&W processing $1.50 per 
cartridge. 16mm B&W processing 2'/2# per ft. 
One day service. SOUTHWESTERN CINE 
SERVICE, 2406 Classen, Oklahoma City, 
Okla. 73106 

WHY SPEND MONEY on air fares when we 
can shoot it for you? PATRICK WOOD FILM 
SERVICES, 13 South Rd., Amersham, Buck¬ 
inghamshire. Phone Amersham 4941 

PRODUCTION TEAM, script to screen, go 
anywhere anytime. IMAGE OSMICON, 723 
Terrace St., Meadville, Pa. 16335 

NORTHERN CALIFORNIA FILMING call or 
wire GLYNIS FILMS. Eclair, Arriflex, Auri¬ 
con, Nagra, 16mm, 35mm, lites, crews, etc. 
6037 Rampart Dr., Carmichael, Calif. (916) 
967-4943 

AUSTRALIA. Cameraman and crew available. 
Travel anywhere at shortest notice. See adver¬ 
tisement last month. Contact ED STEET, 
Intatel Pty, Ltd., 9 Second St., Black Rock, 
Victoria, 3193. Phone Melbourne 99-3231 

THE CAMERA DOCTOR repairs Arris, 
Eclairs, Mitchells. Call ALAN GORDON EN¬ 
TERPRISES, 1430 No. Cahuenga Blvd., Hol¬ 
lywood, Calif. 90028 (213) 466-3561 

ALASKA FILM CREW available with sound 
studio to work in Alaska. Write CINEMA 
ALASKA PRODUCTIONS, Box 646, Juneau, 
Alaska 99801 

PROFESSIONAL CINE PRODUCTS builds a 
15-oz. magnetic amplifier for Cine Voice. 

PROFESSIONAL CINE PRODUCTS repairs 
all types of conversions 

WANTED 

CASH PAID FOR used 16-35mm cameras and 
lenses, 35mm portable and booth projectors, 
color processors and Bell & Howell model J 
printers, we buy, sell, trade. CONDE KIN- 
SELLA, 9983 Coddington Way, St. Louis, 
Mo. 63132 994-0317 

WANTED: 16mm ARRIFLEX S/B or S, 
Eclair NPR and Nagra III. HARRIS COTTEN, 
50 Sunnycrest, Mill Valley, Calif. 94941 
(415) 388-9583 

ACME (or equivalent) 35mm ANIMATION 
CAMERA with motor and lens wanted by 
small Swiss studio. Please offer to FILMETTE 
S.A., 17, r. Pierres-du-Niton, 1207 Geneva, 
Switzerland 

MISCELLANEOUS 

KODAK PROCESSING MAILERS, 10 PK59 
$16.50, 5 PK49 $19.50, postpaid U.S. only. 
MONT CLARE CAMERA, 7125 West Grand 
Ave., Chicago, III. 60635 

REPAIR MANUAL for Arri 16Smm $12.50. 
CONCEPTS UNLIMITED, Box 23335, San 
Diego, Calif. 92123 

Free from PROFESSIONAL CINE PROD¬ 
UCTS 1 set ZOOM SEE RINGS 1 sunshade 
and 1 series 9 glass filter with every 12 to 120 
zoom we sell 

SITUATIONS WANTED 

ALL PHASES 16mm PRODUCTION: screen¬ 
writing, directing, cinematography, sound, 
editing—AN ENTIRE PRODUCTION COM¬ 
PANY AT YOUR DISPOSAL! Will travel. 
H.M.S. CINEMA 71, P.O. Box 36394, Los 
Angeles, Calif. 90036 (213) 934-9284 

CAMERAMAN/DIRECTOR N.A.B.E.T. film¬ 
ing 16mm Greece and Israel this fall will take 
assignments. J. McMAHON, 3 Great Jones St., 
New York, N.Y. 10012 

SECOND EDITION 

By CHARLES G. CLARKE, ASC 

Professional Guidance For Aspiring Cinematographers 

SUBJECTS INCLUDE: Camera, camera mounts... Lenses, wide-screen lenses 
... Filters and Filter effects... Day-for-night photography ... Exposure for 
color and black and white films... Light meters and their use... Color 
temperature meters... Equipment for set lighting and its control... Camera 
angles and techniques... Special lighting problems... Color psychology 
... Composition ... Special photographic effects... Set operation on the sound 
stage ... New film emulsions... Forced development data. 

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

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

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

j Please send me copies of PROFESSIONAL 

CINEMATOGRAPHY @ $10.00 ea., postpaid. No 

C.O.O.’s. Single book orders will not be billed. 

I Check or money order must accompany orders 

I for^single bocks. 

j Name   

| Street  

I City  

J State  Zip 

j California residents please remit 5% Sales Tax 

■ (50r per copy). Foreign buyers please pay by 

International Money Order or US funds. 
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PfZZOL/W 
World’s standard 
of portable 
power packs, 
introduces an 
internally- 
powered 16mm 
single/double 
system sound 
newsfilm camera. 

Jim Frezzolini's 
new "Frezzi-Cordless" 
conversion features an 
internal battery that 
runs Eight 400-foot rolls 
without plugging in 
its power cord. 

FEATURES: Quick-change internal battery. Complete 
power source operating compatibility. Also can run on 
AC 110 volt, 60 hz. or any Frezzolini AC Portable Power 
Inverter, OR from the DC battery portion of the Frezzolini 
1000-DX(with an adapter). PROVEN RELIABILITY: Cam¬ 
era mechanism field and lab-tested. Total camera weight 
including internal battery, magnetic sound head, Ange- 
nieux 12-120mm zoom lens (specify finder): 17 pounds, 

ready-to-roll. Supplied with crystal-controlled module 
for double-system sound or, at a reduced price, with 
standard transistor-controlled module where specified 
by purchaser. 
For information about the "Frezzi-Cordless" Camera 
see your professional motion picture supply dealer or 
write or phone James J. Crawford, Vice-President Engi¬ 
neering. 

(Your present conversion can be made "Frezzi-Cordless" by FREZZOLINI too. For details, write or phone Mr. Crawford) 

General Research Laboratories 
DIVISION OF 

Frezzolini Electronics Inc. 
7 Valley St., Hawthorne, N. J. 07506 
PHONE: (201)427-1160 



If it doesn’t 

say byron, it isn’t 

color-correct4’ 

"Color-Correct®” is our trade mark. Registered. 

It has registered, too, with people who want 
the finest quality color prints. In fact, we're 
expanding again to keep up with the demand — 

and adding the world's newest super 8 mm 
color facilities to our existing 16 mm and 

35 mm color facilities. 

ELECTRON BEAM RECORDING 

FOR BLACK AND WHITE 

MOTION PICTURES 

65 K Street, Northeast, Washington, D.C. 20002 • 202/783-2700 

World's Most Sophisticated Video Tape And Film Laboratories 


