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A stuck truck is a headache you 
can live without. So we built our 
Cecomobile with four-wheel drive. 
It can drive out of anything you 
can drive into: rough terrain, sand, 
snow, mud or water. 

A generator that’s stuck inside a 
mobile studio can be another 
headache. So ours is separate. Trailer-hitched, with 
a powered reel holding 800 feet of 4/0 cable. You can 
set up in one place while generating in another. It 
saves you time. And noise. 

The rest of our Cecomobile is built to take anything 
you want to give it: BNC’s and Arri’s with blimps; 
tripods; accessories; 20 foot Fisher mike booms; 

Nagras; fishpoles; Moviola or 
Fisher crab, Western and Elmack 
dollies (takes all at once); reflec¬ 
tors; stands; apple boxes; power 
supplies; cables; lumber; plywood 
sheets; parallels; etc. It will even 
take 1000 feet of 4/0 cable on 
the truck, plus the 800 feet on 
the generator, all on a power reel 

— no hand-carrying or cranking. 

One more feature: all equipment in the Cecomobile is 
supplied by F&B/Ceco. That means it’s reliable. And 

it’s another reason we say: The tougher the location, 
the more you need Cecomobile. It’s the way to be 
sure you won’t get stuck. 

For further information, write Department CM 

F&B/CECO: 
A DIVISION OF F&B/CECO INDUSTRIES,INC. 

EAST: 315 West 43rd Street, New York, N.Y. 10036 • (212) 586-1420 WEST: 7051 Santa Monica Blvd., Hollywood, Calif. 90038 • (213) 466-9361 
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In 8 months, Baldwin Baker ran 
1,250,000 feet through his NPR! 

That’s 7,000 16mm feet a day, five days a week; 
so he needed a camera that was fast and reliable. 

Mr. Baker writes: “Everybody’s 
Talking was an ABC TV show 

that really ate up film. In the first 
eight months of shooting, we regu¬ 
larly exposed between fifteen and 
twenty 400 foot loads a day. In 
35mm, that would be over 20,000 
feet a day. All lip sync, of course, 
and all on location — very often 
three or more separate locations on 
the same day.” 

“Short film clips from our 
footage of people talking about an 
unidentified subject were screened 
in the studio for a live panel, who 
had to guess what the people were 
talking about. Because we could 
never tell how long it would take 

the panel to guess the subject and 
because the people doing the talk¬ 
ing were mostly non-professionals, 
we had to shoot literally miles of 
film to get good, tantalizing quotes 
and to make sure there would be 
enough footage to keep running 
clips until one of the panelists 
finally guessed right.” 

“With travel between loca¬ 
tions and a shooting schedule like 
that, you can imagine how much 
time there was to spare for setting 
up or for mechanical problems. 
Without the NPR’s instant maga¬ 
zine change, I don’t think we could 
have gotten that much footage in 
the can. Overall, it’s a fast camera 

to work with, of course. But our 
NPR had to be completely reliable, 
too; and it certainly was. We got a 
million and a quarter feet of rock¬ 
steady images.” 

For a free NPR brochure, write 
to us at 7262 Melrose Ave., Los Angeles, 
Calif. 90046; or at 73 S. Central Ave., 
Valley Stream, New York 11580. No obli¬ 
gation, of course. 

eclair 
NPR: THE SUPER 16 CAMERA 
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One With... One Without 
. . . the new Auricon Crystal Modification 

Your Auricon won’t look much different after its 
Crystal Modification because most of the changes 
are internal. But, your news cameraman, your 
repair department and management will 
immediately be aware of the changes in your 
camera because of the following unique features: 

. REDUCED WEIGHT OF TOTAL CAMERA PACK¬ 
AGE — With the addition of the smaller, lighter 
crystal motor and the elimination of your current 
power supply, your crystal-modified Auricon can 
be reduced in weight as much as 10 lbs. less than 
your present camera. 
. ELIMINATION OF TROUBLESOME AND EXPEN¬ 
SIVE POWER SUPPLY — A crystal-controlled DC 
motor will be installed which operates directly from 
a simple lightweight NiCad rechargeable battery, 
thus eliminating the need for an expensive power 
supply. The charger unit permits operation from 
115 volts while simultaneously charging plugged- 
in battery. This feature can result in thousands of 
dollars saved over the life of the camera. 

. ALLOWS FOR DOUBLE SYSTEM FILMING WITH¬ 
OUT SYNC CABLES — Crystal modification elimi¬ 
nates the need for interconnecting cables between 
camera and sound recorder. 
. SIX 400' ROLLS ON ONE BATTERY - No worries 
about running out of power. Extra batteries are 
small enough to fit into shirt pocket. 
• DOES NOT INTERFERE WITH NORMAL AURICON 
CAMERA CONVERSION OPERATION - All built-in 
features of your Auricon are retained. 
. EXTENDS THE USEFUL LIFE OF YOUR CAMERA 
— Obsolescence factor is reduced. Less mainte¬ 
nance required. 
• CRYSTAL CONTROLLED MOTOR - This motor 
offers the ultimate in quality and reliable opera¬ 
tion, incorporating high efficiency, low power con¬ 
sumption, high torque, solid stage integrated cir¬ 
cuitry and high accuracy, requiring only 9 watts 
of input power even when pulling a 1200' mag¬ 
azine. 
For more information on the new Auricon Crystal 
Modification contact: 

SERVING THE WORLD 

aiangordon enterprises me. 
1430 N. CAHUENGA BLVD.* HOLLYWOOD, CALIFORNIA 90028 

SALES (213) 985-5500 • RENTALS (213) 466-3561 
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ARRIFLEX 
16 S/B 
Latest model for single or double perf. 16mm 
film. 3-lens turret incl. bayonet lock lens 
flit, 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. 

BOLEX H-16 

Interchangeable zoom 
- lenses with servo 
** motor and TTL auto, 

exp. control, or manual. 100 ft. internal or 
200 ft. mag. film loads. 24-64 fps. Synch 
and wild motor speeds. With 17-68mm lens, 
$1469; with 12-120mm lens, $2067; power 
pack grip, $69.95; NiCad battery, $59.95. 

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

Single/double system 16mm sound 
projector, succeeding the Siemens 
2000. Records and plays back, trans¬ 
fers and mixes, always in perfect 
sync. Cam-driven transport mechan¬ 
ism, low wear film gate assembly. 
Loudspeakers additional. 

PRICE ON REQUEST. 

PRICE ON REQUEST. 

BOLEX 16 PRO 

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, 31/2 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 CAMERAS 

ZOOM LENSES 
Angenieux Zoom (12-120mm) 

For Arri 16 $ 975 
For Bolex H-16 ... $ 965 
For Auricon Cine Voice . $1070 

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

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

(without vwfdr) . . . $1270 

WE’RE ONE OF 
THE BEST STOCKED 
PHOTO SUPPLIERS 

IN THE WEST 
TOR 16MM 

MOTION PICTURE 

AND 

TELEVISION 
EQUIPMENT 

PRICES 

45 KEARNY at 
MAIDEN LANE 
SAN FRANCISCO 
94108 

846 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1971 



We know it’s beautiful - 
but you won’t fall in love with it 

until you’ve used it. 
Contact your local dealer for a demonstration or write for free brochure. 

magnasync o I 
L movio a magnasync/moviola corporation 

A Subsidiary of Craig Corporation 

5539 RIVERTON AVENUE / NORTH HOLLYWOOD, CALIFORNIA 91601 (213) 877-2791 
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A man. his work, and his camera 
Bruce J. Russell—Biologist/Cinematographer 
□ Producer of the Thorne Biology Film Loop Library 
□ Winner (1969) American Film Festival/Science 
Film Loop Division □ President, Educational Films Lab 
(Newcastle, California) 

“Film loop production is a demanding form of the 
motion picture arts. Loops are silent—the story must 
be carried visually without the help of a sound track. 
Getting meaningful ecological sequences of organisms 
in their natural environment requires motion picture 
camera equipment which is both compact and reliable. 
The Beaulieu R16B has some unique advantages for 
this kind of work, and I have exposed some eleven miles 
of 16mm film through mine during the creation of 150 
single topic films. 

Capturing the life styles of the little known animals 
of the tide pools, mudflats, streams and ponds, I have 
tried to give the student a biologist’s eye view. 
Precision reflex viewing and behind the lens metering 
are prerequisites for this kind of quick, unobtrusive 
field work. My camera is frequently attached to the end 
of some device—a periscope, an underwater viewing 

tube, the microscope—often improvised equipment 
which permits the interesting, visually involving shots 
which characterize our ecology films. 
The Beaulieu’s mirrored shutter, which sends full 
light to the large ground glass viewing screen, provides 
a bright picture of what is going on before the lens. 
I am able to focus and set the aperture without removing 
my eye from the view finder, and this is a terrific 
advantage when filming living organisms in their 
natural surroundings. 
After three years of this challenging work, the Beaulieu 
16mm camera has become an automatic recorder of 
what my eye sees at the levels of observation common 
to biologists—normal, macro (as with a stereo 
microscope) and micro. Its unusual flexibility has 
allowed me to explore, both scientifically and 
aesthetically, the fascinating world of living organisms.” 

Beaulieu. 
It lets you be there when 
it’s happening. 

CINEMA JEIjemdueiL 
A DIVISION OF HERVIC CORPORATION 

To receive literature on the Beaulieu 16mm camera, 
visit your finest camera store or write 
Cinema Beaulieu, General Office: 14225 Ventura Blvd., 
Sherman Oaks, California 91403. 

848 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1971 



CINE 60 has a number of other ex¬ 
clusive time- and money-saving 
products for the professional film¬ 
maker, including: 
The Power Belt available in volt¬ 
ages from 6 to 30V, this easy-to- 
wear belt provides portable, even¬ 
ly-distributed power to run all 
professional cameras (and sun 
guns!). With built-in charger and 
plug-in coiled power 
cable, it is one of the 
most widely-used 
power sources avail¬ 
able today. 
® U.S. Patent #3274476 

For details on these and any of 
the other products in our line, 
please call or write: 

QUIET 

I NCORPORATEO 

Film Center Building/630 Ninth Avenue 
New York. N.Y. 10036/Tel: (212) 586-8782 

Whether you’re “new wave” or 
“old guard,” you may not agree 
that silence is golden — but you’ll 
probably admit it costs. In terms 
of expensive preparations. Shoot¬ 
ing restrictions. Or both. 

No more. Not since CINE 60 
introduced the battery-powered 
fiberglass Blimp for Arriflex 35 
cameras. Weighing only 19 
pounds, the “60” Blimp permits 
sync sound shooting in even the 
most restricted spaces. With all 
standard lenses—even 18mm 
wide-angle lenses* can be used 
without vignetting. 

But that’s just the beginning. 
The CINE 60 Blimp incorporates 
a number of exclusive features 
that make set-up and shooting 
easier. Starting with improved 
camera accessibility — the cover 
detaches completely, putting all 
camera controls and adjustments 
instantly within reach. Inside the 
housing, the camera and its con¬ 
stant-speed motor are mounted 
on the CINE 60 Offset Motor Base, 
which reduces camera and motor 
vibration. The base, in turn, rests 
on a shockproof rubber platform 
within the housing, providing fur¬ 
ther isolation and firm support. 

Several layers of different sound 
absorbing materials line the Blimp 
to provide utmost sound reduction. 

The Blimp is simple to operate. 
A new, gear-driven mechanism 
permits smooth, accurate follow- 
focus from the outside via a large 
knob. All other controls and con¬ 
nections — power input, sync out¬ 
put, camera on-off switch and 
control lamp are conveniently 
placed on a rear control panel. 

There are many more reasons 
why the CINE 60 Blimp has en¬ 
joyed instant acceptance and 
wide popularity among profes¬ 
sional filmmakers. Why not send 
for our brochure? 

*the Angenieux 25-250mm Zoom 
can also be used, with a special 
adapter. 



WHAT'S NEW 
IN PRODUCTS, SERVICES AND LITERATURE 

HERVIC CORP INTRODUCES NEW 
SUPER-8 “SYNC" SOUND CAMERA 

Hervic Corporation/Cinema Beaulieu 
proudly announces the immediate avail¬ 
ability of the new Beaulieu 4008ZM2 
Super-8 camera with double system 
sync sound capability. 

In addition to its new sync sound 
capability, the new Beaulieu 4008ZM2 
is equipped with an AUTOMATIC tape 
recorder Start/Stop control. While three 
separate and distinct double-system 
sync sound systems can be used with 
the new Beaulieu 4008ZM2 (Synchro- 
Pilot; E.T.S.; and Erlson), it is expected 
that the most popular system which will 
be accepted by advanced Super-8 cine¬ 
matographers will be the new Beaulieu 
4008ZM2 Super-8 camera in conjunc¬ 
tion with the 60-cycle sync pulse sync 
generator accessory . . . together with 
the Uher 1000N Neo-Pilot, Nagra, Stell- 
avox and other similar professional 14" 
sync tape recorders. 

Consequently, for the first time a 
truly professional Super-8 camera sys¬ 
tem has been designed by the factory to 
work in perfect conjunction with pro¬ 
fessional pilotone-type 14'' tape record¬ 
ers. Laboratory and editing procedures 
are similar as when using 16mm profes¬ 
sional double-system sound cameras 
(such as the Beaulieu R16B, Arriflex, 
Eclair, etc.) together with professional 
14" sync tape recorders. 

In addition to the above new fea¬ 
tures, the Beaulieu 4008ZM2 also pro¬ 
vides the following: Motorized Macro 
Focusing to 1 millimeter from the Front 
Element of the Lens (without requiring 
any accessories), A Variable Motorized 
Zoom (2 through 12 seconds), A Choice 
of 2 frames-per-second through 70 
frames-per-second Zoom Speeds, A 
Variable Shutter, The Largest Reflex 

Viewing Screen of any Super-8 (27X 
magnification), Angenieux 8-64mm 
Zoom Lens, Fully Automatic Exposure 
Control (with manual override), A Mir¬ 
rored Shutter (permitting 100% of the 
available light to reach the film plane 
and—alternately—100% of the light to 
pass through the reflex viewfinder. In¬ 
terchangeability of lenses (C-mount) 

. . . and many other unique features. 
The new Beaulieu 4008ZM2 Super-8 

camera with sync sound capability is 
priced at $899.00. 

For further information, write Hervic 
Corp/Cinema Beaulieu, 14225 Ventura 
Boulevard, Sherman Oaks, California 
91403. 

SENNHEISER INTRODUCES RADI¬ 
CAL NEW CONDENSER MICRO¬ 
PHONE INCORPORATING VIRTUES 
OF SHOTGUN AND CARDIOID 

At a recent demonstration, Senn¬ 
heiser Electronic Corporation an¬ 
nounced an unusual new addition to its 
professional condenser microphone line 
—a unit combining the best features of 
both cardioid and shotgun microphone 
designs. Dubbed the Model IV.KH 415, 
the unit looks like a miniature version 
of the company's latest shotgun micro¬ 
phone, the MKH 815—successor to the 
company's MKH 805—now an industry 
"standard". 

But the MKH 415 is not merely a 
"sawed-off shotgun" microphone. 

Because of a unique combination of 
directional characteristics, wind- and 
pop-suppression, high ruggedness, long- 
er-than-usual length, small diameter and 
extremely flat response, the MKH 415 
fills an unusually broad range of needs. 
In outdoor work, its extra "reach”, and 
noise-resistance and directionality give 
the reporter or performer a priceless 
"edge". Indoors, in critical broadcast or 
recording applications, the micro¬ 
phone's extended, flat response coupled 
with its pop resistance mean that per¬ 
formers can be "close-miked" without 
need of a wind-screen or bass filter to 
compensate for blast or proximity ef¬ 
fect. 

These performance advantages are 
made possible by an unusual, improved 
combination of the pressure-gradient 
and interference design principles. Be¬ 

low 2KHz, the MKH 415 has a super- 
cardioid pattern; at higher frequencies, 
the response pattern is beam-shaped. 
Besides improved directivity, the result¬ 
ing higher on-axis conversion efficiency 
renders the MKH 415 more immune to 
wind-noise and pops, making it possible 
to use the microphone without its acces¬ 
sory shockmount and wind-screen in 
many instances where they would nor¬ 
mally be required. 

Like other Sennheiser condenser mi¬ 
crophones, the MKH 415 features low 
ambient noise, high output and overload 
resistance, compatibility with high- and 
low-impedance inputs and rugged, preci¬ 
sion construction. Professional net price 
of the MKH 415 is $396.00. 

Sennheiser Electronic Corporation 
(N.Y.) is located at 500 Fifth Avenue, 
New York, N.Y. 10036. Its manufactur¬ 
ing plant is in Bissendorf, Hannover, 
West Germany. 

THERMAL BUTT-WELD SPLICER 
FOR POLYESTER BASE FILMS 

The new Gryphon thermal butt-weld 
splicer for polyester base film is an¬ 
nounced by Instrumentation Marketing 
Corporation exclusive distributors, Bur¬ 
bank, California. 

Splices may be made on Mylar, Estar 
and Croner films. It requires less than 
15 seconds to make a splice as strong as 
the film, and is accomplished in four 
simple steps: 1) position film on pins 
and clamp in place; 2) trim ends with 
one stroke of cutting lever; 3) actuate 
welding cycle; 4) skim off excess bead 
with one stroke of skiver. No glues, 
bonding material or other items are 
required. 

The unit is 7" x 10" x 7" high, 
weighs 13 pounds, and operates on 
115V AC, 60 Hz, 1/2 amp. Three models 
are available to accept Super 8mm, 
35mm, and combination Super 
8/16mm. Literature on request. 

Price: $925.00 (16mm and 35mm 

Continued on Page 951 
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NAGRA SN RECORDER 

One lb. and One oz. 

• New Automatic Level Control or 
Manual Mixing 

• Includes erase and record 
heads plus reproduce monitor 

• Switching is Automatic by 
strapping in connector plugs 

• Inputs: Kudelski Lavelier 
Condenser Microphone or any 
professional low impedance, 
high-quality microphone or 
600 ohm line input 

• Professional Quality 

• Crystal Sync with any Crystal 
Controlled Camera 

• 150 mil tape, type used in 
cassettes 

• 27 minutes of recording time 
per reel at 3% ips 

• Battery enclosed, life— 
71/2 hours 

Send for detailed brochure 

UNITED STATES DISTRIBUTION — SERVICE — SALES 

NAGRA MAGNETIC RECORDERS, INC. 
19 WEST 44th STREET • NEW YORK, NEW YORK 10036 • (212) 661-8066 

Exclusive Distributor in Canada 

BRAUN ELECTRIC CANADA, LTD. 
3269 AMERICAN DRIVE 

MALTON ONTARIO, CANADA 

Southern California — Service — Sales 

RYDER MAGNETIC SALES CORP. 
1147 NO. VINE STREET 

HOLLYWOOD, CALIF. 90038 

See NAGRA SN at SMPTE EXHIBIT — Oct. 3-8 — Queen Elizabeth Hotel — Montreal — Booth #1 - #2 - #3 
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LIGHTING THE SHOW FOR OVER 30 YEARS! 

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. 

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

Just call the EXPERTS/JAGKA.FR#ST 
HOME OFFICE 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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Arri BL, 12-120 zoom, magazine, battery, universal motor, etc. 

Arri S, 12-120 zoom, battery, motor, etc. 
Eclair NPR, 12-120 zoom, magazine, battery, motor, etc. 

Haul's that for fighting fire uiith fire? 

If you haven’t received our new Rental Catalog R-8 

already, call or write the Victor Duncan office near¬ 
est you for your free copy and see what inflation 
fighting is all about. 

75.00 

55.00 

60.00 

58.00 

27.50 
58.00 

■wE7 
VICTOR DUNCAN, INC. 

FIE 
on high 
rental prices! 
Ulhile equipment costs 
keep going up and up, we’ue 
figured out a way to make rentals 
more reasonable (while still maintain¬ 
ing the high standards far which Uictor 
Duncan, Inc. is famous). Take the following 
comparisons, for example: Daily price 

WAS 

     
Daily price 

IS NOW 

11043 GRATIOT DETROIT, MICH. 48213 (313)371-4920 
155 EAST OHIO CHICAGO, ILL. 60611 (312) 321-9406 
2659 FONDREN DALLAS, TEXAS 75206 (214) 369-1165 

The Filmaker’s Wishbook . . . The Victor Duncan Sales Catalog 
is available upon request on your letterhead. 
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Arriflex 16M/B with 
M-1200'; M-400' and 
M-200' magazines. 

ARRIFLEX 16S/B 

Arriflex 16S/B with 
S-400' magazine, 
matte box, lenses 
and motor. 

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 16BL 
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. 

krHntoJlk 
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. 



ARRIFLEX 35BL 

ARRIFLEX 1 6BL 

ARRIFLEX 16M/B 

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

COMPANY OF AMERICA j 1011 Chestnut Street, Burbank, Calif. 91502 

ARRIFLEX 35 2C/B 

ARRIFLEX 35BL 
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. 

HMK 
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New from Braun! 
NEW 
Arriflex 35 BL 
The first self-blimped 35 mm shoulder camera 
designed for professional synchronous sound filming 
Has concentric double-compartment magazine. 

NEW 
Nagra IV-S Stereo 
VA" Stereophonic Tape Recorder 
designed for recording master tapes 
for the broadcast and cinematography 
industries where highest quality 
is demanded. 

NEW 
laniro Studio Lighting System 
Compact spotlights from 200 to 10,000 watts. 
Six and nine-lamp Jupiter broads. Lightweight 
Ariel 1000-watt portable quartz diffuser light. 
650-watt lanabeam quartz portable lights. 

SEE THEM AT THE 110th SMPTE TECHNICAL CONFERENCE 
QUEEN ELIZABETH HOTEL-MONTREAL BRAUN BOOTHS-1, 2 and 3. 

Exclusive Canadian Distributor: 

BRRun Braun Electric Canada Ltd., 3269 American Dr., Mississauga, Ont., 416-677-3243 
U.S. Distributors: 
Arriflex Products/Arriflex Company of America, Woodside, N.Y. 11377 
Nagra Products/Ryder Magnetic Sales Corp., Hollywood, California 90038/Nagra Magnetic Recorders Inc., N.Y. 10036 

AR-63 
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MOTION PICTURE 
LABORATORIES,INC. 
781 South Main Street 
Memphis, Tenn. 38106 

(901) 948-0456 

The Master Craftsmanship Your Film Deserves 
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From the Southwests Largest 
Professional Equipment Dealer 

BOLEX H-16 EBM ELECTRIC 
A lightweight, electrically-driven, 16mm camera, 

built to professional standards with 10CK or 400' 
capacity, for silent or sync sound filming. 

The main features and advantages of the BOLEX 

H-16 EBM Electric are: 

Built-in electric motor with electrically-controlled 
and stabilized speeds. 

Same motor used for normal filming, slowmotion, 
accelerated motion and sync sound filming. 

Film capacity: 100' with basic compact unit, or up 
to 400' with magazine accessory 

Lightweight rechargeable battery built into the 
camera’s handgrip for convenient handheld film¬ 
ing or tripod use. 

Sync sound filming with crystal or sync pulse 
generator with automatic slating of film and tape. 

Rugged, solid bayonet lens mount with instant 
changing of lenses. 

Flicker-free reflex viewing with 14X magnification. 

Rugged, professional camera construction for re¬ 
liable performance with professional picture 
quality, and registration picture steadiness, with 
proven registration claw. 

CAMERA OPERATION 
100' reels (single or double perforated film) with 
basic camera, or 200' reels and 400' films on core 
with accessory 400' magazine and take-up motor. 
(Same magazine and take-up motor used on other 
Bolex models.) 

SOLD BY 

PROFESSIONAL CINE PRODUCTS, INC. 

2959 Ladybird Lane 

(Gordon Yoder) 

(214)357-3045 Dallas, Texas 75220 



Use "tlxe Quiet Ruxiuiug1 ^V.XTJfctICOM 
16 irLxrL Souud-Ou-Film. Camera  

NEVER DISTURB THE AUDIENCE WITH CAMERA NOISE! 

Does the scene above look familiar? You may be interested to know more about its significance relative to 
your sound recording needs. 

Here is Auricon Professional 16 mm Motion Picture Sound Camera Equipment, operating right in the middle of 
an audience — actually within inches of the surrounding spectators! Yet, despite the complex precision 
mechanisms that are recording a full-color picture and every whispered word of the speaker on the rostrum, 
not even a murmer of distracting camera noise is heard by the audience. This quiet, dependable recording of 
16mm Sound-On-Film Talking Pictures is the special engineering “magic” of Auricon! 

Except for the red signal lights glowing on the Auricon Sound Camera, the audience has no way of knowing 
that the Camera is running. In fact, even the click of the on-off switch has been muted! 

Auricon Cameras are versatile and easy-to-handle because there is no bulky, sound-proof enclosure “blimp” 
such as all other 16 mm cameras use when-recording sound. 

Professional Producers and Cameramen choose Auricon to shoot pictures synchronized with Optical or 
Magnetic “Double-System” recording equipment, or to record “Single-System” sound on the same film taking 
the picture. Write us about your sound recording equipment needs today! 

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

163MC3VE 
SOTJBTD-OIff-riLlVr 

CA.1VEEKA.S 

ss Romaine Street, Hollywood 3 3, California 

HOllywood S-0331 

MANUFACTURERS OF SOXJ3STD - OUST - 

RECORDING EQUIPMENT SINCE 1331 CINE-VOICE H AURICON SUPER-1200 AURICON PRO-600 

100 ft. Runs 23/4 min. 1200 ft. Runs 33 min. 600 ft. Runs I6V2 min. 



By ANTON WILSON 

MAGNETIC SOUND RECORDING 

Beginning this month, Cinema Work¬ 
shop will devote several installments to 
the subject of magnetic sound record¬ 
ing. Topics covered will include tape 
care and storage, recorder maintenance 
and alignment, high-frequency bias, 
microphone selection, etc. As a founda¬ 
tion for these future discussions, a basic 
review of the principles of magnetic 
recording should be helpful. 

The perception of sound is caused by 
fluctuations of air pressure near our 
ears. The magnitude of these fluctua¬ 
tions (amplitude) is perceived as loud¬ 
ness, and the speed of the fluctuations 
(frequency) is perceived as pitch or 
tone. There is no way of capturing or 
recording these fluctuations in their 
existing state of air pressures. Therefore, 
they must first be converted into some 
other form. 

The microphone is the converting 
device, changing fluctuating air pres¬ 
sures into fluctuating electrical voltage. 
The resulting electrical signal is directly 
proportional to the original sound; 
changes in loudness are reflected in the 
amplitude of the electrical signal, and 
the frequency of the electric current 
matches that of the sound. This electri¬ 
cal facsimile of the original sound, 
however, is still not in a form that can 
be stored or recorded. Another conver¬ 
sion is necessary. In the case of a 
phonograph record, the electrical signal 
is converted once again into a mechani¬ 
cal signal that is ultimately recorded in a 
soft wax or plastic. The electrical signal 
is fed to the coil of an electromagnet. 
As the signal fluctuates, the magnetic 
field will fluctuate proportionately and 
a cutting stylus, which is under the 
influence of this field, will fluctuate 
likewise. The cutting stylus cuts a path 
into the soft recording material, and the 
result is a squiggly-looking groove that 
is an exact replica of the original air 
pressure fluctuations or sound. 

The phonograph disc has its limita¬ 
tions. It is susceptible to dirt and 
scratches, and it is almost impossible to 
edit. As early as 1888 scientists were 
experimenting with a method of storing 
the signal magnetically as opposed to 
mechanically in a groove. The basic 

principle is simple. Almost everyone is 
familiar with the fact that a piece of 
iron can be permanently magnetized by 
bringing it in close contact with an 
existing strong magnet. In magnetic 
recording, millions of microscopic 
pieces of iron are employed in the form 
of an iron oxide coating on an acetate 
or polyester tape. In the erased condi¬ 
tion, those tiny iron particles are in an 
unmagnetized state. The recording head 
is merely an electromagnet with an 
extremely narrow gap, very similar to a 
horseshoe magnet whose open ends al¬ 
most, but not quite, touch. Because the 
gap is so narrow, the magnetic flux 
density is very strong in this small area. 

Meanwhile, back at the microphone, 
the sound is converted into an electrical 
signal which is amplified and sent to the 
recording head. The recording head, as 
mentioned, is an electromagnet that will 
convert the electrical impulses into mag¬ 
netic energy. Thus, the strength and 
polarity of the magnetic field in the gap 
of the head is directly proportional to 
the original signal. While this is happen¬ 
ing, the tape, with its emulsion of iron 
oxide particles, is brought tightly 
against the gap in the head and moved 
at a steady rate. At any given instant, 
the magnetic field in the gap will mag¬ 
netize the iron oxide particles on the 
tape that happen to be at the gap at that 
instant. Furthermore, these particles 
will be permanently magnetized; that is, 
they will retain this magnetism even 
after they pass out of the region of the 
recording head. Thus, on the tape, is a 
long series of microscopic permanent 

magnets whose polarity and magnitude 
vary proportionately with the strength 
of the field in the head gap at the 
instant they passed. The original sound 
is now recorded in the form of millions 
of tiny magnets. If you could "see" the 
magnetism in the tape, you would see 
the tiny magnets closely spaced (many 
to the inch) for high tones, and loosely 
spaced for low notes. These magnets 
would be strong for loud passages and 
weak for quiet ones. For example, when 
recording at 15 i.p.s., a 60 Flz tone 
would be recorded as eight magnets per 
inch (alternating North, South, one 
cycle is recorded as two magnetic im¬ 
pulses, a North and a South). Likewise a 
tone of 15 KFIz would be recorded as 
2000 magnetic impulses per inch. Like 
film, resolution becomes a problem at 
higher frequencies. The emulsion must 
be very fine to record 2000 impulses per 
inch. The problem is even greater at 
slower speeds. For example, the 15 KHz 
signal would be 8000 impulses per inch 
for a tape speed of 3% i.p.s. 

The playback process is merely the 
direct inverse of the recording proce¬ 
dure. The tape is moved past the play¬ 
back head, which is constructed almost 
identically to the recording head. As the 
tiny magnets in the tape pass by the 
head gap, they induce an electric cur¬ 
rent in the head coil. This electric signal 
is proportionate in both frequency and 
amplitude to the spacing and strength of 
the magnetic impulses on the tape. This 
electrical signal can now be amplified 
and can drive a speaker or another 
recorder. ■ 
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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 

9 Positive Color 

# Microfilm 

# Super-8mm 

# 16mm 

# 35mm 

# 70mm 

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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All 8 lbs. of it 
Up till now, perfect stereo location recording meant 
lugging unportable portables. 

So we’ve come up with a rugged precision instru¬ 
ment, the Swiss-made Sp7. It’s small—8"xl0"x3". 
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 no¬ 
where else, regardless of size. 

Like four standard tape speeds. 3%, 7V£, 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 confi¬ 
guration and tape oxide. With Neo-pilot for mono 

and “Synchrotone” for stereo sync recording! 
Then there’s our 10V&" reel 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. 

SICIUAVOX 
exclusively by /^\ 

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

1710 N. LaBrea Avenue, Hollywood, CA 90046 (213) 874-4444 

The new Stellavox NpT will become 
a giant in the film industry. 
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SMPTE MEMBERS: WELCOME TO MONTREAL! 

Whatever you shoot in Canada, 

<fc 

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 '•‘I’' alfie 

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 



INDUSTRY ACTIVITIES 
U.S. FILMS SWEEP TOP PRIZES IN 
ITALY FILM FESTIVAL 

CINE Golden Eagle selections won 
top honors at the International Review 
of Maritime Documentaries at Milan, 
with four entries receiving half the total 
prizes awarded to foreign films at this 
12th Review. 

Major prizes to U.S. productions 
were: 
1) The Golden Medal of the President 

of the Republic of Italy to THE 
HUNT produced by Rob Fowler for 
RLF Productions, Inc. 

2) Trophy of the Italian Navy Chief of 
Staff to FULL FATHOM FIVE pro¬ 
duced by David Adams for Pyramid 
Films. 

3) Trophy of the Italian Federation of 
Sport Fishing to FISH: MASTER 
OF MOVEMENT produced by exec¬ 
utive producer, F.F. (Ted) Sack and 
producer-director Peter Rabow for 
Reela Films. 

4) Trophy of the Italian Naval League 
to VENEMOUS ANIMALS OF THE 
SEA produced by the U.S. Depart¬ 
ment of the Navy. 
Further details on the Milan Review 

and other international film and tele¬ 
vision festivals abroad can be obtained 
from CINE, 1201 16th Street, N.W., 
Washington, D.C. 20036, Telephone: 
Code 202 265-1136. 

• 

INTERNATIONAL FILM & TV 
FESTIVAL DATES ANNOUNCED 

October 20-22, 1971, have been an¬ 

nounced as the dates for the 14th 
annual INTERNATIONAL FILM & TV 
FESTIVAL OF NEW YORK. In making 
the announcement, Mr. Herbert Rosen, 
chairman and Festival Director, advised 
the setting will once again be the luxuri¬ 
ous Americana Hotel in New York City. 

Acclaimed as one of the world's 
leading film festivals, its purpose is 
two-fold. First, to honor those individu¬ 
als and companies who contribute to 
the greatness of the industry with their 
outstanding creations and, second, to 
provide a showcase for new develop¬ 
ments and a forum for the sharing of 
new ideas and techniques. 

The first and oldest such event in 
New York, it is the only completely 
inclusive festival in the world to encom¬ 
pass all phases of film production from 
Filmstrips, Industrial and Educational 
Films, Television and Cinema Commer¬ 
cials to Filmed Introductions and Titles, 
Public Service Television Programs, 
Newsfilms, Promotional Films, as well 
as Multi-Media Presentations. 

Increasingly popular for showcasing 
the finest productions for business, edu¬ 
cation and television, each year leading 
film producers and representatives of 
advertising agencies, industrial organiza¬ 
tions, television stations and allied fields 
throughout the world are among those 
attending the screenings, workshop ses¬ 
sions, seminars and receptions. 

Invitations to participate are now 
going out and full details and applica¬ 
tion blanks can be obtained from the 
Film Festival office at 251 West 57th 
Street, New York, N.Y., 10019. 

TWO AMERICAN FILMS HONORED 
AT VENICE GOLDEN MERCURY 
FILM PRIZE 

Two American films submitted by 
CINE (Council on International Non¬ 
theatrical Events) were honored at the 
recent Golden Mercury Film Prize in 
Venice. 

The two films, awarded Golden Eagle 
certificates by CINE, were among 152 
film entries which participated in the 
Venice event. 

LIGHT, STRONG AND BEAUTI¬ 
FUL sponsored by the Kaiser Alumi¬ 
num & Chemical Corporation and 
produced by Francis Thompson Inc. 
under the direction of Neil Tardio 
took a top ranking Gold Medal. This 
film is being distributed by Modern 
Talking Picture Services, Inc. and 
Pyramid Films Corporation. 

FLOWERING OF A DESERT, pro¬ 
duced by Jerry Warner & Associates 
for the U.S. Information Agency, 
received an honoring certificate. 

The awards will be among those 
presented by a representative of the 
Italian Embassy at CINE's Annual 
Awards Presentation Ceremonies and 
Exhibition of Films of Merit which will 
be held in mid-November 1971 in Wash¬ 
ington, D.C. 

Closing date for entry in the next 
CINE Golden Eagle selection of films 
will be August 15, 1971. For further 
information contact: CINE, 1201 Six¬ 
teenth Street, N.W., Washington, D.C. 
20036 (Tel. AC 202 265-1136). 

In the course of its series of monthly dinner meetings last season, the American Society of Cinematographers was privileged to have as its honored 
guests at the ASC Clubhouse in Hollywood, many prominent personalities of the motion picture industry. These included (left to right) 
producer-director Robert Wise, John Wayne (shown with ASC President Sol Halprin), and the dean of American film directors, John Ford. 
Following the summer hiatus, the monthly ASC dinner meetings will resume on October 25. 



C. F. I.’s Title & Optical 
Department is Positive 
About Your Negatives 

That’s why we can save you 
time and money---and still 

give you superior quality. 

CFI’s Title & Optical Department has eliminated the 

expensive and time consuming process of wedging 
prior to making optical masters or dupes. We do it by 
viewing your color master positives or original nega¬ 

tives— positively— right on the built-in TV screen of our 
Eastman Video Color Analyzer. 

As our Color Timer looks at the picture, he adjusts it 
for proper color balance and density by using three 

color dials. They provide a practically infinite range of 

adjustment. Much more accurate than wedging, which 
is making several trial exposures with different color 
and exposure values and then interpolating for the one 

that is most nearly right. 

Wedging is costly, it takes too much time, and it’s hit 

and miss. CFI’s Title & Optical Department does your 
job fast — and right the first time around— by using the 

sophisticated capabilities of the Eastman Video Color 
Analyzer. You save time (service in most cases in 24 

hours or less) and you save money. And, most impor¬ 
tant of all, you get superior quality. 

CFI’s Title & Optical Department is the industry’s first 
to utilize the advanced technical capabilities of the 
Eastman Video Color Analyzer for your benefit. At CFI 

we always keep an eye on the technology of tomorrow, 
because we've found it helps us do your job better 
today. 

Hmmm 

CONSOLIDATED FILM INDUSTRIES 
959 Seward Street • Hollywood, California 90038 
HOIlywood 2-0881 Hollywood 9-1441 

Complete 35MM and 16MM Film Services 

C. F. I.’s Title & Optical 
Department is Positive 
About Your Negatives 

That’s why we can save you 
time and money---and still 

give you superior quality. 

CFI’s Title & Optical Department has eliminated the 
expensive and time consuming process of wedging 
prior to making optical masters or dupes. We do it by 
viewing your color master positives or original nega¬ 
tives— positively— right on the built-in TV screen of our 
Eastman Video Color Analyzer. 

As our Color Timer looks at the picture, he adjusts it 
for proper color balance and density by using three 
color dials. They provide a practically infinite range of 
adjustment. Much more accurate than wedging, which 
is making several trial exposures with different color 
and exposure values and then interpolating for the one 
that is most nearly right. 

Wedging is costly, it takes too much time, and it’s hit 
and miss. CFI’s Title & Optical Department does your 
job fast—ancf right the first time around—by using the 
sophisticated capabilities of the Eastman Video Color 
Analyzer. You save time (service in most cases in 24 
hours or less) and you save money. And, most impor¬ 
tant of all, you get superior quality. 

CFI’s Title & Optical Department is the industry’s first 
to utilize the advanced technical capabilities of the 
Eastman Video Color Analyzer for your benefit. At CFI 
we always keep an eye on the technology of tomorrow, 
because we’ve found it helps us do your job better 

CONSOLIDATED FILM INDUSTRIES 
959 Seward Street • Hollywood, California 90038 
HOIlywood 2-0881 HOIlywood 9-1441 

Complete 35MM and 16MM Film Services 
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A REPORT FROM: 

IN AMERICAN CINEMATOGRAPHER, JUNE 1971 ISSUE, 

aNEMKIOGRAPHER GORDON VMS SAYS: 
QUESTION: I notice that you’re using the new Mark VI 
Cinemobile on this picture, which is the first time it’s 
been used by anyone. How is it working out? 

WILLIS: I’ve never used a Cinemobile before on any 
movie. I wish I had. When I sat down and thought things 
out prior to starting this film, I realized that, of all the 
films I’ve worked on, if I didn’t keep my end of this movie 
relatively tight and simple, it would look like the Nor¬ 
mandy invasion. There would be trucks and bodies strewn 
all over the place. It’s not that I’m using more equipment 
than I usually use. I’m using the same amount. It’s just 
that there’s a tendency for things to grow out of propor¬ 
tion on a “big” movie, or one that’s had a lot of publicity. 
I wanted to keep my part simple. 

QUESTION: How did you happen to decide upon using 
the Cinemobile? 

WILLIS: I went out to California to talk to Fouad Said 
because I thought he might have something to offer that 
would help me keep things fast and simple. After talking 
and thinking and working with him for a week I was very 
impressed and decided that what he had to offer was 
terrific. We’ve been using it for some time now and have 
found it to be excellent. The people he sends along with 
the truck are excellent, too. 

QUESTION: Do you find that you can carry everything 
you need for a big picture like this? 

WILLIS: We’ve packed more firepower, so to speak, into 
that Mark VI than most people have got strewn over 
eight or ten trucks on the average movie. What I’m saying 
is, of course, based on my philosophy of making a movie. 
There are a lot of people in this business who still haven’t 
given up using arcs. I gave them up long ago. So, even 

though the Cinemobile provides much room for arcs, if 
you choose to use them, I don’t. I use that space for 
other types of lamps and things which I feel are of more 
value in shooting a picture. I’ve found the unit to be 
excellent. It’s contemporary. It’s well thought-out. It’s a 
very meaningful piece of equipment for any cameraman, 
any producer. You can load and unload from both sides 
of the vehicle. The way it’s designed, you can pull things 
off as you need them, without having to unload the 
whole truck to get at one thing 

QUESTION: Is there anything it doesn’t have that it 
should have? 

WILLIS: Not really, even though there is one thing that 
we hadn’t planned on. I happen to use hundreds of feet 
of Elemack dolly track, because I believe that if you’re 
going to make dolly shots, you’d better be able to make 
them fast. Anyway, we hadn’t planned on taking along 
200 feet of Elemack track. However, we’ve got it stacked 
on top of the van and it fits fine, because he provided for 
that with a railing area. I’m very delighted with the way 
Said has extended himself. He listens well and he’ll 
incorporate your suggestions into his equipment. He’ll 
keep making design changes, too, which I’m very happy 
about. I don’t presume to speak for other people, but in 
my department I feel that he’s made a major step forward 
in helping to modernize the business. He’s made it easier 
and less costly for people to shoot, and that’s very impor¬ 
tant. Movies cost enough money. There’s no point in 
spending your entire day working as a parking lot attend¬ 
ant so that you can make a shot. I’m delighted with these 
trucks and I’ll use them whenever I can —forever, if I can 
get ahold of them. 

I I II THANK YOU FOR YOUR SUPPORT 
Ok 

a njftj broadcasting company • 8600 SUNSET BOULEVARD, HOLLYWOOD, CALIFORNIA 90069 • TELEPHONE: (213) 652-4800 • TELEX: 674124 • CABLE: FOUSAID 



Canada’s 
largest and most complete 

rental house 
CINEVISIdPN 

in 
Montreal and Toronto 

—F=>A 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 LIGHTING DIVISION 
SPR Reflex BNC Complete line of — and 

Arriflex 16 and 35 dealers for: Mole Richardson, 

Arriflex Blimps 400' Colortran, Sylvania, 

and 1000' 

Eclair 16 

Westinghouse, Roscolene 

SOUND GENERATORS 
Nagras AC and DC Blimped 

Sennheiser 
Electro Voice 

up to 1200 amp. 

CINEVISION MOBILES SOUND STAGES 
Specially constructed to carry Canadian Distributor for: 

camera, lighting, sound and Schtler and Wolf Products 

grip — all in one vehicle. and Samcine-Limpet Mount 

CINEVISION 
LTEE 
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DISTORTION TECHNIQUES USED IN FILMING 

“THE BIRTH OF APHRODITE” 
Film-maker refines techniques developed by his wife 
and wins "Best Experimental Film" award in Atlanta 

By LELAND AUSLENDER 
Producer/Direc tor /Cameraman 

Aphrodite, played by Cheryl Smith, emerges 
from sea-foam, trailing seaweed. Birth of the 
goddess from the sea was filmed along Cali¬ 
fornia beaches. 

The creation of THE BIRTH OF 
APHRODITE began in 1967, without 
my being aware of it at the time. My 
wife, Taki, and I had sat through a 
showing of experimental films, includ¬ 
ing some by James and John Whitney, 
Jud Yalkut and Jordan Belson. When I 
expressed the wonder and excitement I 
had felt, Taki casually replied, “Well, I 
don't think they were that great.” 

Her reply offended me; yet, I had to 
find out why she felt that way. For Taki 
is a sculptor, with works in major 
collections and museums, and I could 
not discount this statement from an 
artist I respect. She explained that the 
films we had seen deal with non-living, 
non-organic, non-human images, and it 
is the human world that is most mean¬ 
ingful to us. 

Now I, with my scientific back¬ 
ground and feeling of absolute awe at 
the cosmic mystery, had seen and felt 
things organic to my nature in these 
cosmic-oriented films. I told Taki that 
she just didn't appreciate the enormity 
of the film-makers' accomplishment. I 
also suggested that she should not be so 
critical till she had some concrete idea 
of how to accomplish the imagery she 
Continued overleaf 

Aphrodite touches the sand after she is born 
onto the Earth. Though the story is hers, 
several girls were used for varying imagery 
during filming. 
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Still photographic tests by by the author, using various distortion methods which 
he perfected, include the box-like Prudential Building in Los Angeles, which is 
turned into an organic Gaudi-like structure (top left), and a lovely girl compressed 
into a cyclops banana (bottom left). Methods developed by Auslender and his 
wife included a large plastic distorting lens and a special distorting reflector that 
loses hardly any of the exposure value of the original lighting. 

(ABOVE LEFT AND BELOW) Frame blow-ups from "THE BIRTH 
OF APHRODITE" show a few of the many fanciful images created 
by the author. The wavy results produced by early experiments 
suggested underwater scenes and prompted him to utilize the 
techniques in depicting the metamorphosis of Aphrodite who, 
according to legend, emerged from the sea, dwelt briefly on land, 
and ended up as the planet Venus. 
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The author created a series of moving panels which enabled him to impart any desired degree of 
motion to the distorting mirrors and lenses. Variac (at top) controls light and color intensities. 
Panel (below) controls speed and direction of motorized distorting reflectors and/or objects to be 
distorted. 

visualized in the cinematic medium. 
When, a few days later, she asked me 

to show her how to run the movie 
camera, I had forgotten about my chal¬ 
lenge. I set the camera on a tripod, 
framing a square-foot area she had 
outlined on the floor, and set the 
exposure for the light coming through 
the window. I showed her how to focus 
and to start the machine, and gave her a 
roll of outdated high-speed color film to 
play with. Then I went off to work and 
didn't witness her experiment. 

When the film came back from the 
laboratory, she asked me to project it 
for us. I didn't know what to expect, 
and certainly didn't expect what I saw. I 
gazed with amazement at a kaleidoscope 
of softly colored living forms, moving in 
astonishingly complex patterns, organ¬ 
ically fusing, curling, evolving and disap¬ 
pearing into nothingness. In their midst 
appeared a weird, barely discernible, 
human figure, transmuting itself into 
dreamlike visions, both lovely and gro¬ 
tesque. 

''Well, you did it!” I said, and bowed 
three times to her, facing East, in 
salaam-like fashion. Guess as I might, I 
could not fathom how she had achieved 
these effects that were as complex as 
any animated or computer imagery I 
had seen, yet, as she had indicated, were 
basically organic and alive. My obei¬ 
sance was to show her I was vanquished, 

in the hope that she would reveal her 
secret to me. After much pleading, and 
a promise never to question her seem¬ 
ingly rash statements again, she showed 
me the following unnervingly simple 
system. 

Two years earlier, when she had 
expressed an interest in drawing an 
animated film, I had bought her a 
package of five-hundred animation cells. 
To my disappointment, the package lay 
unopened for two years, as she was 
giving all her time to making sculpture 
for various shows. For this experiment, 
she had opened the package and re¬ 
moved a single cell. This she heated and 
treated until it retained some natural 
surface curves. Then she lay it on the 
floor, over a dark-colored carpet, and 
pointed the camera toward it. Behind 
the cell she hung some colored silk 
scarves and set them gently in motion 
with a fan. She focused on the image of 
the scarves, reflected from the surface 
of the distorting cell, and started the 
camera. She then walked in front of the 
scarves, moving and gesturing with ap¬ 
propriate magicianship. 

I was unhappy that Taki had never 
got around to creating an animated film 
with her exquisite figures on the cells. 
But now, using just one of those cells, 
she had made the whole investment 
worthwhile. 

That single day, essentially, was the 

beginning and end of her contribution 
as she returned smiling to her sculpting. 
But it turned out to be the beginning of 
a harrowing four-year project for me. 

Two years and many thousands of 
dollars later, I had succeeded in trans¬ 
forming her primitive optical system 
into a highly reflective, flexible and 
controllable method for creating contin¬ 
uously changing distorted film imagery. 

During the first year, from a clear 
cell with black backing that reflected 
only a fraction of the light incident 
upon it, I evolved a highly reflective 
surface that lost only a third of a stop in 
reflecting the image. I developed a 
means of molding the reflectors into 
any desired distorting surfaces that rig¬ 
idly hold their shape regardless of the 
heat, humidity, handling and mounting 
stresses. I developed methods for fabri¬ 
cating the reflectors in quantity, and 
created a variety of distorting surfaces 
with differing types and degrees of 
distortion. I even got sidetracked into 
marketing them as a children's toy on 
the wave of the psychedelic revolution. 

At the time, Taki was working in 
plastics, and together we designed and 
created a number of large plastic distort¬ 
ing lenses that could be placed between 
the camera and subject to provide a 

THE BIRTH OF APHRODITE 

The sky god mates with the sea 
goddess and from their union is born 
Aphrodite, goddess of Love and Beauty. 
In this version of the ancient Greek 
legend, the gestation period is realized 
as the two billion year history of evolu¬ 
tion that took place under sea, culmi¬ 
nating in Aphrodite's birth from the 
foam. After her visit to Earth, Aphro¬ 
dite continues her ascent, becoming the 
planetary body Venus, thus completing 
a cycle. 
CA TEGORY: Experimental Mixed Med¬ 

ia 
PRODUCTION COMPANY: Leland 

Auslender Productions 
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the basis for a film. As I needed only a 
small portion of the footage, I decided 
it would be most economical to add 
color to those shots I needed by re¬ 
shooting them through colored filters 
on my homemade optical printer. 

In this case, the experimental results 
determined the subject and approach of 
the film. The fluid imagery suggested 
placing the action underwater, which 
led to the idea of portraying Aphrodite, 
Greek goddess of love and beauty, born 
Continued on Page 913 

Diagram showing set-up for shooting still photographs through large plastic distorting lens 
developed by the author and his wife. The identical arrangement can, of course, be used for 
filming motion picture scenes, as well. DISTORTING 

B. REFLECTOR 

different type of distortion imagery. 
Finally, I created a series of moving 

panels that enabled me to impart any 
desired motion to the distorting reflec¬ 
tors and lenses. 

I spent the next year experimenting 
with still photographs to perfect the 
techniques of using these extraordinary 
optics. The distorting surfaces create an 
image that is focused on an infinite 
number of planes, making it extremely 
difficult to achieve sharpness over the 
entire image. My experiments resulted 
in optimizing the optics and techniques 
for achieving a satisfactory depth of 
field. Samples from these experiments 
are shown in the accompanying photo¬ 
graphs. 

I discovered that, by means of distor¬ 
tions, I could make people not only 
ugly and grotesque, but could enhance 
their beauty. A weak chin could be built 
up, small eyes enlarged, a low forehead 
heightened, a short body lengthened—I 
felt like a plastic surgeon of the camera. 

The distortions suggested mind-bend¬ 
ing images from dreams, nightmares, 
psychoses, hallucinations and psychedel¬ 
ic experiences,—perfect for portraying 
deep layers of subjective experiences. 

Finally, I was ready to try the new 
equipment in a film experiment. A 
friend, Gwyneth Cooper, agreed to re¬ 
cline on the black drapes of my studio 
while I turned the distorting reflectors 
and lenses on her unadorned figure to 
see what effects I could get. 

I was immediately struck by the 
fluidity of the images, as if they were 
viewed through water with waves rip¬ 
pling gently over its surface. So we 
filmed some footage of her "swimming" 
up, down, around, and through—while I 
made her body ripple, change, and flow 
by moving the camera and reflectors. It 
takes a great deal of experience and skill 
to create meaningful distortion imagery, 
and the months I spent developing the 
techniques contributed vitally to achiev¬ 

ing the final polished product. 
A little research turned up the fact 

that distortion effects had been used by 
an occasional film-maker since the early 
days of motion pictures. But none of 
these pioneers had the motorized sys¬ 
tem nor the flexibility provided me by 
modern technology and materials. Fur¬ 
thermore, few, if any, used the effects 
to create beauty, being content to travel 
the easier route of creating horror and 
grotesqueries. 

I was so excited with the results of 
the first experiment with Gwyneth that 
I decided to use the experimental foot¬ 
age—though shot in black-and-white—as 

Diagram of the set-up used for filming distor¬ 
tion scenes through the use of special reflec¬ 
tor that loses only one third of a stop in 
reflecting image. Camera is set at an angle to 
avoid picking up its own reflection. 

Leland Auslender shoots with still camera directly into one of his multi-distorting reflectors, 
simultaneously creating a caricature of himself. He developed his own means of molding the 
reflectors into any desired distorting surfaces that rigidly hold their shapes, regardless of the heat, 
humidity, handling and mounting stresses. 
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“BLUE WATER, WHITE DEATH” 

(LEFT) "Two thousand pounds of streamlined death/' is what expedition leader Peter Gimbel calls the Great White Shark. Comparing it to other 
sharks, he adds, "It's like comparing a Siberian tiger to a pussycat." (RIGHT) The razor-sharp serrated teeth shown here belong to the Great White 
Shark, the deadliest cold-blooded predator in the world and "star" of Cinema Center Films' "BLUE WATER, WHITE DEATH". 

(LEFT) A member of Gimbel's crew uses cow blood as a lure for sharks. The larger-than-life adventure took the expedition to South Africa, Ceylon 
and Australia's Dangerous Reef, where they finally found the creature they sought. (RIGHT) Cameraman-diver Stan Waterman searches for his 
subject with Techniscope-adapted 35mm Arriflex camera in MAKO underwater housing. 

By PETER GIMBEL 
Director/Underwater Cameraman 

On February 24, 1971, I wrote a 
$290.00 order for O-rings, chargeable 
against the budget of "BLUE WATER, 
WHITE DEATH." O-rings are washer¬ 
like devices with a round cross-section 
made of a variety of flexible materials, 
often neoprene, and widely used as seals 
in pneumatic, hydraulic and hydrostatic 
applications. 

So what? Why give us that dull tidbit 
for starters?—you may legitimately ask. 

A six-month, 12,000-mile search for the most lethal cold-blooded 

predator exposes team of four underwater cameramen to deadly hazards 

For one thing, $290.00 represents a lot 
of O-rings, about 1,600, in the sizes I 
ordered. More significantly, although 
low in unit price (as most of those used 
for seals in underwater camera and lamp 
housings are), an O-ring worth 12^ is 
one of those special parts that cannot be 
jury-rigged in the field and the unavail¬ 
ability of a certain size could cripple a 
geographically isolated filming unit such 
as ours, days away from our source of 

supply. The fixed production cost of 
our only unit ran to about $2,000 per 
day, not an enormous amount by some 
standards, but quite significant in terms 
of the budget for "BLUE WATER, 
WHITE DEATH." 

In those pre-production days Phil 
Clarkson, production manager, con¬ 
fronted me daily with the ever-mount¬ 
ing overage in the hardware and spares 
Continued overleaf 



(LEFT) Co-director/Surface Cinematographer James Lipscomb hand-holds blimped Arriflex mounted on body-brace to film night-for-night sequence 
on deck of expedition ship. (CENTER) Lipscomb and Australian underwater expert Valerie Taylor film scenes from a rubber boat in the 
Mozambique Channel. (RIGHT) Gimbel and Lipscomb hold an informal "story conference" on the wharf during one of the ship's rare stops at land 
areas along the route. 

Time after time, the savage shark attacked the elevator cages designed by Peter Gimbel to protect the cameramen-divers. The Great White Shark 
grows larger than 40 feet in length and, although elusive, is found in all waters of the world. The shark featured in the film was estimated to be about 
16 feet long. It has been known to swallow a human being whole. The most recently documented attack of this sort occurred a few years ago, off 
the coast of La Jolla in Southern California. 

Underwater expert Stan Waterman, shown reclining on 
deck of the Terrier VIII, was one of four highly-skilled 
cameramen-divers who joined in the search for the 
Great White Shark and risked his life to capture it on 
film. 

The Terrier VIII was the stout ship used to transport the intrepid crew halfway around 
the world in their quest for the most dangerous game in the ocean. Before finding him, 
they filmed many other sharks, giant turtles, barracudas and the wreck of the sunken 
ship Hermes. 



Underwater photography was done with 35mm Arriflex 11C Techniscope-adapted cameras 
mounted in MAKO housings produced by Jordan Klein of Miami. Most often used were 18mm 
and 9.8mm wide-angle lenses, which required the use of a corrective port in the housing to avoid 
underwater distortion. 

account. It became a ritual and earned 
me the sobriquet "Overkill'' Gimbel. So 
be it. But, we lost no production time 
"for want of a nail"—or an O-ring 
either. 

The fact is that in the case of 
productions like "BLUE WATER", that 
is, technically off-beat and physically 
inaccessible, reliable equipment and the 
capability of field maintenance and re¬ 
pairs are the sine qua non. Clearly, I 

mean this in the negative sense: it's not 
what wins the game, but it can easily be 
responsible for losing it. 

Practically the entire film was shot 
with six 35mm Arriflex IIC Techniscope 
cameras. Two of these were assigned to 
James Lipscomb for surface photog¬ 
raphy, three were assigned to the under¬ 
water unit and the last one we fought 
over. 

I selected the Techniscope system for 

During their 12,000-mile, six-month sea-hunt safari, the underwater cameramen encountered 
hundreds of sharks of all varieties, plus moray eels, giant turtles, large groupers, barracudas and 
an underwater wreck—all of which were recorded faithfully on film and add to the suspense of 
the picture. 

several reasons. A wide aspect ratio 
seemed clearly indicated because of the 
normally horizontal orientation of ma¬ 
rine creatures—a sixteen-foot shark has 
an extremely wide aspect ratio—the 
right look for seascapes and undersea¬ 
scapes and its suitability for shipboard 
shots, as well. With the two-perforation 
pulldown of Techniscope (as compared 
with the normal four-perforation pull¬ 
down) a 400-foot load, the largest we 
could handle, runs 8 minutes and 53 
seconds at 24 fps. This is, of course, 
precisely double the run obtained at 
four perforations per frame; an enor¬ 
mous advantage in underwater work. 

We needed to use the fastest possible 
extreme wide-angle lenses. A big shark 
swimming directly across the camera 
front at close range subtends a very 
wide angle indeed. When the shark turns 
and comes straight in toward the cam¬ 
era, certain other problems—which 
should be immediately apparent to the 
alert reader—become more pressing than 
the angle of view of the lens. The fastest 
and most extreme wide-angle lenses are 
spherical, not anamorphic, and Techni¬ 
scope is the only very wide-screen sys¬ 
tem that can be used with a spherical 
lens. Wide aspect ratio, maximum run¬ 
ning time per load and lens require¬ 
ments: these were the factors that dic¬ 
tated the use of Techniscope. 

Our primary underwater lenses were 
18mm, F/1.8 (T/2.0) Kinoptiks (Apo- 
chromat) and 9.8mm, F/1.8 (T/2.3) 
Kinoptiks (Tegea). In the very clear 
waters off South Africa and in the 
Mozambique channel, we tended toward 
the 18mm's; in the turbid conditions off 
Ceylon and South Australia, we went 
more often with the 9.8mm's. The 
9.8mm lens is very heavy and, for 
optimum results, should be fitted with a 
support. 

Lenses as wide as these call for a 
corrective port, not simply a flat port, 
due to the refraction of light rays as 
they pass from the water medium, 
outboard of the camera housing, 
through the interface into the air medi¬ 
um inside. This refraction through a flat 
port will cause a narrowing of the field 
of view and progressive distortion of the 
image away from the axis of the lens. 

I would refer anyone interested in 
this problem to the published works of 
Mr. Gomer T. McNeil, president of the 
Photogrammetry Division of Data Cor¬ 
poration (formerly Photogrammetry, 
Inc.) to whom I am indebted for gener¬ 
ous and invaluable assistance. Although 
the principles are fixed, the specific 
solutions vary with respect to the lens 
used. Mr. McNeil's solutions are proba- 
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(LEFT) Filming of the more dangerous denizens of the deep was done from special aluminum shark cages designed by the author and on which he 
holds two patents. (CENTER) The divers, disregarding their own safety, often moved outside the shark cages to get better camera angles—a most 
hazardous procedure under conditions where sharks are feeding. (RIGHT) Two cameramen swim toward the surface to get shots of a whale, 
harpooned off the coast of Durban, South Africa. Sharks often tear the wounded whales to shreds before they can be towed ashore. 

875 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1971 

(LEFT) The cameramen often operated from two shark cages in the water at the same time. These special diving "elevators", which operate without 
any surface connection, are autonomous and can hover stably for underwater filming. (CENTER) At one point, the Great White got hung up when 
he swallowed a huge hunk of meat roped to one of the cages. His thrashings were so violent that they endangered the diver inside the cage and he 
had to be cut loose. (RIGHT) Each underwater housing was fitted with a sunshade to avoid reflections from the surface. 

THE HUNTER: Peter Gimbel, of the depart¬ 
ment store family that doesn't tell Macy's, 
deserted the gray flannel world in favor of the 
adventure of hunting the Great White Shark. 

bly as elegant as any at the present time. 
The underwater housings for the 

Arriflexes were produced by Jordan 
Klein of Miami under the trade name 
MAKO. The worst thing I can say about 
them is that no two were identical. The 
underwater unit—including myself—had 
a long-running laugh about that. But 
none of us laughed when we got down 
to cases: through months of abusive and 
constant use, no MAKO housing ever 
gave us a problem. 

Each housing was fitted with a sun¬ 
shade, mandatory—because without one 
you will often get a crescent-shaped 
reflection ring in the lower portion of 
the frame caused by surface brilliance 
when the camera tilts at a certain angle. 
The housings also had an underwater 
light meter (Sekonic Marine) attached 
to the top of the left handle and a 180° 
sport finder with the field for the 18mm 
and 9.8mm lenses indicated. An optical 
Continued on Page 952 

THE HUNTED: In a reversal of roles, the 
deadliest cold-blooded predator in the world 
became prey for the motion picture cameras 
that tracked him half way around the globe. 



“BLUE WATER, WHITE DEATH” 
Shooting the top-side scenes for a basically underwater documentary, 
in authentic cinema verity style, offered its own special challenges 

By JAMES LIPSCOMB 

Co-director/Surface Cinematographer 

At a round, dark oak table in the 
Ginger Man restaurant in Manhattan in 
the Spring of 1968, over raw steak, 
onions and capers, Peter Gimbel told me 
the problem. 

"A few people have shot fine sync- 
sound 16mm films and blown them up 
for theatrical showing—Dylan, Faces— 
and a lot of people have used wild or 
dubbed hand-held 35mm shots in fea¬ 
tures. But that's not good enough. I'm 
going to lead an expedition to the 
Indian Ocean in a ship called the Terrier 
VIII. We're in search of the most dan¬ 
gerous species of shark in the world—the 
Great White—and we want to photo¬ 
graph the story of the expedition in 
cinema verite style using 35mm sync- 

sound. Arri is producing a light-weight, 
blimped 35mm camera, but we can't 
wait for it. What do we do?” 

I had known Peter, mostly by reputa¬ 
tion, for a long time. His first pictures 
of the sunken Andrea Doria were fa¬ 
mous. I remembered a marvelous piece 
he had written on sharks for Sports 
Illustrated. He had parachuted into an 
uninhabited region of the Andes and 
dived with seals under Antarctic ice and 
with Blue sharks in the Atlantic. He is 
an adventurer and a fine cameraman. He 
had the financial backing of Cinema 
Center Films for his cinema verite fea¬ 
ture. 

Everyone connected with the long, 
slow development of cinema verite in 

the United States knows what a break¬ 
through that represents. Back in 1961 I 
had been a member of Drew Associates 
where, with Drew, Leacock, Pennebaker 
and Shuker, we had been instrumental 
in introducing the cinema verite tech¬ 
nique in America through the produc¬ 
tion of 16mm sync-sound specials for 
television. 

Since those early days I had been 
involved variously as soundman, editor, 
cameraman, director and producer of 
16mm cinema verite films. MOONEY 
VS. FOWLE (high school football) CRI¬ 
SIS (the confrontation between the 
Kennedys and Governor Wallace) and 
STORM SIGNAL (the story of a drug 
addicted couple) had won us prizes at 
film festivals and attracted praise from a 
few critics who, unlike Jack Gould of 
the New York Times, were able to 
recognize in those films the excitement 
of a newly developing form. 

We had seen our style develop—at 
least on television—from a disreputable 
form which agencies and sponsors resist¬ 
ed, to a cachet where the words "cine¬ 
ma verite" were often used as a hot-sell 
pitch in the presentation of even the 
most stodgily conventional docu¬ 
mentary. 

But all of us had known that some¬ 
day, somehow, someone would get to¬ 
gether the money for a true cinema 
verite, theatrical feature. The time was 
right. Bruce Brown, with his very enjoy¬ 
able but old-fashioned ENDLESS SUM¬ 
MER, had proved that a documentary 
could make money. Pennybaker, shoot¬ 
ing in black and white, had made a 
modest success with his skimpily- 
budgeted cinema verite film about Bob 
Dylan. MONTERAY POP had been shot 
on a larger budget, but for television. 
The Maysles were just finishing SALES¬ 
MAN, but had been forced to finance it 
themselves. WOODSTOCK had not yet 
happened. 

All of us in New York, who had been 
working so long in the reality film 
tradition, knew that the real break¬ 
through into successful features had yet 
to be made, and a number of us had 
been trying for some time to get the 
money to make such a film. 

The author, Co-director/Surface Cinematographer James Lipscomb, shown with Techniscope- 
adapted 35mm Arriflex camera in a modified Cine 60 blimp. Addition of an offset viewfinder 
eyepiece improved the balance of the cumbersome rig and made extensive hand-holding of the 
camera (mounted on body-brace) possible. 
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Now, here was Peter Gimbel sitting 
across from me in the Ginger Man, 
telling me he had $750,000 from Cine¬ 
ma Center Films to make the first 
adequately financed cinema verite fea¬ 
ture. 

A few wary questions and we had 
both established between ourselves that 
we were talking about the same kind of 
film. “Cinema verite" means so many 
different things to different people. The 
French, for instance, use the term to 
designate improvised film. In the U.S. 
one hears films like MEDIUM COOL 
called cinema verite, but marvelous as 
MEDIUM COOL is, it is, except for a 
few scenes, a film relying on script, 
actors and a director, like any other. 

Peter and I were talking about a film 
in which the film-maker photographs a 
real experience as it happens to people 
who are not acting fictional roles. We 
both wanted to tell the real story of the 
expedition with all the excitement, dan¬ 
ger, problems, disappointments and per¬ 
sonality conflicts we knew might arise 
during the course of a six-month expedi¬ 
tion. 

And Peter wanted to shoot it in 
35mm. In order to shoot a reality story 
a cameraman needs a light-weight cam¬ 
era so that he can move quickly. There 
are a number of light, quiet 16mm 
cameras for that kind of shooting, but 
all the 35mm cameras then available 
were too noisy for sync shooting and 
blimps that were big enough to cut the 
noise were too heavy for anyone to 
carry. Everything that I knew about 
35mm vs. 16mm for cinema verite films 
led me to believe it would be better to 
shoot in 16 and blow up the release 
print. Still, I was willing to give it a try. 

Peter had already decided that he 
would like to shoot in Techniscope. The 
two-sprocket pull-down uses up film 
just half as fast as the regular four- 
sprocket, academy aperture format, and 
that extra long run is important for 
underwater cameras which are such 
beasts to reload. 

We were both aware of the problems 
some producers have reported experi¬ 
encing with Techniscope, but with the 
first tests, I found an unexpected bonus. 
An Arriflex 35 camera, pulling down 
two sprockets per frame is running just 
half as fast as normal and therefore 
makes just about half its usual noise. 
Suddenly the blimping problem 
dropped from utterly impossible to al¬ 
most impossible. 

The best blimp for our purposes was 
Cine 60's fiberglass and lead creation, 
but for hand held shooting it has two 
serious weaknesses: 1) The viewfinder is 
Continued on Page906 

(ABOVE) The reason for it all—The Great White Shark, deadliest cold-blooded predator in the 
sea. It was in quest of this man-eating monster of the deep that the filming expedition was 
formed. He was finally discovered off South Australia's Dangerous Reef, after a six-month 
12,000-mile sea hunt. (BELOW) Valerie and Ron Taylor, two of Australia's most renowned 
underwater experts, who joined Peter Gimbel's search for The Great White Shark. 
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Magna-Tech's 
electronic method 
of altering sound tracks 

makes “looping” obsolete. 
If you are still making hundreds of loops 

for a single feature, then consider a fast, 
precise and economical method of altering 
sound tracks that makes “looping” obso¬ 
lete. 

The new Magna-Tech system electronic¬ 
ally synchronizes a reel of picture with a 
reel of full-coat magnetic sound-recording 
film. Footage and frame “PRESETS” per¬ 
mit the recordist to select the scene to be 
“dubbed” and to fully control the advance 
and return of the film as the actor voices the 
line to be “dubbed.” 

The system is so accurate it will even 
permit the change of a single word with¬ 
out danger of erasing an adjacent word. 

High speed return of the film to “start” 
saves time and permits new starts without 
waiting for a “loop” to complete its trip. 

Actors, who so often succumb to the 
rhythm of a loop, are spared this hypnotic 
interference. Acceptable “takes” can be 
stored on the 3-track film and replayed for 
final selection. 

A complete remote control system is 
provided the director so that, once the 
recording engineer has preset footages, 
the director can take over if he wishes 
and directly control every facet of the 
recording. 

The Electronic Looping System pre¬ 
cludes the need for cutting loops and elim¬ 
inates the need for editing of the track. 
Complete reels of the motion picture are 
run in synchronization with the full-coat 
magnetic film on which the sound track is 
recorded. Transfer of the best takes is 
then made to the third track of the same 
recorder. 

This track now has all of the final takes 
in sequential position and ultimately per¬ 
mits the screening of the picture and the 
final edited track in perfect synchroniza¬ 
tion. From this point the track is ready to 
go to a mix and no further editing is re¬ 
quired. 

Master Magnetic Pick Up 
Recorder with Selective Erase 

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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RANK TAYLOR HOBSON 

LENSES 
OF 
QUALITY... 
...MOTION PICTURES 

OF PERFECTION! 

NEW third generation 
6mm 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. 

INE7J-.!-W— mi ivt 

making when qi 
ture taking is a 
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. 

MI* FINE OPTICS FOR OVER 80 YEARS 

COOKE SPEED PANCHROS 

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

Sold through leading motion picture equipment suppliers. 

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 

AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1971 879 



HAL MOHR, ASC, VISITS 
KENT STATE UNIVERSITY 

Veteran cinematographer bridges the generation gap 

between the pioneers of the film industry and the 

"new film-makers"-with everyone enjoying the encounter 

By ALEX GILDZEN 

It was Hal Mohr Day at Kent State 
University but Hal Mohr wasn't sure he 
was going to like it. 

The two-time Oscar winner who flew 
in from an Albuquerque meeting was 
recovering from a case of ptomaine. 
Then, upon arriving in Ohio, he was told 
that his friend Henry King—also being 
honored with his own day as part of a 
silent screen seminar at the University— 
was hospitalized on the west coast and 
unable to come. Mohr had already 
planned to stay on campus two extra 
days to see King. 

On top of that, the print of "SPAR¬ 
ROWS'', which Mohr filmed with 
Charles Rosher, hadn't arrived from 

Hollywood and for the seminar's Thurs¬ 
day evening program at which he was 
slated to appear a poor reduction print 
of von Stroheim's "THE WEDDING 
MARCH" was substituted. 

But before the three-day seminar 
sponsored by the University's Artist- 
Lecture Series was over, Hal Mohr was 
having the time of his life. 

The hazy print of "THE WEDDING 
MARCH" didn't deter the students who 
received Mohr warmly the opening night 
of the seminar—but for the cinematog¬ 
rapher the quality of the print com¬ 
bined with his dislike of the film to 
produce a sour note. 

Mohr, in his Ed Begley voice, de¬ 

Meeting in an informal seminar with Kent State students interested in cinematography, Mohr 
discusses such subjects as the depth of field of lenses. He was encouraged by the many intelligent 
questions asked of him during these discussions. 

scribed von Stroheim as a perfectionist 
whose sense of detail was exceptional. 
He recalled that the director charged his 
script girl with making an exact note of 
the location of each petal that fell on 
the performers during the famous love 
scene. 

He became more animated, however, 
as he discussed the tricks he invented 
for ''A MIDSUMMER NIGHT'S 
DREAM" and as he staunchly defended 
the Academy Awards. 

Alan Crossland's "GLORIOUS 
BETSY", which Mohr photographed in 
1928 and which was restored especially 
for the seminar, had opened Hal Mohr 
Day on campus. It was reshown the 
following morning in a cinematography 
class of Prof. Richard Myers, whose own 
films include "CORONATION" and 
"EVERYBODY KNOWS FAY WRAY". 

As the Dolores Costello-Conrad 
Nagel feature was shown, Mohr ex¬ 
plained techniques he used in the film. 
He was especially interested in student 
reaction to vignetting which he feels 
deserves a comeback. "Not in all films, 
of course," he quickly added. 

Mohr pointed out that the inserts— 
such as a hand holding a locket with 
Miss Costello's picture—were not shot 
by him and that it was noticeable since 
they were clear and didn't have the 
softened edges he developed for all his 
shots. 

The white-haired cinematographer 
was supposed to talk with the class for a 
half hour. Three hours later—which 
took him from the days he directed 
Harold Lloyd and Bebe Daniels in Rolin 
Fairfield Studio comedies to his experi¬ 
ences photographing "THE LAST VOY¬ 
AGE" in 1960—Mohr reluctantly left 
the classroom so that he could make it 
to the screening of "THE VANISHING 
AMERICAN", first of three Lois Wilson 
films being shown as a tribute to the 
silent screen leading lady. 

Although Mohr had a reputation for 
photographing Hollywood's most glam¬ 
orous women, he never worked with 
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Miss Wilson. But as soon as she arrived 
in Kent, the pair responded like lifetime 
friends. 

"Don't worry about the crowd being 
small, Lois," he warned her before her 
Friday evening appearance. "They're 
warm and appreciative and will ask a lot 
of good questions." 

Mohr kidded the actress that they 
shared "equal billing" along with King 
on the large poster advertising the semi¬ 
nar. 

But the highlight of the three-day 
program turned out to be the Saturday 
screening of William Beaudine's "SPAR¬ 
ROWS", which finally arrived from the 
west coast where Mary Pickford had 
given special permission for it to be 
reduced for showing at Kent State's 
tribute to her former cameraman. Mohr 
hadn't seen the film since its original 
release in 1926 and it immediately 
became his favorite film. 

"I'm as emotionally upset as I know 
some of you must be," Mohr said as he 
made his way from his seat in the 
auditorium through the applause to the 
stage. 

"I must say I think it's just as fine 
today as it was then," he said about 
"SPARROWS". He gave primary credit 
for the cinematography to Charles 
Rosher, ASC, "who knew all the little 
tricks of photographing her (Miss Pick- 
ford)." 

Mohr said the film was done entirely 
at the Pickford-Fairbanks studio within 
the confines of a 5-acre area. The set, 
including the swamp, was the work of 
Harry Oliver, now living at the Motion 
Picture Country Home. 

"He was the greatest man that ever 
lived as far as art direction was con¬ 
cerned," commented Mohr. 

Discussing the scene in which Christ 
appears, Mohr said, "Nature didn't build 
that set. Harry Oliver did.” 

One of Oliver's ideas that hasn't been 
used since, to Mohr's knowledge, was 
employed in the boat-chasing sequence. 

"The long shots of the boats were 
done in miniature in a way that had 
never been done before and has never 
been done since. I've got to brag about 
this one because this again was Harry 
Oliver. We worked together on this. 

"Harry had a big tray on the stage 
one day and three or four bags of 
flaxseed. Flaxseed are about a third the 
size of a grain of wheat but terribly 
slippery. 

"He dumped the seed in this tray and 
then a sack of dry aluminum powder 
and stirred it up till it was luminous." 
The miniatures were pulled through the 
flaxseed by cables in a tank three to 
four feet deep. 

"It looked more like water than 
water itself. I added high lights and 
crosslights and there were a lot of 
shadows." 

Mohr also explained how the alli¬ 
gator shots were obtained. 

"In those days we had no optical 
printers," he told the students. "Double 
exposures and other trickery was per¬ 
formed within the camera itself by 
exposing the film over and over again. 

"The alligator part was exposed first 
so that the script clerk could take 
account of the moments when the 
alligators seemed to be leaping for the 
kids and that portion of the film was 
covered up and the rest of the aperture 
was exposed. 

"The action of the kids was timed 
against the action of the alligators," said 
Mohr, who termed the picture a success 
because of "the combined efforts of a 
group of exquisite craftsmen. 

"Don't let this die. This is too 
wonderful. I can't stop talking about 
this one," Mohr told his youthful inter¬ 
rogators. 

But a plane was waiting to take him 
back to California and his lovely wife 
Evelyn Venable—now a college profes¬ 
sor. 

Hal Mohr left Kent State University 
vowing he'd come back again and hop¬ 
ing to go to more universities to discuss 
his role in the early days of Hollywood 
filmmaking. ■ 

HAL MOHR, ASC, Past President of the 
American Society of Cinematographers and 
two-time winner of the Academy Award for 
"Best Cinematography", is one of the authen¬ 
tic pioneer cameramen of the industry, having 
worked continuously in it for more than 60 
years. Always an innovator, he was the first to 
use dolly and boom shots extensively, and 
was among the first to recognize the value of 
tungsten-halogen lighting. He also photo¬ 
graphed the first actual sound feature, "THE 
JAZZ SINGER". 

am 
. its 

(LEFT) When Mohr "raps" with students, the generation gap closes fast, because he has never 
lost his ability to accept new ideas. (RIGHT) Accompanied by a student guide, Mohr enjoys a 
brisk walking tour of the Kent State University campus. 
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For 50 years, T^e Standard <f Excellence.... 

magnasync 
moviola 

OUR GOLDEN YEARS-PROTECT YOUR GOLDEN HOURS 

SYNCHRONOUS MAGNETIC FILM 

SOUND RECORDING 
SYSTEMS 

MAGNASYNC/MOVIOLA presents its new line 
of Solid State Equipment for 16, 17.5 and 
35 mm film, furnished as either portable or for 
rack mounting, for 110 or 220 volt operation. 

Series 2200 
REPRODUCER 

Series 2200 
PORTABLE 
RECORDER 

STUDIO MIXING 
CONSOLES & 
CONSOLETTES 

Series 900 
STUDIO MIXING 
CONSOLETTE 

NAGRA-COMPATIBLE 
MICROPHONE MIXER 

PORTABLE FOUR CHANNEL 
MICROPHONE MIXER 

MOVIOLA 
LIBRARY READERS MOTION PICTURE 

EQUIPMENT 

World famous excellence that has 
achieved international acclaim and 
acceptance in the Motion Picture 
and Television Industry for 50 years 

MOVIOLA 
SYNCHRONIZERS 

MOVIOLA 
REWINDERS 

NEW 
“MOVIOLA 50’ 
First 16 mm 
viewer pro¬ 
duced by us. 

MOVIOLA 
SOUND READERS 

MOVIOLA ^ 
FILM EDITORS 

MOVIOLA 
CRAB DOLLIES 

MOVIOLA 
EDITING TABLES 

magnasync magnasync/moviola corporation 
SS39 RIVERTON AVENUE / NORTH HOLLYWOOD, CALIFORNIA / 91601 ■ (213) 877-2791 



IF YOUR SUPPLIER 
CAN’T SUPPLY YOU 
WITH REPLACEMENTS 
CALLTHE SUPPLIER 
WHO SUPPLIES 

We have the biggest, 

most modern lighting 

inventory in the East. 

We’ve been around longer 

than anybody (1921). So if you need 

lighting replacement parts, wouldn’t it be nat¬ 

ural to go directly to Charles Ross —your 

supplier does! Matter of fact, Charles 

Ross is the best place to go for all your 

lighting needs! Send for a rental rate schedule. 

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

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

to Fs-f-J « 

i INC. 333 WEST 52nd STREET, NEW YORK, N. Y. 10019, Area 212, Circle 6-5470 
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How good is the new Electro-Voice RE20 
studio dynamic microphone? 
Here’s proof from the new scoring 
stage at Glen Glenn. 

The fine reputation of Glen Glenn 
\Xi Sound Company rests on their 
knowledge of sound ... their ability to 
turn a full symphony orchestra into a 
perfect sound track for TV, the movies, 
or a new album. And their desire to be 
first with the finest. 

So for their new scoring Studio M, 
Glen Glenn engineers asked to see the 
latest products in every category... tape, 
film, electronics, and — of course — mi¬ 
crophones. Especially a new E-V dynamic 
cardioid microphone which they had seen 
in prototype form earlier. 

Glen Glenn put the RE20 to the test. 
Including days of studio experiments and 
actual sessions that pitted the RE20 
against every type of musical instrument. 
Plus a searching critique by the musicians 
themselves. The RE20 passed every test 
with flying colors. 

As a result, when Studio M was com¬ 
pleted, RE20’s were on the booms ... 
almost four dozen of them from our 
first production run. 

Since then, Glen Glenn has scheduled 
a number of major recordings with 
RE20’s. And the RE20 has often been 
used where previously an expensive con¬ 
denser was the automatic choice. Why? 
Because the RE20 has proved itself a 
significant advance in microphone design. 
With wide-range, peak-free response on 
axis (even the off-axis response is better 
than many other studio microphones on 
axis). Transient response rivals any other 
studio microphone, regardless of design. 
Directional control is uniform and pre¬ 
dictable from every angle. Yet proximity 
effect is virtually eliminated (a problem 
that plagues almost every 
cardioid — except E-V 
Continuously Variable-D® 
microphones). 

MODEL RE20 
dynamic cardioid studio 
microphone $425.00 list, 

less normal trade discounts. £lectturtf>fc£ 
A SUBSIDIARY OF GULTON INDUSTRIES, INC. 

In short, the RE20 does everything a 
good condenser does, and some things 
better. Without the complication of power 
supplies. Or special cables. Or shock 
mounts or windscreens (they’re both built 
in). Or the need for equalization just to 
overcome design faults. 

It’s simple. It’s flat. It’s rugged. It’s 
clean. With a 2-year performance 
warranty unmatched in the industry (it’s 
spelled out completely on the spec sheet). 
The RE20. For the studio looking for 
better sound. Your E-V microphone spe¬ 
cialist will gladly loan your studio an 
RE20 to make any tests you like. Call 
him today. 
P. S. For full technical data on the RE20, write us today. 
To find out more about Studio M, write Joe Kelly, VP, 
Engineering, Glen Glenn Sound Company, 6624 Romaine 
St., Hollywood. Calif. 90038 

ELECTRO-VOICE, INC., Dept. 911 AC 
681 Cecil Street, Buchanan, Michigan 49107 



“...and then, where I’d had nn idea nf what the 
exposure should be, one of the patients broke down...” 
—Edmund Bert Gerard discusses 

some of his experiences with the 

ARRI PRECISION EXPOSURE CONTROL 

it was a group therapy setting: ten 
racially mixed individuals together, in 
a small room, prepared to undergo 
some of the most intense encounters 
of their lives. Footage of the session 
could have immense impact and 
drama — assuming cinematographer 
Edmund Bert Gerard could get it all 
on film. 

“I had no idea beforehand where any 
specific individual would be seated,” 
writes Mr. Gerard, “so it was impos¬ 
sible to set my lights to accommodate 
the tremendous range in skin colors, 
i purposely kept one side of the room 
dark because ‘nothing-is-supposed- 
to-happen-on-this-side’ and because I 
wanted some silhouette effects. But 
suddenly all hell broke loose, and one 
of the group members on the dark 
side of the room broke down...two 
therapists rushed over to comfort him 
... and I had to pan, changing expo¬ 
sure as I went.” 

Normally the scene might have come 
out correctly on film, if Mr. Gerard was 
able to estimate his foot candles. But 
guesswork was unnecessary this time; 
his 16BL was equipped with ‘APEC’, 
the Arri Precision Exposure Control, 
which reads illumination through the 
camera’s lens. “It immediately regis¬ 
tered the change and allowed me to 
instantly compensate for the lower 
light level. Exposure was on the nose. 
As it developed, this scene was the 
most moving of the entire film.” 

Mr. Gerard has many favorable com¬ 
ments on ‘APEC’. “Naturally the sys¬ 
tem is not automatic. It simply reads 
the scene and provides the camera¬ 
man with the most accurate reflected 
light measurement possible, continu¬ 
ously visible in the viewfinder scale; 
now all relevant picture information is 
always available to the cameraman’s 
eye. Since ‘APEC’ I’ve been able to 
live dangerously with my lighting, yet 
the exposures are always in the mid¬ 

dle of the printing scale. And I couldn’t 
calculate how much time I’ve saved 
by not having to walk into the set with 
a handheld meter, to measure ail the 
delicate lighting balances.” 

Events happen suddenly in documen¬ 
tary shooting, and they change with¬ 
out warning; ‘APEC’s main purpose is 
to keep the cinematographer on top 
of all this, working with a greater ac¬ 
curacy than he’s ever known. States 
Mr. Gerard in conclusion, “after work¬ 
ing with it for almost a year, I cannot 
understand how l was ever able to get 
along without it.” The point is, now 
nobody has to. 

COMPANY OF AMERICA 
P.0. Box 1050, Woodside, N.Y. 11377 

1011 Chestnut Street, Burbank, Calif. 91502 
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SHOOTING 

IN EUROPE? SAM-MOBILE D 

Complete with 
more than 50 lamps... $1440 per week 

THE MOBILE TAILORED 
TO EUROPEAN 
CONDITIONS 

CAMERAS 

LENSES 

PANAVISION 

DOLLIES 
CRANES 

TRIPOD HEADS 

HELICOPTER MOUNTS 
LIGHTING EQUIPMENT 

RECORDERS 
SOUND ACCESSORIES 

TELECOMMUNICATIONS 

SOUND TRANSFER 

FOR ALL YOUR PRODUCTION REQUIREMENTS 
Arriflex, Auricon, Beaulieu, Eclair, Mitchell, 
Panavision, etc. 
Wide Aperture, Wide Angle, Normal, Telephoto 
and Zoom. 
Anamorphic and Spherical (non-anamorphic) 
lenses, 35 and 65mm. cameras, etc. 
Colortran, Elemack & Moviola. 
Up to 28ft. lens height. 
Cartoni, Miller, Moy, O'Connor, Ronford, Vinten 
& Worrall. 
Tyler Major, Middle & Mini. 
Colortran, Lowell, Mole Richardson, Battery 
portable. Strobe, Waynco Brutes, laniro, etc. 
Nagra, Westrex, etc., mono or stereo. 
Fisher Booms, all types of microphones. 
Walkie talkies. Transmitter/receivers up to 25 watts 
output, Loudhailers, etc. 
%in„ 8, 16, 17.5 and 35mm., by Westrex. 

EDITING EQUIPMENT: 

EDITING FACILITIES: 

DUBBING: 
VIEWING: 

PORTABLE PROJECTION: 
STILL CAMERAS: 

CLOSED CIRCUIT T.V.: 

CAMERA CARS: 

MOBILES: 
PRODUCTION FACILITIES: 

TECHNICIANS: 
FREIGHT AND 

PASSENGER HANDLING: 

Moviola & Steenbeck Editing Machines, Joiners, 
Synchronisers, Moy Numbering Machines, etc. 
Cutting Rooms, Production 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. 
Mamiya, Pentax. Polaroid. 
Plumbicon & Vidicon, T.V. Viewfinders for Film 
Cameras, VTR. 
With front, roof & rear platforms, Casper Camera 
I nsert Cars. 
Samcine — Hollywood Mobiles. 
Full technical crews as reauired. 
All grades. 

Our own Offices at London & Amsterdam Airports. 

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

►»»»: 
SAMCINE 

SALES 
LIMITED 

SAMUELSON 
FILM SERVICE 

LIMITED 
303-305,Cri cklewood Broadway 
LONDON NW2 6PQ. 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 

SAMUELSON 
ALGA-CINEMA 
 SARL 

24-26 rue Jean Moulin 
94 VINCENNES,FRANCE 
Tel :328-58-30/31/32 
Telex: 67 260 F 
Cables: Samcine PARIS 

303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 

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

303-305,Cricklewood Broadway 
LONDON NW2 6PQ. 
Tel: (01) 452 8090. Telex: 21430 
Cables: Samcine,London. 

►»»»>; 
SAMUELSON 
INTERNATIONAL 

Building 106, Schiphol East, 
AMSTERDAM 
Tel: (0 20) 17 199 0. Telex: 14613 
Cables: Samcine,Amsterdam. 



Compatibility. 
Many years ago, a foot in the face did nothing to disturb the COMPATIBILITY which 
existed throughout one 2-reeler after another. The cops had the situation well in hand 
and there was nothing to worry about. To their vast audience, they meant a nutty 
sort of security and dependability . . . and COMPATIBILITY . . . 

Today, for the professional film processor, 3M film means many of the same 
things. There’s certainly nothing nutty about it — but it does provide a feeling of 
security. And, most importantly, it’s COMPATIBLE. COMPATIBILITY means using 
3M Motion Picture Film with standard printing and processing equipment and chem¬ 
istry for convenience, 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 ^5101 — Telephone (612) 733-0020. 

Photographic Products Division 
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## 

By STEVE ROSEN 
Producer/Director 

How a group of concerned California high school 
students, trained and supervised by a professional 
film producer, served as crew in the making of an 
ecology documentary film to influence public opinion 

"SOS—SAVE OUR SEA” is a twen¬ 
ty-minute color documentary film that 
was made as the result of a collaborative 
effort by a professional film-maker and 
a group of high school students. It has 
been tremendously successful in the 
community for which it was intended 
and was shown nationally on NBC's 
"First Tuesday" show. The film was 
originally produced as a protest against 
the pollution of Monterey Bay by im¬ 
properly treated sewage. 

In September of 1969 over six miles 
of public beaches on the Monterey 
Peninsula in California were closed by 
the health department because the bay's 
water was contaminated with sewage. 
The students of the Monterey Peninsula 
high schools were understandably 
shocked at the news and wanted to do 
something that would open people's 
eyes to the importance of protecting the 
bay and the ocean as a whole. Wendy 
Bender, the teacher of a film apprecia¬ 
tion class at Pacific Grove High School, 
and several of her students had just seen 
"DDT—KNOWING IT SURVIVES US" 
(an environmental film that I made with 
Darrell Salk), and approached me with 
the idea of co-producing a similar film 
that would educate the people of the 
area about the need for a system of 
sewage treatment that would put a stop 
to dumping any more waste into the 
bay. 

I worked out a complete budget for 

them that came to a total of $6000—not 
much money to a film-maker, but an 
astronomical amount to high school 
students. In order to raise the money 
they formed the SOS Committee, an 
organization that united all of the Mon¬ 
terey Peninsula schools. They held rock 
concerts, auctions and solicited from 
local business and club groups. One day 
was designated SOS Day at the high 
schools and almost $1000 was raised in 
donations from the students themselves. 

While they were busy raising money, 
I was training four of the students from 
Pacific Grove High School to work as 
the film crew. Randy Tunnell, a senior 
with a background in still photography, 
was the cameraman. Linda Olmstead, a 
junior ham radio operator, worked 
sound. Maureen Goff and Steve Hughes 
were the production assistant and grip. 

Twice a week they would meet at my 
house and practice working with the 
equipment. All of the dialogue in the 
film would be cut from recorded inter¬ 
views with local scientists and city 
government officials (there would be 
no written narration), so quite a bit of 
our shooting would be done with dou¬ 
ble-system sound. Since none of the 
students had worked with sound or 
16mm, let alone sync-sound, I did ev¬ 
erything I could think of to keep the 
equipment simple. We used a 400-foot 
Bolex camera with an MST motor for all 
of our shooting. This camera was 

equipped with an Angenieux 12mm-to- 
120mm zoom lens and coupled to an 
Uher 1000 Pilotone Recorder with the 
traditional umbilical cord. Since almost 
all of our interviews would be shot 
outdoors, in close proximity to crashing 
surf, we used an Electro-Voice 649B 
lavalier microphone to eliminate micro¬ 
phone placement problems. For the 
"man on the street” material we used a 
Shure hand mike, held by the inter¬ 
viewer. 

The crew would arrive in Randy's 
panel truck after school, take all of the 
necessary cases and set up on the beach 
in front of my house. While Randy 
mounted the camera on the tripod or 
body-brace, Linda would put a roll of 
tape in the recorder and hook up the 
microphone and headphone cables, and 
Maureen would hang the lavalier micro¬ 
phone around my neck (I was the 
practice target). The recorder and cam¬ 
era would roll and Steve would step in 
and slate the scene. After several set¬ 
ups, the equipment would all go back 
into the cases and be returned to my 
house. After four weeks of dry runs, the 
crew was getting so that they could set 
up and break down as efficiently as 
professionals. It only remained to be 
seen what would happen when film and 
tape were actually running through the 
equipment. 

Our goal in making "SOS” was to 
show it to the voters before the upcom- 

(LEFT) Steve Rosen and Randy Tunnell photographing the sewage outfall pipe that dumps secondary-treated sewage onto the beach at the U.S. 
Army installation at Fort Ord, California. (CENTER) Setting up to film an interview with Dr. Welton Lee (back to camera), of Hopkins Marine 
Station, near the Pacific Grove sewage outfall pipe. (RIGHT) Getting ready to shoot a hand-held sync-sound interview. (Left to right) Steve Hughes, 
Maureen Goff, Linda Olmstead, Randy Tunnell and Steve Rosen. 
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(LEFT) The author instructs novice cameraman Randy Tunnell in the use of 400-foot Bolex 16mm camera, mounted on a body-brace. (CENTER) 
Steve Hughes slating scene for a sync-sound interview with Dr. James Mattison on board his boat at the Monterey Yacht Harbor. (RIGHT) One of 
the thousands of frames drawn by Michael Roberts for animation sequence. For the student crew from Pacific Grove High School, the filming was an 
opportunity, not only to perform an important public service, but also to learn the rudiments of professional cinematography. 

ing bond elections in November. These 
bonds were to raise money to improve 
the sewage plants in Seaside and Pacific 
Grove to provide secondary treatment. 
Although this would not solve the 
whole problem, it was a step in the right 
direction and we wanted the bonds to 
pass. We hoped our film would have 
some effect upon getting them passed. 
Unfortunately, just as we were about to 
start shooting, early in March, the bond 
election was moved up to June, giving 
us less than three months to shoot and 
edit the film and get it shown on 
television. 

I compressed our shooting schedule 
to eleven days. In that time we would 
interview fourteen scientists and local 
politicians. The appointments were all 
made in advance, and the evening before 
the interview Randy, Linda, Maureen, 
Steve and I would get together and 
decide what questions we would ask. 
The next day we would arrive and be set 
up in 15 minutes. First we would 
interview on tape only. Then we would 
go back over interesting questions on 
camera. Some pointed questions were 
reserved for the on-camera interview so 
that the response would be spontane¬ 
ous. By reading the past months' papers 
it was easy to know in advance how 
each person would react and what they 
would say. This method of working, 
although probably not the best, certain¬ 
ly proved to be the most economical. 
The entire 20-minute production was 
made on 5000 feet of 7255 raw stock. 
In addition to interviews, we also photo¬ 
graphed scenics above and below the 
surface of Monterey Bay, two sewage 
treatment plants, three student demon¬ 
strations protesting pollution, surfers, 
skin-divers, and children playing at the 
beach. All with a crew that had never 
used the equipment before. 

While we were shooting the live 

action material, Michael Roberts, a sen¬ 
ior at Pacific Grove High School, was 
drawing thousands of pictures for a 
three-minute animation sequence. He 
drew on plain white three-ring binder 
paper and set up a production line of 
student painters. While the last cells 
were madly being painted and laid out 
around my house to dry, Randy and I 
started to shoot on our animation stand; 
a tripod with a spring-wind Bolex point¬ 
ed at a three-ring frame (for registra¬ 
tion?) on the floor. 

Original music for the film was pro¬ 
vided by three local musicians. Dave 
Lowe, then a student at Monterey Pen¬ 
insula College, had written and per¬ 
formed guitar music for several of my 
other films, including "DDT—KNOW¬ 
ING IT SURVIVES US". He worked up a 
basic melody and got together with Chris 
Mathews, a flutist from Monterey Penin¬ 
sula College, and Craig Callus, a guitarist 
from Pacific Grove High School. 
They had never met, but almost without 

a word, they played together improvis¬ 
ing from the original tune. We recorded 
the music in my living room with the 
Uher and one microphone stuck in the 
neck of a bottle. Their first set together 
is the music track used in the film. 

"SOS—SAVE OUR SEA" was com¬ 
pleted just two days before its sched¬ 
uled airtime on KMST in Monterey, 
thanks to Quinn Young at Cine-Chrome 
Laboratories, who timed the good first 
answer print. The show was aired and, 
one week later, the bond issues were 
voted on and passed by overwhelming 
majorities. Many of the people who 
were interviewed at the polls by the 
"First Tuesday" crew had seen the film 
on television and said they had been 
influenced by it. The people who had 
been fighting the pollution problem in 
Monterey Bay believe that the bonds 
would not have passed at all if it had 
not been for the students of the Monte¬ 
rey Peninsula Schools, the SOS Commit¬ 
tee, and the film that they produced. ■ 

(LEFT) Art student Michael Roberts designing the three-minute animation sequence for 
"SOS—Save Our Sea". (RIGHT) Dave Lowe working on the original guitar score which he 
composed and recorded for the film, together with flutist Chris Mathews and guitarist Craig 
Callus. 



PRINCE PHILIP'S ADDRESS AT 

A Royal "spectator" of motion pictures weighs technology 
against the talents of technicians in film production 

(EDITOR'S NOTE: During the recent FILM 
'71 International Film Technology Confer¬ 
ence and Exhibition, held in London, the 
Guest of Honor, H.R.H. Prince Philip, the 
Duke of Edinburgh, addressed and officially 
welcomed the assembled delegates from many 
nations. While the Duke emphasized the fact 
that he could speak only as a spectator of 
films, many of the ideas which he expressed 
are, we feel, directly pertinent to the work of 
film technicians throughout the industry. For 
this reason, we are, herewith, publishing his 
address in its entirety. Prince Philip was 
introduced to the Conference delegates by 
David Samuelson, Chairman of the British 
Kinematograph Sound and Television Society, 
which sponsored the event.) 

DAVID SAMUELSON: Your Royal 
Highness, ladies and gentlemen: Forty 
years ago when this society was founded 
to serve the British kinegraphic indus¬ 
tries, we already had international con¬ 
nections. The BKSTS was formed after 
the London branch of our American 
sister society, the SMPTE. And today 
we are gratified to find ourselves the 
focal point of a forum for film, sound 
and TV technicians from all over the 
world, and we are particularly gratified 
to welcome you, sir, the most inter¬ 
national of princes. 

In honoring our society by visiting us 
today, you underline the importance of 
film as the most universal means of 
communication in the world. We have 
delegates here from more than 35 differ¬ 
ent countries, which is indicative of the 
fact that film is the most internationally 
standardized form of mass-media com¬ 
munication. Languages differ, forms of 
writing differ, TV standards differ, 
people's minds differ—but a reel of 
16mm or 35mm film from any one 
country can be replayed on the equip¬ 
ment of any other country. Because of 
this, film is the most powerful medium 
for international understanding, even if 
the eventual meaning or message is that 
we all differ. You, sir, if I may say so, 
must be the most qualified man on 
earth to speak about the use of film as a 
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form of communication. I doubt if any 
other person, anywhere, has been filmed 
as often or in as many places by as 
many cameramen, for as many reasons 
and to such good effect, as yourself. 
You must, indeed, be a connoisseur of 
the ways of film cameramen. 

You and I, sir, have met many times, 
with little more than a lens, a roll of 
film and a camera mechanism between 
us, and such is the power of the medium 
that you are recognized wherever you 
go, but the faces behind the camera 
always remain anonymous. There are, of 
course, certain notable exceptions. As 
an old newsreel cameraman, now retired 
from that particular activity, I owe you 
a number of apologies, sir. I apologize 
for the time at the Cowes Regatta when 
the water from my launch almost cap¬ 
sized your sailing yacht, Bluebottle. I 
apologize, too, for the time when I was 
so disrespectful as to suggest, as you put 
it, that you did a little play acting when 
I thought that by standing still you were 
not projecting your best image. I'm 
sorry, sir, that I got in the way when 
you turned the hose on at the Chelsea 
Flower Show. I'm sorry, sir, that my 
camera was running at a polo match 
when your pony was unfaithful to you, 
but I can only say that my intentions 
were always good. When you speak here 
today, sir, only about 400 of us will be 
privileged to listen, but through the 
media of film, sound and TV, it is 
possible that millions upon millions 
throughout the world will join us. I 
respectfully submit, sir, that, after your¬ 
self, the most important men in this 
room are those who will transmit your 
message far and wide. We listen with 
only one pair of ears; they listen with 
millions. Thank you, sir. 

PRINCE PHILIP: Mr. Chairman, ladies 
and gentlemen: In spite of all the 
superlatives expressed by the President, 
I am, in fact, very ignorant about the 

H.R.H. Prince Philip, the Duke of Edinburgh, 
addresses delegates to the FILM '71 Technical 
Conference, meeting at London's Royal Lan¬ 
caster Hotel. 

technology of the film industry. And 
neither—and I hate to confess this in 
this company—do I take any films my¬ 
self. I haven't really thought of this idea 
of appearing on so much film. It strikes 
me that perhaps I ought to stick out for 
a royalty on the footage. 

Well, I'm not here as an expert on 
films. I'm attending this session merely 
to offer my very warm and cordial 
welcome to all of the delegates attend¬ 
ing this international conference and I 
hope you will find both the sessions and 
the social events and the outside visits 
interesting and enjoyable. And now, 
having said that, I feel that it would be 
far safer if I sat down. However, I think 
anything quite so abrupt might look a 
little rude, so you'll have to put up with 
a few platitudes. 

Now, in spite of a lot of incidental 
appearances on film, the only claim I 
can make to do with films at all, is that 
I am a spectator. Indeed, I suppose I've 
been watching films for so long that I 
can remember the transition from the 
silents to sound. In fact, films have been 
part of my cultural background ever 
since I started to grow up. I think I can 
also claim to have grown up with the 
development of international confer¬ 
ences. The League of Nations' activities 
in Geneva were amongst my earliest 
recollections. I can't remember exactly 
what they talked about, but I do re¬ 
member that they did talk. 

And since those days, international 
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conferences on every sort of likely and 
unlikely topic have blossomed out all 
over the world. Cynics might suggest 
that most of them are just excuses for a 
paid holiday and a happy get-together in 
a nice place and an excursion for the 
wives. Well, some of them may very well 
be like that, but most of them, I think, 
have a serious purpose. 

None can deny that talking shop, 
discussing your business with other 
people in the same business from other 
parts of the world, has a certain fascina¬ 
tion all of its own. In fact, in my 
opinion, talking shop is about the best 
basis for international understanding 
that you can hope to find anywhere. 

And that sort of discussion breaks 
down all barriers of language, of race, of 
creed, of nationality, of class and any¬ 
thing else which divides people. And no 
amount of correspondence or technical 
articles are quite the same as an hour 
with a man face-to-face, who knows as 
much about your business, if not more, 
than you do yourself. 

Even if you can't get to talk directly 
with the famous figures in your busi¬ 
ness, you can, at least, hear them talk 
about it in their lectures. And, in 
addition, the opportunity to visit and 
see in operation establishments involved 
in a familiar business in another country 
can be extremely valuable. It may not 
be better, you may not see anything 
which is better than what you do 
yourself, but to appreciate a different 
outlook to common problems can be 
very revealing. 

That's why I am so delighted to be 
able to welcome so many guests to this 
conference. I'm sure everyone will find 
at least some of the papers and some of 
the personalities in the conference pro¬ 
gram interesting and instructive and I'm 
equally sure that many of you will go 
home having made new and firm friend¬ 
ships, or having had the pleasure of 
meeting old friends. You may have 
disagreed with one another, and with 
many of the views that have been put 
forward, but you may also have learned 
something, as well. Out of all of this, 
the industry in which you work is 
bound to benefit. And, speaking as a 
spectator, it is this possibility which 
interests me most directly. 

In the early days, of my own as a 
spectator as well as the industry's, al¬ 
most everything was being done for the 
first time and the very newness of the 
medium tended to make even the ham¬ 
miest acting, the thinnest stories, the 
most inadequate technical standards, 
fascinating and welcome entertainment. 
But even so, even with these limited 
possibilities, they made some splendid 

films. And as the technology improved, 
so the subjects, and the stories and the 
acting seemed to develop with it. Per¬ 
haps it's simply that years of spectating 
developed a more acute, and a slightly 
sour, critical faculty. But I must confess 
that the recent years have left me in a 
dreadful muddle. There is absolutely no 
doubt that the technology available to 
filmmakers has made tremendous 
strides, but, unfortunately good tech¬ 
nology has not guaranteed good films, 
and this is where the rub comes. Be¬ 
cause, while we can all agree about 
color, about focus and sound and 
scratches and all the technical qualities 
of a film, I don't think there could ever 
be general agreement about the use to 
which this technology is put. 

After all, technology cannot write a 
story. While it may help an actor, it 
can't play any part itself. When you 
come to think of it, splendid dramatic 
stories were being written and produced 
and projected long before technology 
got into the act. 

The difficulty with this business is 
that it requires real talent in all depart¬ 
ments—talented writers, talented pro¬ 
ducers and directors, talented and pro¬ 
fessional actors, cameramen, lighting 
and sound engineers and all the others 
in the backrooms working with the 
black boxes, and it's only when you've 
got a team like that together that the 
technology becomes really important. 

The best equipment in the hands of 
unimaginative and incompetent ama¬ 
teurs is as useless as a piano in the hands 
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of someone who is tone deaf. Equally, 
when it comes to making money, there 
is no substitute for talent and compe¬ 
tence. 

Talent can only be found and en¬ 
couraged—but competence can be 
learned, and if this conference helps to 
make any of you more competent, more 
knowledgeable, more familiar with new 
developments, it will have been worth 
your while and a direct contribution to 
the future welfare of this industry, 
which is playing such a vital part in the 
entertainment, the education and the 
information of the peoples of the world. 

HONORS FOR DESIGNERS AND 
OTHER PERSONALITIES. 

On June 24, personalities from vari¬ 
ous parts of the world were presented 
with Honorary Fellowships in the 
BKSTS. These included Drs. A. Arnold 
and R. Richter, joint partners in the 
Arnold & Richter (Arriflex) company, in 
recognition of their contributions 
towards a high standard of cinematog¬ 
raphy; Pierre Angenieux, for his contri¬ 
bution towards optical design and tech¬ 
nology in TV and cinematography; 
Austin Coma, general manager of the 
Eclair company, who has been a driving 
influence in the development of many 
revolutionary concepts of camera de¬ 
sign; Robert Gottschalk of Panavision, 
whose policy of close collaboration with 
Continued on Page 915 

George Mitchell, designer of the world-standard Mitchell camera, accepts certificate of Honorary 
Fellowship in the BKSTS from David Samuelson, Chairman of the Society. Both the senior Mr. 
Mitchell and his son Tom, who accompanied him to FILM '71, have expressed deepest gratitude 
for the extraordinary hospitality and many kindnesses extended to them by their British hosts 
while they were in London. 
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STUDIO 1310 

QUALITY SOURCE FOR 

• Cameras • Zooms • Blimps 

• Dollies • Nagras • Generators • Lighting 

• Grip equipment • Camera maintenance • Repairs 

ALSO COMPLETE PRODUCER SERVICES IN AIR CONDITIONED COMFORT. 

• Sound stage, with permanent plaster eye, and lighting grid. 

• 30 seat projection theater 16/35mm interlock. 

• Editing rooms, equipped with Steenbeck or Kern 16/35mm editing 

machines 

STUDIO MOBILE for 

location Filming 

Write for our rental catalogue 

STUDIO 1310 
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SOS PHOTO-CINE OPTICS, INC 
A DIVISION OF F&B/CECO INDUSTRIES,INC. 
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SOS/Tokiwa 
35 MM Portable Sound 
Projection System 

An excellent quality, lightweight, 
precision system for Theatres, 
Studios, Road Companies, Schools, 
Colleges, Business and Industry 

Features: • Lightweight, easy to carry 
• Converts quickly for standard, 

Cinemascope6 and wide screen 
projection 

• Heavy-duty, fire-resistant 
construction 

Registered trademark 20th Century Fox 

■ High light-transmission 
efficiency 

' 2000' magazine and reel 
»1500 W incandescent 
lamphouse 

■ Portable amplifier 
■ High-fidelity speaker system 

T-60 Sound Projector 

Carrying Cases 

Type T Speaker System 

Type T Portable Amplifier 
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“Scoopic 16 shoots the news faster than any other 
camera available.” ..Says Henk de Wit, Director of Photography at KDFW-TV Dallas. 

Canon’s Scoopic 16. Made for action moments. 
Because it shoots them faster than any hand camera 
around. That’s a large claim for an under 7-pounder. 
Uniquely designed hand-grip. Fully automatic expo¬ 
sure control with manual override. A built-in zoom 
lens. Motor drive and auto threading. All adding up 
to a perfect shot. Everytime. 
Close-ups, medium and long shots, zooms, tele¬ 
photos, wide angles. Even “follow” shots. Instantly 
focused. Indoors and out. Filming ... not fumbling. 
Because your eye never leaves the view finder. 
You’re always in focus. Especially for the un¬ 
expected. 
Let us tell you more about Canon Scoopic 16. Why 
it’s the best, most reliable professional camera 
around. At only $1250. Use our coupon to request 
illustrated literature. 

Please tell me more about the Canon Scoopic 16. The 
"action moment" 16mm. In focus for even the unexpected. 

Canon/SCOOPIC 16 



CINESPHERE AND THE FILM 
FEAST AT ONTARIO PLACE 

Editor journeys to Toronto to see the world's 
largest movie in the world's most unique theatre 
and happily ends up in the big middle of the action 

By HERB A. LIGHTMAN 

Photograph taken while Cinesphere was under construction last year clearly shows steeply-rising 
circular tier of seats which accommodate 800 people. The most advanced film theatre in the 
world, Cinesphere can present any known motion picture format, including IMAX. It will be used 
as a continuing forum for the presentation of films made specifically to take full advantage of its 
unique projection facilities. It has proved, in its first season, to be the star attraction at Ontario 
Place. 

Toronto, Ontario, CANADA 
Shortly after we published a prelim¬ 

inary report on "Cinesphere at Ontario 
Place” (See American Cinematographer, 
March/1971), I received a visit in Holly¬ 
wood from Graeme Ferguson, who is 
not only one of Canada's foremost 
film-makers, but President of Multi¬ 
screen Corp. Ltd., as well. 

Multiscreen is the organization which 
developed IMAX, the world's largest 
motion picture format. A horizontal 
70mm format with a frame 15 sprockets 
wide, IMAX was the system used to 
produce the stunning documentary, 
"TIGER CHILD", which was shown in 
the Fuji Group Pavilion at Japan's spec¬ 
tacular EXPO '70 and was considered 
by many visitors to have been the "hit 
of the show." 

Ferguson, when I saw him in Holly¬ 
wood, had just finished his multiple 
chores as writer-producer-director-cine¬ 
matographer on the new IMAX produc¬ 
tion, "NORTH OF SUPERIOR", which 
was to be presented for Ontario Place 
visitors on Cinesphere's 60 x 80-foot 
screen, the largest in the world. He 
invited me to visit Toronto after the 
"mini-EXPO" had opened to the public, 
and see for myself what the IMAX 
format looked like when projected in a 
theatre ideally designed to do it full 
justice. I promised him that I would do 
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(LEFT) The Ontario Place Pavilion consists of five steel and glass structures which stand on steel stilts, rising 105 feet above the lagoons which 
inter-thread the man-made islands. Cinesphere can be seen in the background. (CENTER) Cinesphere is a white triodetic dome that rises 90 feet 
above the island. It is 110 feet in diameter. (RIGHT) Outside the Cinesphere stand William Shaw, Development Engineer for Multiscreen Corp. Ltd., 
and Graeme Ferguson, Multiscreen President and writer-producer-director-cinematoqrapher of "NORTH OF SUPERIOR". 
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(LEFT) Rear view of the giant I MAX projector, shown during reel change in Cinesphere. This is the same projector that was used for presenting the 
first IMAX production, "TIGER CHILD", in the Fuji Group Pavilion at Osaka's EXPO '70. A new 60mm wide-angle lens had to be designed and 
built in order to protect the IMAX format at Cinesphere. (RIGHT) In a scene from "NORTH OF SUPERIOR", a helicopter hovers in preparation 
for landing. 

so at the earliest opportunity—and 
that's how I happen to find myself, on a 
warm summer's day, in the midst of 
Ontario Place. 

Stretching along Lake Ontario's 
waterfront and supported on 105-foot- 
high steel columns rising from a series of 
man-made islands, is a futuristic com¬ 
plex of five interlinked modules, or 
"pods", which combine to form the 
Pavilion. Hard by, on what is more or 
less terra firma, squats the giant triodet- 
ic dome that is Cinesphere, the world's 
most advanced motion picture theatre. 

It rises 90 feet above the island, is 110 
feet in diameter and seats 800 people. 
The Pavilion and Cinesphere together 
comprise the vast permanent provincial 
showcase known as Ontario Place. 
Though I'm told its construction was 
vigorously opposed by certain local po¬ 
litical factions which considered it a 
waste of funds, judging from the enthus¬ 
iastic crowds that throng the area, I 
would say that Ontario Place is a smash¬ 
ing success. 

It is also very definitely motion 
picture-oriented, with some of the film 

presentations going pretty far out. 
Featured in the first "pod" of the 

Pavilion, for example, is a six-minute 
cinematic mood piece by Dennis Pike 
entitled "GENESIS", which, as one 
might expect, is calculated to show how 
the Earth was born. Mostly animated, 
and making use of such props as minia¬ 
ture volcanoes, the format consists of 
two identical 35mm Panavision prints, 

jDne of which has been flopped to make 
possible a long narrow mirror-image. 
The prints, butted together side-by-side 
Continued on Page 930 

(LEFT) Audience in tilted-back seats watches "NORTH OF SUPERIOR" from sharply-rising tier in Cinesphere. The seats farthest back are 75 feet 
from the cord of the 60 x 80-foot screen, the largest in the world. Sensation for the audience is that of being "in the picture". (RIGHT) Karl Meurin, 
Director of Technical Services for Ontario Place, operates the large console which controls sound to the 57 speakers located throughout the theatre. 
Console can handle virtually any mode of sound yet developed for film presentation. 



“NORTH OF SUPERIOR” 
THE WORLD'S LARGEST MOTION PICTURE 

Filming the IMAX production for premiere presentation in 

By GRAEME FERGUSON the Cinesphere at Ontario Place provided a thrill-a-minute 
Wri ter/Producer/D irec tor/Cinema tog rap her 

The first film produced with the 
IMAX System, was "TIGER CHILD", 
featured in the Fuji Group Pavilion at 
Japan's EXPO '70. I was personally not 
involved in that production. It was 
produced by Roman Kroiter and direct¬ 
ed by Donald Brittain. 

However, on the second IMAX pro¬ 
duction, "NORTH OF SUPERIOR", 
now being shown in Toronto's unique 
Cinesphere, I functioned as Producer, 
Director and Cinematographer. 

The two films are quite different in 
style, content and technique, but the 
main difference lies in the two theatres 
used for their respective presentations. 
Cinesphere is structurally very dissimilar 
to the Fuji Group Pavilion, but it is 
actually the kind of theatre we were 
thinking of when we invented IMAX. 
The idea of it, originally, was to have a 
place in which you could show a motion 
picture that would fill a very large part 
of the audience's field of view, and the 
Cinesphere does that. It has the largest 
screen in the world, to our knowledge, 
plus very good audience conditioning, in 
the sense that everyone in the audience 
is fairly close to the screen. 

The theatre seats about 800 people. 
The worst seat in the theatre—and in 
our frame of reference, the "worst" seat 
is the one farthest from the screen, 
because it has the narrowest angle of 
view—has a 60-degree coverage. The 

seats in the middle, which are perhaps 
the best seats, cover an angle of about 
90 degrees and the ones down in front 
provide a viewing angle of almost 170 
degrees. All of this goes far beyond the 
scope of any other existing motion 
picture theatre, and what we were try¬ 
ing to do as film-makers was, obviously, 
to create the best film for the given 
theatre. 

In the case of the Fuji Pavilion, it 
was decided that the best picture would 
be a multiple-image film. The full IMAX 
frame was used only about 20% of the 
time on that picture. In this case, we 
felt that the audience would be interest¬ 
ed to see a very large single image and 
we were eager to work with such a 
format because the Ontario government 
had already produced a number of 
multiple-image films (including the very 
successful "A PLACE TO STAND", by 
Christopher Chapman for EXPO 67, 
which won an Academy Award) and 
after that they had made several other 
multiple-image films. Our feeling was 
that the time was right to go back to the 
single-image film. 

In terms of designing the shooting, 
what we thought about continually was 
how the audience would see it. The 
person sitting in the middle of the 
theatre, with this 90-degree angle of 
view, sees a very wide-angle image and, 
when you are shooting, you want to 

give him a normal set of perspectives 
within the picture. The proper thing to 
do is to shoot with a wide-angle lens 
that will approximately match the per¬ 
spective as seen from the middle of the 
theatre. Now, the theatre projection 
lens used is a 60mm lens. The camera 
lens that would be most appropriate for 
viewing from the middle of the theatre 
turned out to be a 40mm lens and we 
found that by shooting with a 40mm 
lens we would get the most successful 
perspective—so that became the "nor¬ 
mal" lens during our shooting. We did a 
complete set of tests on a wide range of 
lenses and we selected the 40mm and 
50mm Zeiss Distigons which are normal¬ 
ly used on the Hasselblad and other 2% 
by 2% cameras. Those lenses do not 
really quite cover our field, but the 
small amount of cutoff in the corner of 
the screen is not readily apparent to the 
audience and we felt it was a satisfac¬ 
tory compromise, particularly as the 
lenses are extremely sharp and in every 
other respect very satisfactory. We also 
used an 80mm Zeiss Planar, plus Nikkor 
and Schneider lenses of various focal 
lengths. 

Perhaps the most unusual lens of the 
lot was a 35mm Super-Takumar semi- 
fisheye lens. Although it does—as all 
fisheyes do—represent a straight line on 
the screen as a curved line, in actual fact 
Continued overleaf 
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Favorite sequence in "NORTH OF SUPERIOR" is subjective filming of the sport of "Tubing", a pastime unique to Northwest Ontario. (LEFT) 
Writer-producer-director-cameraman Graeme Ferguson mounts IMAX camera on semi-circular piece of plywood that is tied to giant innertube used 
for the sport. (CENTER) With cameraman and soundman wearing football helmets for protection, three tubes tied together are ready for the run 
down snow-covered slope. (RIGHT) The tubes skid down the hill, eventually flipping over at the bottom and dumping the camera crew on their 
heads. 



(LEFT) Soundman Brian Avery records dialogue of Indian teen-agers 
during shooting of Indian village sequence at Big Trout Lake. (RIGHT) 
Person-to-person dialogue in the village was often recorded wild. 

(LEFT) Multiscreen Development Engineer William Shaw checks out 
I MAX camera he has reworked with Assistant Cameraman Ronald 
Lautore. (RIGHT) Lautore positions the camera for Indian village 
sequence. 

Assistant Cameraman Ronald Lautore holds up a reflec¬ 
tive "space blanket" to protect camera from the intense 
heat, while Director-cameraman Graeme Ferguson shoots 
sequence in the midst of raging forest fire. This photo¬ 
graph was taken by Chief Forest Ranger, John Cleaveley, 
of Geraldton, Ontario, using his trusty Kodak Instamatic 
124. 

(LEFT) Setting up along riverbank for filming of sequence in which 
canoes shoot the rapids. (RIGHT) Canoes enter rapids. One of them 
later turned over while camera was in it, but film was salvaged. 

(LEFT) Ferguson shoots detail of forest fire, using 600mm lens mounted on I MAX camera. (CENTER) Helicopter is made ready for filming of 
sequence. (RIGHT) In lakefront sequence, one of the few in which crowds appear, helicopter was used to get full scope of the action. "NORTH OF 
SUPERIOR" covers some of Ontario's most picturesque natural areas and utilizes subjective filming techniques that put the audience "in the 
picture". 

(LEFT) Soundman Avery walks into forest fire area with his recording equipment, accompanied by fire fighter with still camera at the ready. 
(CENTER) IMAX camera suspended from camera truck bracket by means of F.E.R.C.O. anti-vibration system, which permitted limited 
"hand-holding" of heavy camera. Developed for use in small helicopter, mount consists of a delicately balanced arrangement of rubber surgical 
tubing supports. (RIGHT) Most of the shooting of forest fire was done from the top of the station wagon, so that quick escapes could be effected 
when fire got too close for comfort. 



it's almost impossible for the audience 
sitting in the Cinesphere theatre to tell a 
shot taken with the 35mm Super-Taku- 
mar from one filmed with the 40mm 
Distigon. If you could get far enough 
back, you would perceive it as a fisheye 
shot, but from the audience's perspec¬ 
tive the distortion is not apparent. 

The crew that filmed "NORTH OF 
SUPERIOR" consisted of myself as 
Director-Cameraman, Ronald Lautore as 
Assistant Cameraman, Brian Avery as 
Soundman and David Hughes as part- 
time Production Manager. When we 
were actually shooting, the crew was 
normally a three-man unit. This was 
according to my preference, because I 
wanted to have lots of flexibility and 
the ability to put the whole crew into a 
small airplane or small car and move 
around very easily. Besides, I'm really 
not happy working with large crews. 
The arrangement we had proved to be 
very successful and we were able to get 
in and out of a lot of places very 
easily—places such as forest fires, which 
you simply cannot move large crews 
into. In a way, you might think that 
there would be problems in trying to 

I MAX camera shown completely covered by 
neoprene "barney" to protect it from ex¬ 
treme cold. Ferguson adjusts portable heater- 
blower which pumps warm air into covering. 

operate with the world's largest format, 
but with such a small crew. However, in 
actual fact, it happens that with the 
IMAX camera it isn't very difficult. The 
camera is now actually a little heavier 
than it was when used in shooting the 
Fuji Group film for EXPO 70, because 
Bill Shaw has reworked the movement 
and put a heavier flywheel into it and 
generally improved the registration. The 
camera is now up in the 50-lb. range 
rather than the 40-lb. range when you 
are working with it, but it still isn't very 
difficult to handle. This is about the 
equivalent of working with a standard 
unblimped Mitchell or, perhaps, it's a 
little easier than working with a blimped 
Arriflex. The camera was used normally 
on a light-weight O'Connor 100C tripod 
head and on standard Mitchell legs and 
the total rig could be picked up and 
carried by one person. Not with great 
ease, but certainly not with great diffi¬ 
culty. And we could quite easily move 
to a new camera set-up in a matter of 
moments without any problem at all. 
The operating controls on the IMAX 
camera are standard ones, such as those 
that you find on any motion picture 
camera. It's in no way any more compli¬ 
cated to use than any other camera. It's 
got a focus control and a diaphragm 
control and a start-and-stop button and 
a speed control and a tachometer and a 
footage-counter, and that's just about 
all that there is. 

The features that were added to the 
camera for this film included a 1000- 
foot magazine, which we had not had 
before, in addition to the 500-foot 
magazine, which we still considered the 
normal one for use in the field. It runs 
about a minute and a half. The 1000- 
foot magazine runs for three minutes, 
and with the two we seemed to have all 
the flexibility we needed in that direc¬ 
tion. The other work done on the 
camera included the addition of a heat¬ 
er. We had considered the possibility of 
using an electric heater, but when we 
evaluated the degree of cold that we 
would have to be working in, it was 
really beyond the possibility of carrying 

batteries. So we used a catalytic heater 
of the type that is normally used by 
campers to heat tents in cold climates 
and we put a small fan on that and blew 
the hot air into what looked like a 
blimp around the camera. It was actual¬ 
ly a rather lightweight neoprene cover¬ 
ing and proved to be extremely success¬ 
ful. We were able to work in tempera¬ 
tures down to 48 degrees below zero 
with no great difficulty at all and hop in 
and out of our car, and take a picture 
and get back and move around—not quite 
as comfortably, but certainly just about 
as flexibly, in the winter as in the 
summer. The catalytic heater proved to 
be slow to start and I think that we 
might find, in future, an improved 
heating system, but certainly the idea of 
blowing hot air around the camera is an 
excellent one and we were very pleased 
with the results. 

We made a very simple helicopter 
mount just by using rubber bands, essen¬ 
tially, and it worked fine. These "rubber 
bands" were actually lengths of 1/2-inch- 
diameter surgical tubing and there were 
about six or eight strands. The camera 
was hung from these strands and that 
was our total helicopter mount. It func- 

IMAX 15-sprocket, 70mm frame, shown actu¬ 
al size. Frame is from sequence of first IMAX 
production, "TOGER CHILD", presented at 
EXPO '70. 

FOCAL LENGTH RELATIONSHIPS 
OF IMAX LENSES TO 35mm CAMERA LENSES 

IMAX FORMAT 35mm EQUIVALENT HORIZONTAL 
FOCAL LENGTH FOCAL LENGTH VIEW ANGLE 

35 11.1 90.0° 
40 12.7 82.7° 
50 15.9 70.3° 
80 25.4 47.5° 

105 33.3 37.1° 
135 42.8 29.2° 
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Graeme Ferguson and Assistant Cameraman Ronald Lautore shooting from fishing boat, with 
camera covered by neoprene barney and circular glass window revolving at high speed to protect 
lens from spray. This device, regularly used in the wheelhouses of fishing boats during foul 
weather, was suggested for use in filming by Robert Gaffney, who first utilized it for this purpose 
in shooting EXPO '70 featurette, "SKY OVER HOLLAND". Rapidly whirling disc not only spins 
off water drops instantly, but wet snow, as well. A snowball thrown at the disc will be 
immediately disposed of. 

tioned perfectly. I would agree that it 
isn't as sophisticated as some of the 
mounts currently on the market, but for 
normal use it's perfectly satisfactory. 

Of course, rigging such a mount 
correctly requires a bit of engineering. 
Bill Shaw had to calculate the actual 
forces that would be involved, the 
amount of bounce there would be, the 
weight of the camera and the best type 
of rubber bands to use. He ran some 
engineering calculations and came up 
with the right answers. We did find, 
however, that at around 30 degrees 
below zero the rubber bands bounced 
differently and the mount wasn't quite 
as successful—but I'm not sure there is 
any camera mount that works with 
great ease at 30 below zero, while 
hanging in a helicopter. 

The film opens with a series of aerial 
shots which were taken from a Piper 
Aztec aircraft. The camera was set in 
the front luggage compartment, right 
behind the nose cone. We simply took 
off the nose cone and cut a hole in the 
front bulkhead just the size of the front 
element of the 40mm Distagon lens and 
we ran an extension control cable so I 
could sit in the passenger seat and turn 
the camera on and off. We didn't even 
use a viewfinder in that case because, 
with the 40mm lens, if you look ahead, 
you see more or less what the camera is 
going to see. You don't really need to 
have a viewfinder under such condi¬ 
tions, although it would be nice to have 
it, but there was no practical way of 
getting a proper one into the cockpit in 
the time available. 

I should say that the question of 
viewing is, probably, for the IMAX 
cameraman the biggest difference from 

normal shooting. The camera has a 
reflex finder (the present version uses a 
beam-splitter), and when you look 
through it, it's rather like looking 
through a normal camera viewfinder. 
Except for one thing: the optics of that 
viewfinder produce a picture in front of 
your eye rather similar in size to the 
picture in a normal 35mm Arriflex or 
Eclair viewfinder. However, if you are 
using a wide-angle lens, or whatever 
lens, that picture is going to be seen in 

this wide-angle theatre by an audience 
and the picture is going to spread all 
over their field of vision. The camera¬ 
man, in using the present IMAX camera, 
must continually make an adjustment in 
his mind between these two fields of 
vision. He must try to imagine the wider 
field of vision as he's shooting and this 
has its main effect in panning, for 
instance. A cameraman will naturally, 
during his career, have learned that a 
pan at a certain speed will be appropri¬ 
ate and I think he will normally relate 
that to just the way things look. I don't 
think he works out the mathematics of 
his panning, but I believe that a camera¬ 
man, after a few experiences with chat¬ 
ter showing up on the screen, learns to 
pan so that a certain rate of panning 
“feels" right. The pan that feels right 
with a normal camera will not be right 
with the IMAX camera. He must pan 
either more slowly or he must pan 
sufficiently faster to get something clos¬ 
er to a swish pan. In the forest fire we 
had a number of quite fast pans, and 
they are perfectly successful. We also 
have quite a few pans throughout the 
rest of the film which are really rather 
slovy. A cameraman, when using the 
IMAX camera for the first time, will 
find that what he considers to be a pan 
of normal speed will probably have 
chatter in it unless it is slowed down a 
Continued on Page 912 

NORTH OF SUPERIOR 
An IMAXTM Film 

PRODUCED, DIRECTED AND PHOTOGRAPHED BY Graeme Ferguson 

ASSOCIATE PRODUCERS Robert Kerr, Roman Kroiter, William Shaw 

SOUND RECORDING Brian Avery 

PRODUCTION MANAGER David Hughes 
ASSISTANT CAMERAMAN Ronald Lautore 

EDITOR Toni Trow 

SOUND EDITOR Tony Lower 
ASSISTANT EDITORS Robin Botting and Betty Ferguson 

TITLE SONG "Ojibwa Country” composed and sung by Bill Houston 

MUSICAL SCORE Zalman Yanovsky 

MUSIC RECORDING Eastern Sound Co. Ltd.-Chris Skene 

STEREO RERECORDING Film House Toronto-John Aldred 
LABORATORY & TITLES MGM Laboratory Inc. 

MUSICIANS Maribeth Solomon, Leonard Solomon, Mickey Erbe, 

David Brown, Jack Franchman, Brian Leonard 

A MULTISCREEN CORPORATION LIMITED PRODUCTION 
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PRODUCTION DATA ON SOME 
OF THE OUTSTANDING FILMS 
PRESENTED AT THE RECENT 

A nTmKTn 
IHT€RMf)TIOHnU 

FILM 
FESTIVAL 

ALL THE DIFFERENCE 
CATEGORY: Ecology & Conservation 
PRODUCTION COMPANY: Eastman 

Kodak Company 
DlRECTOR: John Mihal 
NARRATOR: Michael Kane, Sam Gray, 

Phillis Eldridge, Bill Fiore 
CLIENT: Kodak 
SCRIPT: John Mihal/Lawrence Ravetz 
MUSIC: Vardi & Hambro 
CAMERAMAN: Robert Weaver/Dick 

Ham 
EDITOR: Carle ton Vanderwarker 
RUNNING TIME: 23 min 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: ECN-CRI-Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

ATLANTA, A NEW KIND OF CITY 

(WORLD PREMIERE, SCREENED 
OUT OF COMPETITION) 

This dynamic short film was created 
for Eastern Air Lines as part of their 
destination cities "iWings of Man” series. 

This special world premiere presenta¬ 
tion, is screened out of competition, as 

a cordial welcome from the city of 
Atlanta to those attending the Festival. 
PRODUCTION COMPANY: Interfilm 
PRODUCER: J. Hunter Todd 
Dl RECTOR: J. Hunter Todd 
CLIENT: Eastern Air Lines 
PRODUCT: Atlanta 
SCRIPT: J. Hunter Todd/David Mosco- 

vitz 
CAST: The People of Atlanta 
MUSIC: Chico Hamilton 
CAMERAMAN: J. Hunter Todd 
EDITOR: David Moscovitz 
RUNNING TIME: 14 minutes 
COLOR; OPTICAL; 35mm 
COLOR SYSTEM: Eastman Color 
COLOR BYDELUXE 
SOUND SYSTEM: RCA Optical 
COUNTRY OF ORIGIN: USA 

BEFORE THE MOUNTAIN WAS 
MOVED 

Ellis Bailey is a man of the moun¬ 
tains, born and raised in West Virginia as 
were his parents and their parents be¬ 
fore, yet the mountains he loves contain 
coal, and with the coming of great earth 

movers he and his neighbors see the 
beauty of their mountains torn away by 
the ravages of strip mining. Even as they 
watch, their houses and farms are dam¬ 
aged and destroyed and their lives en¬ 
dangered by landslides from the strip 
mining operations in the mountains 
above. 

The story is recreated as it happened 
and was filmed using the actual people 
reliving their roles. All filming was done 
in West Virginia in the areas where the 
events occurred. 

CATEGORY: Ecology 
PRODUCTION COMPANY: Robert K. 

Sharpe Prods. Inc. 
PRODUCER: Robert K. Sharpe 
Dl RECTOR: Robert K. Sharpe 
NARRATOR: Ellis Bailey 
CLIENT: O.E.O. 
SCRIPT: Robert K. Sharpe 
CAST: The People Themselves 
MUSIC: Blood, Sweat & Tears 
CAMERAMAN: Michael Livesey 
EDITOR: Nick Masci 
RUNNING TIME: 58:30 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

THE ESKIMO: FIGHT FOR LIFE 

Shows the Netsilik Eskimos at a seal 
hunting camp out on the frozen Arctic 
Sea near Pel/y Bay in Northern Canada. 
Six families are seen trekking across the 
sea ice and setting up camp near an area 
which they hope will provide them with 
good hunting for several weeks. After 
successful hunting, the families build a 
large ceremonial igloo joining several of 
the small one-family igloos under one 
large roof. Here a seal is divided up 
among the families, and afterward the 
people rejoice and play games. There are 
many scenes of hunting technology as 
well as of family life in the camp. 

CATEGORY: Documentary—Educa¬ 
tional 

PRODUCTION COMPANY: Education 
Development Center 

PRODUCER: Education Development 
Center 

Dl RECTOR: Robert Young 
NARRATOR: Asen Balikci 
SCRIPT: Asen Balikci 
CAMERAMAN: Robert Young 
EDITOR: Michael Chalufour 
RUNNING TIME: 51 min. 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English/Netsilik 
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THE FASHION MAKERS 

A pictorial profile of the develop¬ 
ment of a fashion collection, audience 
visits French couturiers; watches a fash¬ 
ion photographer at work; and joins the 
audience at a London fashion show. 
CATEGORY: Fashion 
PRODUCTION COMPANY: Swanson 

Productions Inc. 
PRODUCER: Robert W. Swanson 
DIRECTOR: Robert W. Swanson 
CLIENT: Borg Textile Group 
PRODUCT: Borg Fabrics 
SCRIPT: Robert I/I/. Swanson 
MUSIC: Jim Bourgeois 
CAMERAMAN: Ron Johnson & R. I/I/. 

Swanson 
RUNNING TIME: 25 min. 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

FIRE ON ICE 

CATEGORY: Business & Industry 
PRODUCTION COMPANY: Peckham 

Prods. Inc. 
PRODUCER: John L. Peckham 
DlRECTOR: John L. Peckham 
NARRATOR: Donald Hastings 
CLIENT: Standard OH Co. 
SCRIPT: William R. Littlefield 
CAMERAMAN: John L. Peckham 
EDITOR: Hoyt Griffith 
RUNNING TIME: 18 minutes 
COLOR; 16mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

FIRST CLASS 

First Class is a surrealistic dream 
sequence in which a tramp, played by 
Marcel Marceau, sneaks aboard a luxury 
liner and falls asleep in a very elegant 
cabin. During his dream he imagines 
himself as 16 different characters. 
PRODUCER: Chester Fox & Co., Inc. 

in association with Italian Line 
Dl RECTOR: Chester Fox 
DIRECTOR OF PHOTOGRAPHY: 

George Zimmermann 
SUPERVISING EDITOR: Fabien Trodj- 

mann 
EDITOR: Deborah Brownstein 
ASSISTANT EDITOR: E. Joy Fox 
BASED ON AN IDEA BY: John M. 

McGuire 
SCRIPT AND STORY CONSULTA¬ 

TION BY: Marcel Marceau, George 

Zimmermann, Deborah Brownstein, 
Chester Fox 

MUSIC ELECTRONICALL Y COM¬ 
POSED ON THE MOOG SYNTHE¬ 
SIZER BY: Charles Fox 

CAMERAMAN: Michael J. Konkus 
ASSISTANT: John McMann 
2nd ASSISTANT: Toe-Mai-Tai 
PRODUCTION: Cine Centrum 
PRINTS: Movielab 
UNIT PHOTOGRAPHER: Joseph Bil¬ 

bao 
CAST: Marcel Marceau, Terry Goldman 
RUNNING TIME: 26 min. 

FLASH GORDON 

This is the story of a young drag 
racer who goes his own way and lives 
only to race. This film concerns the 
motivations of the driver of a funny car, 
the environment in which he works, and 
the pressures under which he operates. 
The motivations include money, self- 
satisfaction, and a love of harnessed 
speed. The environment includes intense 
noise, spectators, color, ingenious crafts¬ 
manship, and competition. The pres¬ 
sures on the driver are considerable, 
making precision driving and split- 
second decisions necessary and habitual. 
CATEGORY: Experimental 
PRODUCTION COMPANY: Student, 

University of Southern Calif. 
PRODUCER: USC 
DIRECTOR: Cliff Fenneman & Ron 

Spongberg 
SCRIPT: C. Fenneman & Ron Spong¬ 

berg 
CAMERAMAN: Cliff Fenneman 
EDITOR: Paul Komar 
RUNNING TIME: 21 minutes 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

FROM THE FACE OF THE EARTH 

The ecology of a possible future: 
hygienic cubical dwellings for beneath 
the earth's crust. Adrienne's birthday is 
a special day: the family dares to burn 
seconds of precious oxygen for a birth¬ 
day candle. Grandfather has managed to 
get two passes to the earth's ruined 
surface—which Adrienne has never seen. 
The film deals with Adrienne's gas- 
masked tour of the remains of an earth 
life that she will never know: multiroom 
private housing, automobiles, freeways, 
the ocean, and animal wildlife (she finds 
extinct specimens in the museum). Omi¬ 

nous science fiction, this film treats the 
future by suggestion and the present by 
implication. 
CATEGORY: Ecology & Conservation 
PRODUCTION COMPANY: King 

Screen Productions 
PRODUCER: King Screen Productions 
Dl RECTOR: Paul Preuss 
SCRIPT: Jim Hatpin 
CAST: Melinda McLean, Ben Golden 
CAMERAMAN: Van Ackeren 
EDITOR: Joe Valentine 
RUNNING TIME: 16:06 minutes 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

GERON/MO JONES 

Geronimo Jones is a young Indian 
boy living on a Papago reservation in 
contemporary Arizona. After an un¬ 
pleasant experience where Geronimo 
and his grandfather watch an old West¬ 
ern where the Indians are killed in the 
name of progress, Geronimo remains 
eager for life. 
CATEGORY: Children's Films (Docu¬ 

mentary) 
PRODUCTION COMPANY: Bert Salz- 

man Productions 
PRODUCER: Bert Salzman 
Dl RECTOR: Bert Salzman 
SCRIPT: Bert Salzman 
CAST: Chief Geronimo Kuth-Li grand¬ 

son of Geronimo 
MUSIC: Michael Shapiro 
RUNNING TIME: 21 minutes 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 
DISTRIBUTED BY: Learning Corpora¬ 

tion of America 

THE GREA T SKI CHASE 

A ski theft and its resultant payoff 
leads the thief, his girl and the world's 
greatest skiers on a worldwide ski pur¬ 
suit. 
CATEGORY: Public Relations 
PRODUCTION COMPANY Summit 

Films, Inc. 
PRODUCER: Roger Brown 
DIRECTOR; Roger Brown 
CLIENT: Hart Ski, TWA, Skiing & 

American Express 
SCRIPT: R. Brown/Fred Iselin 
CAST: Fred Iselin & Hart Demo. Team 
MUSIC: Dick Darnell 

Continued on Page 922 
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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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TOP-SIDE PHOTOGRAPHY 
Continued from Page 877 

with a Cine 60 battery-powered motor. 
It worked, more or less, so in the 

summer of 1968 we went to the Baha¬ 
mas to give our Rube Goldberg a test in 
the field. 

The lens seemed manageable, but 
having that camera and blimp out in 
front of me on a brace threw me 
completely out of balance. Every time I 
leaned forward I fell over. Worse, the 
strain on my back was so great I 
couldn't hold the camera steady. 

For anyone used to shooting with a 
perfectly balanced shoulder-positioned 
16mm camera, our contraption was a 
torture rack. Running through 14 400- 
foot rolls—I seem to remember every 
one—proved to me that I didn't want 

Hundreds of sharks of different species were discovered by the four divers during their 
around-the-world search for the Great White Shark. Here diver and cameraman in small boat try 
to coax one of the sharks to the surface for a closeup. 

anything more to do with that camera. 
Before leaving I told Peter I would be 
glad to shoot this movie in 16mm, but 
he'd better find someone else if he 
wanted to shoot in 35. 

To prove to him how good a 16mm 
blow up could be, I located a print done 
by the very best Hollywood negative 
blow-up photographer and as soon as 
Peter returned to New York scheduled a 
screening of the 16mm blow up and our 
35mm test. Unfortunately, the screen¬ 
ing did not prove what I thought it 
would. 

When we looked at the test footage 
from the Bahamas, problems of 35mm 
Techniscope shooting were all apparent. 
The tiny frame line makes every piece 
of frame dirt part of the picture. Studio 
photographers can remove the lenses 
between shots and check the gate. My 
lens, encased in gears and housings, was 
impossible to check between shots or 
even between rolls. Clearly, we were 
going to have to put up with a certain 
amount of dirt. 

Furthermore, Techniscope's wide 
screen format—2.35 to I—makes any 
vertical movement twice as pronounced 
as it is in the Academy format and 
camera movement on a rolling deck 
would be a real problem. Besides, the 
clumsiness of the rig and the time 
required to get ready to take a shot 
would cause me to miss a lot of action I 
would not have missed in 16mm. 

Still, for clarity and beauty, the 
Techniscope picture was incomparably 
better than the 16mm blow-up. For 
weeks I had been conning Peter and 
myself about the wonders of 16mm 
blow-ups. But Techniscope put more 
than double the amount of negative on 
Continued on Page 919 

designed to come out of the back of the 
blimp. Camera, blimp and lens project 
far out in front of the operator. That is 
fine for tripod shooting, but back-break¬ 
ing for anyone trying to hand-hold it. 

2) Real cinema verite shooting of 
fast-moving action almost requires the 
use of a zoom lens, but Cine '60's blimp 
port for the 25-250 zoom lets out too 
much noise. Besides, the 25-250 zoom is 
too long and too heavy for hand-held 
shooting. 

For tests we decided to put up with 
the balance problem while trying to find 
a solution to the lens problem. Haskell 
Wexler started us on the solution when 
he told me about the old, now more or 
less obsolete, Angenieux 35-140 zoom. 
It is not, on the average, a very good 
lens, but is light, and small—about the 
size of a 16mm 12-to-120—and a few 
people have screw-on adaptors that con¬ 
vert the lens to a 25-100. 

We spent weeks testing every 35-140 
zoom we could find. They vary tremen¬ 
dously in quality. Time and again, when 
I took a lens to Willy Holtz at F & 
B/Ceco for a test, he would return it to 
me with the comment, “Das es Coke 
bottle.” It took months, but finally we 
found what were apparently the best 
available zooms. 

Next we designed and built a special 
port to fit on the Cine 60 blimp which 
would maintain the sound integrity of 
the blimp while permitting me to focus 
and change stops manually and zoom 

The Carcasses of dead whales harpooned by South Africa's whaling fleet were used to lure 
hundreds of sharks before the underwater cameras for Cinema Center Films' "BLUE WATER, 
WHITE DEATH". Hordes of sharks tore at the whales before they could be towed to shore for 
processing. 



Previewed in prototype form at the 
latest Photokina in Cologne, the new 
Bolex H-16 EBM Electric Camera has 
since gone into full production and is 
now generally available. 

Although its configuration is such 
that the silhouette suggests that of the 
familiar line of Bolex H-16 cameras 
which have evolved down through the 
years, the EBM Electric is not a previous 
model with a few advanced accessories 
stuck onto it, but rather a new, from- 
the-ground-up, lightweight, electrically- 
driven, 16mm camera built to profes¬ 
sional standards with 100-foot or 400- 
foot capacity for silent or sync-sound 
filming. 

The main features and advantages of 
the BOLEX H-16 EBM Electric are: 

Built-in electric motor with electronical¬ 
ly controlled and stabilized speeds. 

Same motor used for normal filming, 
slow motion, accelerated motion and 
sync sound filming. 

Film capacity: 100' with basic compact 
unit, or up to 400' with magazine 
accessory. 

Lightweight rechargeable battery built 
into the camera's hand grip for conveni¬ 
ent handheld filming or tripod use. 

Sync sound filming with crystal or sync 
pulse generator with automatic slating 
of film and tape. 

Rugged, solid bayonet lens mount with 
instant changing of lenses. 

Flicker-free reflex viewing with 14x 
magnification. 

Rugged, professional camera construc¬ 
tion for reliable performance with pro¬ 
fessional picture quality and registration 
picture steadiness, with proven registra¬ 
tion claw. 

FILM CAPACITY AND THREADING 

100' reels (single or double perforated 
film) with basic camera or 200' reels 

THE NEW BOLEX H-16 EBM 
ELECTRIC CAMERA 

This from-the-ground-up new camera combines 
the familiar silhouette and dependable quality 

of preceding models, with innovative features 
for greater versatility in many types of filming 

SYNC SOUND FILMING and 400 films on core with accessory 
400' magazine and take-up motor. 
(Same magazine and take-up motor used 
on other Bolex models.) 

400' magazine equipped with counter 
showing amount of unexposed film. 

Automatic threading with 100' and 200' 
reels. Automatic threading with 400' 
film in darkroom, easy manual loading 
in daylight. 

Spool ejector. 

Automatic footage counter in camera. 

Film rewind in 100' camera for double 
exposures and other trick effects. 

MOTOR DRIVE 

Built-in electric motor with electronical¬ 
ly stabilized speeds for accurate, con¬ 
stant running at 10, 18, 24, 25 and 50 
fps, for silent or sync sound filming. 
Same motor used for silent and sound 
filming, for filming at normal speeds, 
and for accelerated and slow motion 
effects. 

Smooth camera release in grip. 

170° shutter opening. 

Camera operation from -4°F to 122°F. 

BATTERY 

Small rechargeable 12V battery (12V/1 
Ah Varta-Deac 10x1000DKZ) in camera 
grip eliminating long cable connections 
and the need for carrying separate pow¬ 
er pack. 

Battery alone weighs only 1 lb. 5 oz. 
Same battery drives 100' or 400' capac¬ 
ity camera. 

400' take-up motor connection on top 
of camera. 

Fully charged battery good for filming 
approximately 2400 feet at 70°F. (up 
to 400' at -4°F with battery at 70° F at 
beginning of filming). 

Light at rear of camera shows when 
battery needs recharging. 

Possible with sync pulse generator or 
crystal. 

Sync pulse generator built into a sepa¬ 
rate accessory which is small enough 
(21/2''X41/2"X11A”) and light enough (6 
oz.) to be carried in pocket. 

Sync pulse generator accessory available 
for 60 cycles, 24 fps (used in U.S.A.) 
and 50 cycles, 25 fps (used in other 
countries). 

Each supplied with coiled cable for 
connection to tape recorder and slating 
lamp. 

Automatic slating of film and DC cur¬ 
rent supplied to "beep" generator of 
tape recorder for automatic slating of 
tape. 

Pilot light at rear of camera indicates 
Continued on Page 916 

The new Bolex H-16 EBM Electric Camera, 
shown with 400-foot magazine mounted. 
Hand-grip power supply and crystal-sync op¬ 
tion free the camera from cords. 



FOG EFFECT 
Natural fog conditions can be sim¬ 
ulated by the use of Tiffen Fog 
Filters #1, #2, #3, #4 and #5. Vari¬ 
ations can be created by using 
combinations of these filters. Den¬ 
sity of the fog effect can also be 
controlled by changes in exposure 
and development. Supplied in se¬ 
ries sizes, direct screw-in sizes, 
4V2" diameter and squares. 

STAR EFFECT 

SPECIAL EFFECTS from TIFFEN 
(and now at your local cine dealer!) 

Highest quality optics to create 
star burst effect. Use individually 
or in combination to achieve effect 
desired. 4-point available in 1mm, 
2mm, 3mm, grids; 8-point in 2mm 
and 3mm girds. Supplied in series 
sizes, direct screw-in rotating 
mounts, 4V2" diameter, squares 
and rectangles. 

SPLIT-FIELD 
LENS 

Tiffen Split-Field lenses are avail¬ 
able for that special shot where 
“near/far” focusing is necessary. 
One-half of the Split-Field lens is 
a +V2, +1, +2, +3 or +4 diopter. 
Available in series sizes, 41/2" 
diameter and direct screw-in rotat¬ 
ing mounts. 

PHOTAR FILTER 
GLASS 

CATALOG 
No. T371 

For the professional, advanced and 
amateur photographer. Describes 
characteristics of Photar glass 
filters, the DecaMired system, and 
spectral transmittance curves of all 
Photar color filters. 

Send $2.00 plus .50 for postage 
and handling to Dept. AC871. 

TIFFEN OPTICAL COMPANY 
J* jf 71 Jane Street, Roslyn Heights, L.I., N.Y. 11577 

Selected by NASA for Apollo flights and earth resources programs 

CENTURY precision cine/bptics 
10661 Burbank Blvd., North Hollywood, California 91601 / (213) 766 3715 

REPAIR 
complex zoom lenses can be returned to per¬ 

fect optical & mechanical condition and shipped 

within 72 hours! Skilled European-trained craftsmen 

working in our modern laboratory with the finest 

equipment & genuine factory parts can return your 

damaged zoom lenses "like new" with a minimum 

"down time". 

Twenty years of experience in zoom lens repairs 

stands behind our fully guaranteed work, plus your 

equipment is insured while in our shop. Estimates 

upon request and receipt of your equipment. Please 

send securely packed and adequately insured. 

DHTTHESPIURI 
If you've dropped your Angenieux Zoom lenses 

into a muddy river or from a racing car 

or into deep ocean water... 
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BEHIND-THE-LENS FILTER HOLDERS THAT FIT ALL 

For 
ANGEMIEUX 
Lenses: 

9.5 - 95 

12.5-75 

12-120 

12-240 

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 

cameras. Our type AE3GS holder is designed for use with any of this 16 mm equipment. 

FOR 35 MM CAMERAS — We make the BTL35A for the 25-250 and 35-140 for use on all 35 mm Arriflex and Eclair CM3 cameras. 

For better image quality - a gel filter introduces less optical interference. 

Have the convenience of a full inventory of filters to meet any filter situation - all at little expense. Prices include AIR MAIL shipment same 

day to anywhere in U.S. & foreign. 

25-250 

35-140 

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

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

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

Ask for brochures 

For 
ANGENIEUX 

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 MADE BY 

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

PHONE 503-292-5569 

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. 

World’s Most Popular Film Processor! 

s reversal film at 1200 ft. per hour 
ositive film at 1200 ft. per hour 

MODEL R 
REVERSAL FILM 

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

Lease & Time Payments available 

• 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 
IV2 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! 

AS-71 

// 

AT O O N C O 
MILFORD CONNECTICUT 

(203) 878-2433 



THE WORLD'S LONGEST AUDIOVISUAL 
SCREEN FOR KODAK PRESENTATION 

A ballroom with an “impossible" long, narrow configuration 

fails to defeat designers of a unique mixed-media program 

What may well be the world's most 
unusual audiovisual presentation was 
given recently before the Executives' 
Club of Chicago in the grand ballroom 
of the Sherman House. The configura¬ 
tion of the room and the unusually large 
width of the screen presented problems 
not often faced by the designer of an 
AV show. 

The delivery was made by Kodak 
President, Gerald B. Zornow, who spoke 
on consumerism, the urban crisis, youth 
activity, pollution, and other national 
issues confronting business in the seven¬ 
ties. 

Seating 800 attendees in a room 
measuring 190 feet by 50 feet—so that 
each would have a good view of the 
speaker and the screen—presented the 
first unusual problem. 

Chandeliers restricted the height of 
any screen to 11 feet, despite the 
30-foot height of the ceiling. A screen 
mounted at either end wall would neces¬ 
sarily have to measure 11 feet by 33 
feet, to accommodate two side-by-side 
images, due to the height-width ratio 
presented by the 35mm slide format. 

"Were we to mount a screen along 
one of the end walls," explains the 
program designer, Dick Reisem, in Ko¬ 
dak's special marketing promotions of¬ 

fice, "the man in the last row of chairs 
would feel as though he were viewing a 
ship on the horizon through the wrong 
end of a telescope. 

"An additional problem would be 
the placement of the projection equip¬ 
ment in the center of the audience. If 
we used several projectors, this would 
create quite an obstruction in the line of 
sight of the viewers. Let's face it, when 
people come to hear the president of 
Kodak, they aren't going to accept an 
amateurish show—the equipment must 
be out of sight and the viewing unre¬ 
stricted," says Reisem. 

The obvious solution to the problem 

would be to mount a screen along one 
of the longer 190-foot walls. Here, too, 
problems creep in. For example, the 
man sitting in the front row along an 
end wall would be viewing the screen at 
an extremely oblique angle (roughly 20° 
from the horizontal). At such an angle, 
he would miss a lot of the show, in 
addition to developing a severe case of 
neck strain trying to see what little he 
could. 

The screen would have to run nearly 
the length of the room so that each 
person in the audience could view at 
both § comfortable angle and distance. 

"As far as we know, no flat screen 

Diagram of the Grand Ballroom of the Sherman House, Chicago 

(LEFT) A swirl of psychedelic color enmeshes Kodak President, Gerald B. Zornow, as he speaks on consumerism, the urban crises, youth activity, 
and other national issues confronting business in the seventies. (RIGHT) The 11' x 148V2' screen used in the presentation in the grand ballroom of 
the Sherman House in Chicago is the widest flat screen known to have been built. 
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(LEFT) Equipment for the presentation included 27 Ektagraphic slide projectors (Model B), two 16mm Pageant movie projectors (Model 
AV-126TR), two programmers (each utilizing an 8-channel punched paper tape), and nine Kodak Carousel dissolve controls. (RIGHT) The long 
narrow dimensions of the grand ballroom of Chicago's Sherman House presented a number of unusual problems in staging the audiovisual 
presentation. Here the screen is shown under construction. 

had even been built quite that long,” 

says Reisem. "We figured that it would 

have to be a minimum of three-quarters 

of the length of the room, or roughly 

145 feet wide." 

The end result was a screen measur¬ 

ing 11 feet in height by 1481/2 feet in 

length. This allowed nine primary image 

areas running the length of the screen, 

each measuring 11 by 16/4 feet. Two 

Kodak Ektagraphic slide projectors, 

model B, were focused on each primary 

image area. Eight secondary image areas 

—each covered by one Ektagraphic slide 

projector—overlapped the primary 

image areas, and each was made up of 

one half of the adjacent primary image 

areas (see diagram). 

Zornow's podium, located at the 

center of the screen, conveniently divid¬ 

ed the screen in half. Although different 

images were used, essentially the same 

message was conveyed visually on each 

half of the screen, permitting a person 

situated at either far end of the room to 

watch the half nearest him. At the same 

time, full wide-screen effects (utilizing 

all nine primary image areas, or all eight 

secondary image areas, or both with 

overlapping images) could be presented 

with no visual interruption of the image 

at the center of the screen. 

The screen, itself, presented the most 

problems. Conventional screen materials 

could not do the job. A light-weight, 

but sturdy, frame was needed—alumi¬ 

num appeared to fill the bill in that 

respect. 

The next problem was finding a 

material that could be spread out to the 

dimensions of 11 feet by 1481/2 feet, 

mounted on a frame, and remain flat 

and buckle-free its entire length. Most 

materials would sag or bulge the entire 

length of the centerline of the screen. 

"A thin, stretchable, white plastic, 

Continued on Page 942 

SCHEMATIC OF THE PROJECTOR ARRANGEMENT FOR KODAK PRESENTATION 
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(LEFT) The 148%-foot-long screen used in the presentation was constructed of a thin, stretchable, white plastic stretched over a lightweight 
aluminum frame. The plastic was selected for its ability to remain flat and buckle-free. (RIGHT) Set-up and rehearsals for the 45-minute, 
29-projector presentation was completed in a 13-hour period by a crew of 14 workmen. 



"NORTH OF SUPERIOR" 
Continued from Page 901 

bit for this new format. 
Another characteristic which is dif¬ 

ferent from what the cameraman ex¬ 
pects has to do with depth of field. 
Normally, when working in a 35mm 
format with a rather extreme wide-angle 
lens, the cameraman gets used to the 
idea that everything from about two 
feet to infinity is in focus (with the lens 
stopped down) and he doesn't have to 
worry much about focusing critically. 
The shock comes when the cameraman 
discovers, while using a large format 
such as IMAX, that while his 40mm lens 
may cover the same angle as the 11mm 
lens in a 35mm format, there is a 
considerable difference in depth of 
field. A 40mm lens on an IMAX camera 
has the same depth of field as a 40mm 
lens on a 35mm camera. There is no 
difference mathematically whatsoever. 
If he thinks of his 40mm as a wide-angle 
lens and expects it to have the same 
depth of field as the 11mm lens in the 
35mm format, he will run into difficul¬ 
ties and he must, therefore, give more 
care to using follow-focus in situations 
where he would normally figure on 
"getting by" with a wide-angle lens in 
the 35mm format. 

The IMAX camera uses standard 
65mm Eastman 5254 Color Negative, 
which is exposed horizontally, and 
release printing is done on standard 
70mm color print stock. Processing and 
printing is done by the MGM Studios 
Laboratory in Culver City, California. 
For cutting purposes, we print down to 
the standard 35mm vertical format, so 
that any ordinary editing machine can 
be used for cutting. In this case we used 
a KEM Universal editing console 
because the picture was to have a 
6-track sound system and we were 
interested in the multiple sound track 
capabilities of the KEM equipment. 

The KEM console worked fine, but it 
was necessary, all the way through the 
editing, for the editor to hold her head 
very close to the screen in order to 
match the field of vision of the 
Cinesphere audience. In fact, the real 
editing was done in a regular normal 
35mm movie theatre. We would stand 
on the stage about ten feet from the 
screen and look at the projected screen 
image from that distance. The picture 
would fill our field of vision, just about 
as the IMAX image does in Cinesphere. 
It doesn't give you the same degree of 
sharpness—you get a very soft image and 
it's hard to make the adjustment in 
some ways—but it does allow you to get 

a feel for the cutting that would be 
impossible to achieve in any other way. 

There is one important principle that 
governs the editing of an IMAX 
production, especially when it is 
projected on a huge screen with the 
audience sitting as close as it does in 
Cinesphere—namely: the viewers must 
have time to look all around the screen. 
If you cut it the way you would cut a 
normal film, they wouldn't have time to 
register what is going on in the 
individual scenes. The picture would be 
cut too fast. 

IMAX alters the approach to cutting 
in the sense that you don't need to have 
an establishing shot and then follow it 
up with a closeup. This is, obviously, 
also true of multiple-image pictures, 
where you can cut several scenes "in 
parallel", so that the audience can see 
simultaneously what it would normally 
only see sequentially. The same concept 
applies—though in a somewhat different 
way—when the full IMAX frame is used. 
The director-cameraman can actually 
combine, frequently in one shot, what 
the editor might otherwise take two or 
three shots to show. For example, in 
"NORTH OF SUPERIOR" we have a 
sequence that was filmed in an Indian 
village. You see the Indian children 
closely enough so that you can get a 
sense of who they are and what they 
look like, and yet you see the whole of 
their village and their houses and the 
other people watching them and many 
other details—all in the same shot. 

This is one of the ways in which 
IMAX functions as a new medium and it 
requires a special editing technique. 

Although, on the other hand, the forest 
fire shown in our film is cut in a 
traditional manner. It's edited as an 
action sequence with fast cutting and, if 
you view it in a normal 35mm theatre, 
it looks quite a bit as it appears in 
Cinesphere. In this particular instance, 
the cutting pace doesn't make all that 
much difference. But the main 
characteristic of the IMAX format as 
presented in Cinesphere is 
certainly—and everybody in the 
audience tells us this—that you feel that 
you're "in the picture" in a way that 
nobody really has been before, unless 
they've been sitting in the first few rows 
at Cinerama. This whole audience, or a 
very large part of it, feels themselves to 
be in the picture, and that's what we 
were thinking of all the time when we 
were making the film. We tried to design 
our sequences to maximize that value, 
so that the audience would enjoy the 
feeling of being in it. If it's an aerial 
sequence, you want them to be in it 
from the point of view of, let's say, the 
pilot of a plane that is flying low. If 
someone is in a canoe, they are in a 
canoe. If the canoe turns over, as it did 
in this film, they turn over. They are in 
the picture. 

The turning over of the canoe, inci¬ 
dentally, was a complete accident. We 
had risked taking the camera into the 
canoe only because the canoeist had 
assured us that there was less than a 1% 
chance of anything going wrong. So we 
put the camera in the canoe and we 
didn't waterproof it and the canoe did 
turn over. To our great astonishment, 
Continued on Page 943 

BETTER LATE THAN . . . 
One of our (fortunately) rare ty¬ 

pographical errors in the August/ 
1971 issue of AMERICAN CINE¬ 

MATOGRAPHER resulted in a mis- 

credit for the still photographs illus¬ 

trating the story on Dalton Trumho's 

Atlanta Film Festival top award-win¬ 

ning feature, "JOHNNY GOT HIS 

GUN". The photo credit should have 

read: "PHOTOGRAPHS BY MELIS¬ 

SA CAMPBELL", which is the name 

of the petite lady in the accompany¬ 

ing photograph. The gentleman she is 

hugging so warmly is her husband, 

Bruce Campbell, the Producer of the 

film. 

Mrs. Campbell, who also happens 

to be the daughter of writer-director 

Trumbo, is a professional photog¬ 

rapher, but "JOHNNY" was her first 

feature film assignment as still pho¬ 
tographer. She learned her craft from 
her mother, who is also a highly- 

skilled professional photographer. 

It's all in the family! 
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BIRTH OF APHRODITE 
Continued from Page 871 

from the sea-foam. The ever-changing 
imagery also suggested the idea of evolu¬ 
tion and led to having the goddess's 
gestation period take place in the womb 
of the sea, represented as our two-bil¬ 
lion-year history of evolution, since 
each of us relives this history to a large 
extent in the womb. 

From this central core, the rest of 
the film evolved, and I found additional 
ways to use the distortion techniques 
throughout, adding a visual unity to the 
film. For example, I created the light¬ 
ning effects by bending and shaking a 
reflector before a spotlight and filming 
the resulting thin-line reflections. The 
water superimposures were created by 
filming a large piece of aquarium plastic 
designed to look like water; for these 
effects, I took advantage of the reflect¬ 
or's natural blurring proclivity to make 
the "water" soft and liquid-looking. 
Underwater shots, filmed without dis¬ 
tortion equipment under the sea, were 
later distorted by refilming them on my 
optical printer, which was designed to 
accept a distorting lens in the optical 
path. This method enabled me to try 
many different distortion effects by 
viewing them on the printer before 
committing them to film. The color 
auras that radiate from Aphrodite as she 
emerges onto land were created by 
filming, through moving distorting re¬ 
flectors, colorful slides projected on a 
homemade rear-projection system. Fin¬ 
ally, the swirling star fields and galaxies 
through which Aphrodite flies on her 
way to becoming the planetary body 
Venus, were created by shooting simu¬ 
lated stars of shiny beaded material, 
with the material made to pass on large 
revolving wheels in front of the distort¬ 
ing lenses. 

Leland Auslender, shown with Silver Phoenix 
trophy awarded him when "APHRODITE" 
was voted "Best Experimental Film" in recent 
Atlanta Film Festival. 

The author holds his Beaulieu 16mm camera upside down to film a slow-motion scene of 
Aphrodite walking backwards into the sea. When the scene is spliced in right-side-up, the action 
will be reversed to create weird effect of the girl being cast up onto the shore by a ponderously 
moving wave. 

Even with my advanced equipment, I 
found it very difficult to achieve mean¬ 
ingful distortions. It took great skill and 
perseverance to film the subject in the 
right area at the right distance from the 
right distorting reflector moving precise¬ 
ly along the right distorting path. I 
often had to shoot in a ratio of 10-to-1 
or more. At one point, I became so 
discouraged about the time and money I 
was spending that I set the film aside to 
work on a screenplay. 

The unfinished film sat for a year, 
when I met a distant cousin, whom I 

(ABOUT THE AUTHOR: With a background 
that includes graduate studies and degrees in 
engineering, business administration and 
theatre arts, Leland Auslender's film career 
combines his twin interests in science and art. 
He has worked in television as a cameraman- 
writer-producer-director, film director, and 
program manager. In 1961 he designed, built 
and patented the optics and hardware used to 
create Dynamic Frame effects for motion 
pictures and, more recently, the distortion 
effects described in this article. Dynamic 
Frame is a method for changing, slowly or 
rapidly, the size and shape of the motion 
picture format—with the changing frame in¬ 
corporated on the film. He is a technical 
writer—filmmaker and has written and created 
many scientific films for aerospace and elec¬ 
tronic firms. His short films, DEAR LITTLE 
LIGHTBIRD and THE SCULPTURE OF 
RON BOISE have been honored at interna¬ 
tional film festivals, and THE BIRTH OF 
APHRODITE won the Silver Phoenix for Best 
Experimental Film at the 1971 Atlanta Inter¬ 
national Film Festival. In this article, he 
describes the methods used to create his 
highly original imagery.) 

rarely saw, at a funeral. Jay Lovins told 
me he was looking for a film short to 
round out a 105-minute film program 
he was releasing through his company, 
Hollywood Film Associates. After view¬ 
ing my partially completed film, he was 
highly enthusiastic and said that he 
would like to use it in his program. 

With this incentive, I finished the 
film. To meet a forthcoming film festi¬ 
val deadline, I rushed a print, made off 
the workprint, to the Atlanta Interna¬ 
tional Film Festival, and was overjoyed 
to learn, a few weeks later, that it had 
won the Silver Phoenix award as Best 
Experimental Film. 

At Jay's request, I also filmed the 
main titles for his film, ILLUSIONS, 
using my distorting system. The result¬ 
ing titles are visually arresting—even 
hypnotic. The word "Illusions" seems 
to grow, change, break apart, and re¬ 
form, behaving as if it had an organic 
life of its own. 

The final shot of Aphrodite flying 
from camera closeup to an image sup¬ 
posedly millions of miles away, as her 
tiny figure shoots toward outer space, 
was created in my 12 by 18-foot living 
room-turned-studio. I have found that 
working within such severe limitations 
often results in the forced creation of 
radical new effects. Had I had a large 
studio to shoot in, I never would have 
thought of using the method I finally 
dreamed up. How did I do it in such a 
confined space? Well, you don't expect 
me to give away all my secrets, do you?* 
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LITTU1IIKS Mill till! PICTURES 
NEW B & S TELEZOOM 

Doubles the focal length of all Arri lenses 
TELEZOOM 3 is an all new 3-element Telezoom for the ARRI 16. 
Sharper, better, the new Telezoom converts your 12-120 Angenieux to 
24-240! The 9.5-95 to 19-190! Excellent color. Cat. No. 1380. NEW LOW 
PRICE, $79.50. 
TELEZOOM 5 is the most brilliant extender for the Arri 35 Angenieux 
Zoom Lens (25-250) ever developed. Exclusive at Birns & Sawyer — 
AND AS GOOD AS THE PRIME LENS ITSELF. Incredible fidelity, color 
and brilliance. Corner-to-comer coverage in all new 5-element design. 
Can be used on 16mm lens also. Cat. No. 1382. NOW, ONLY $99.50. 

BIRNS & SAWYER, INC. 
1026 NORTH HIGHLAND AVENUE 

LOS ANGELES, CALIFORNIA 90038 • (213) 466-8211 
Hollywood • Miami • Sydney • London • Tel Aviv • Hong Kong 

*VM.V.V $**«.€VIV 

It j. .V VH'VV#0 
Leaves both hands free for 

shooting. Versatile, sturdy, mobile! 
Of light-weight steel tubing, 

camera support swings full around 
curved base support. Quick 

release Belt-Loks. Complete with 
choice of camera platforms. Cat. 
No. 2126 for Arri 35 and Cat. No. 
2127 for Univ. 16. Special Sales 

Price of only $99.50. 

film processors for the professional.... 
Color & Black+White, 70-35-16-s8mm & microfilm 

Your film processing is more than developing; it’s creation. Create the most precise, controlled, consistent images 
and color tones from frame to frame. 
Custom Designed Processors are available for every chemistry and operate up to 200 feet per minute. Reliable 
performance and durable construction allows for continuous use under extreme laboratory conditions. The modular 
design adapts to any laboratory’s space requirements. For less processing volume, we recommend the compact-size 
FILMOpetite™ Processor. 
Produce the finest results Buy the finest, use the finest, and your film processing will produce more than you 
expect. Perfect everytime! Ask for our help We’re Bell & Howell. 

FILMOpetite^ the Convenienc 
Processor, compact size, daylig 
loading, silent operation 

PROFESSIONAL EQUIPMENT DIVISION 

BELL B HOWELL 
7100 McCormick Road 
Chicago, Illinois 60645 

312/262-1600 
VISIT OUR EXHIBIT AT THE MONTREAL 

SMPTE CONVENTION — BOOTHS 32-33-34 

Custom Designed Motion 
Picture & TV Broadcast 
Film Processors 

Complete Accessories & 
Total Service... Engineering 
Consultation, Expert 
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PRINCE PHILIP'S ADDRESS 
Continued from Page 891 

leading producers, directors, and Direc¬ 
tors of Photography has helped to 
create a high standard of optical and 
mechanical design in motion-picture 
lenses; Prof. Boris Konoplev, technical 
director of Mosfilm Studios, Moscow, 
whose maintenance of high technical 
standards in the Soviet film industry has 
given him international status; Thomas 
Earle-Knight, chief Engineer at Pine- 
wood Studios for 37 years, in recogni¬ 
tion of his outstanding career and for 
his contributions as an innovator in 
solving production problems by design¬ 
ing many new devices which have been 
applied to television as well as to other 
film studios; Stefan Kudelski, creator of 
the Nagra sound recorder, which has 
systematically reduced the proportions 
of location recorders to pocket size 
without losing quality; David Lean, di¬ 
rector of such films as “BRIDGE ON 
THE RIVER KWAI” and “RYAN'S 
DAUGHTER", in recognition of his 
technical skill and the “lustre" he has 
added to the British film industry; Dr. 
Paul Luyten, head of color film research 
at Agfa Gevaert, Antwerp, responsible 
for developing the Gevachrome range of 
reversible color films, for his work on 
new technology in photographic color 
emulsions; George Mitchell, designer of 
the motion-picture camera which bears 
his name, in recognition of his remark¬ 
able achievement in maintaining it as 
the basis of present-day equipment; and 
Fred Orain, president of the Union 
International des Associations Tech¬ 
niques Cinematographiques since 1957, 
a producer of feature and documentary 
films, for his eminence in the French 
cinema and his contributions to interna¬ 
tional cooperation; James Redmond, 

Director of Engineering, BBC, in recog¬ 
nition of his substantial contribution to 
the advancement of knowledge in the 
field of technical problems of using 
motion-picture film in television, from 
the earliest experiments in telerecording 
(kinescoping) to the massive engineering 
effort involved in the present-day use of 
color film in color TV; Dennis Robert¬ 
son, Bell & Howell Professional Divi¬ 
sion, in recognition of both his technical 
contributions and his overseas liaison 
activities for the BKSTS; and Dr. Nor¬ 
wood Simmons, general manager of the 
Rochester motion-picture and education 
marketing division of Eastman Kodak, 
in recognition of his world-wide repute 
as a scientist and his outstanding service 
to the motion-picture industry as a 
whole, particularly in the rational appli¬ 
cation of technological trends. ■ 

SHOOTING IN 
CANADA ? 

Rent from the complete 
rental house 

IIMEQUIP 

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 

\ 
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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 Vi" 
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 MOVISCOP VIEWER 
Sharp 21/4" x 3W' picture. Large 
tnagnifying 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 Mart me. 
456 W. 55th St., (Bet. 9th & 10th Aves.) 
New York, N. Y. 10019 Phone: (212) 757-6977 

BOLEX H-16 EBM CAMERA 
Continued from Page 907 

proper functioning of slating unit. 

3' cable for connecting camera and sync 
pulse generator supplied with camera. 
Same cable is used for recharging bat¬ 
tery. 

Wireless sync sound filming with crystal 
sync accessory, available for 24 and 25 
fps (specify speed when ordering). 

Crystal sync accessory pocket size with 
similar dimensions and weight of sync 
pulse generator. 

Accuracy of sync: ± 1 frame in 400 ft. 
of film. 

Supplied with 18 inch connecting cable. 

VIEWING 

Reflex viewing with 14x magnification 
of the groundglass image. 

Viewing without flicker and finder 
blackout, through semi-reflecting prism 
(deflecting approximately 25% of light). 

Eyepiece adjustable ± 5 diopters. 

Rubber eyecup for left or right eye 
viewing. 

LENS MOUNT & SELECTION OF 
LENSES 

Simple and rugged bayonet mount, ca¬ 
pable of holding heavy lenses with 
practical locking ring, with safety device 
for rapid changing of lenses. 

Filter slot in bayonet front provides 
convenient use of filters with all lenses. 

Distance from lens seat to film plane: 
23.22 (26.46mm with reflex prism). 

Takes same bayonet mount lens, or "C" 
mount lens with adapter as BOLEX EB 
and EBM models. 

Fixed focal length Kern lenses 

Switarf/1.6, 10mm RX 
Macro-Switar f/1.1, 26mm RX 
Macro-Switar f/1.9, 75mm 
Macro-Yvar f/3.3, 150mm 

Zoom lenses 

Vario-Switar 85 "Compact” f/3.5, 
17-85mm 
Pan-Cinor 85 f/2, 17-85mm 
Pan-Cinor 120 f/3.3, 12-120mm 
Angenieux 95 f/2.2, 9.5-95mm 
Angenieux 120 f/2.2, 12-120mm 
Vario-Switar 100 POE f/1.9, 16- 
100mm with automatic diaphragm 
setting & power zoom making the 
H-16 EBM Electric camera particular¬ 
ly suited for action and news filming. 

CAMERA OUTFIT 

Camera supplied with: 
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Camera grip 

Battery 

Battery charger 

3' universal cable 

4 filter holders and gelatin filters 

ACCESSORIES 

400' Magazine 

Easy to attach and remove. Takes 200' 
spools or 400' films on core. Equipped 
with a counter showing amount of 
unexposed film. 

Separate take-up motor with bayonet 
mount. 

Bo!ex Tripod 

Strong, easily and quickly set up and 
adjusted to proper height. Ball joint 
enables rapid camera levelling. 

Bolex Monopod 

Smaller, lighter than a tripod, yet a 
good steady camera support. 

Bello ws—Sunshade 

Especially designed for long focal length 
(telephoto and zoom lenses). Most ef¬ 
fective in eliminating all extraneous 
light for maximum contrast and color 
fidelity, particularly in backlighted 
scenes. 

Bolex Matte Box 

Acts as an efficient sunshade and as a 
portable accessory for titling and trick 
effects. 
Bolex Light Meter 

The Bolex lightmeter, calibrated for use 
with H-16 variable shutter cameras, can 
be used with the EBM by setting it to a 
sensitivity approximately 30% higher 
than the actual sensitivity of the film. 
For ASA setting: multiply actual sensi¬ 
tivity by 1.3X. 

Auxiliary Multifocal Viewfinder 

Shows field of view for 10, 16, 25, 35, 
50, 63, 75, 100 and 150mm focal length 
lenses. Extremely useful for previewing 
a scene. 

Extension tubes 

Used for high magnification photo cine- 
macrography. Supplied with a "slide 
rule” calculator. 

Carrying cases 

Two aluminum cases for 100' and 400' 
cameras. 

WEIGHT 

100' version: 9 lbs., 6 oz. complete with 
battery 

400' version: 12 lbs., 10 oz. complete 
with battery, magazine, take-up 
motor. ■ 

99 lbs.soaking wet- (Not For Sale) 

They 
used to 
weigh 
99 lbs. each! 
But the light lost 70 lbs! 

That’s Gail* carrying the new 
Colortran 4KW Soft-Lite. 
Thanks to new aluminum 
construction it’s down from a 
backbreaking 99 lbs. to only 
29 lbs. Light enough to be 
easily carried. New improved 
reflector design provides ultra¬ 
smooth soft light over a wide 
field; simulates cloudy bright 
daylight effect. No shadows. 
Available in 750 watt, 1, 2, 4, 
and 8 KW models with the new 
2000 watt, Tungsten Halogen, 
750 hour, mogul screw base 
lamps. Individually switched for 
maximum versatility. Gail* says 
“for more information, see a 
Colortran Dealer, or write me 
direct.” 

Colortran 
Be'rkeylfe^ Berkey Colortran 

Photo Inc. LaJI 1015 Chestnut St. 
Burbank, Calif. 91502 
213 843-1200 
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we 
cannot give you 

the moon... 

... but 
we can bring 
you the sun 

(in a suitcase) 

REPORTER KIT AC 308 
For your location lighting 

Up to 4 kw 
• 1 broadlight 
• 2 focusing projectors 
• 2 extra-lite stands 
• plus various accessories 

Technical pamphlet (English-French) 
sent upon request. 

183, rue Lecourbe 75-Paris 1 5e FRANCE Tel. 532.58.70 
Telex 23976 FLASHPARIS 206 - Cable CREMERLUX 

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.) 

Ql have used "Kodak 7302 D.P." 
film in various makeshift devices. 

Of course, this film is quite slow and 
results in a negative image of the art 
work. I suppose the normal idea is to 
use a reversal film. 
a. Do you have any suggestions for a 

developer for the above film? 
b. Could you suggest a more appropri¬ 

ate film together with a suitable 
developer? 

A a. The developer recommended 
for Eastman Fine Grain Release 

Positive film 5302 (35mm) and 7302 
(16mm) is D-97 at 70°F. The film is not 
designed for reversal use, so is not tested 
for reversal development. It can be 
reversed but your results could vary 
from emulsion to emulsion. Why don't 
you try reversing the black-and-white on 
your art work and just develop it as a 
positive? Your blacks would then come 
out white and your whites would come 
out black. If you would like a higher 
contrast film with greater maximum 
density—one designed for making posi¬ 
tive titles, use Eastman High Contrast 
Positive Film 5362 (35mm) and 7362 
(16mm). It is also designed for the D-97 
developer. 

b. Black-and-white reversal camera 
films have a maximum density of ap¬ 
proximately 2.20 to 2.40. If you are 
making burn-out titles to be used in 
printing, it is possible that light would 
be passed through the black areas and 
degrade the background of the title. 

QWhat is the best position for a 
microphone when shooting sync- 

sound motion pictures? 

A The microphone should be about 
one or two feet in front of and 

two feet above the head of the person 
speaking for the best sound pick-up. It 
should not be pointed down, since this 
results in boominess and a jumble of 
low frequencies. It should be pointed at 
the speaker's mouth, or, if this position 
is too bright or sibilant, it should be 
pointed at the speaker's chest or to one 
side of his head. If two or three people 
are speaking, it is best to compromise 
with a small movement of the micro¬ 

phone. Do not overdo microphone 
movement. A boom man or a man 
handling a "fishpole" (a long rod with a 
microphone hanging from the end) 
should learn the scene so that he can 
anticipate moves and thus avoid placing 
the microphone in boomy or harsh 
positions such as equal distance from 
two walls and the ceiling when working 
in a corner or in the focal point of a 
dome or curved wall. Do not place the 
microphone too far from the speaker. 
Ambient noise on exterior shooting 
such as that from autos, airplanes, 
ocean, wind, and off-scene people, can 
be minimized by operating with the 
microphone closer than normal. Direc¬ 
tional microphones are also an aid but 
not as much as close operation. In¬ 
creased bass suppression also helps to 
eliminate rumble noises. Lapel or chest- 
type microphones are recommended for 
noisy locations. 

Ql recently shot 16mm color film 
in below-freezing temperatures. 

Most of the footage was underexposed. 
Is this due to the low temperature or a 
wrong exposure meter reading? If tem¬ 
perature affects film sensitivity, is there 
a formula that can be applied in com¬ 
puting exposure under such conditions? 

A Test data, that should be used as a 
guide only, show an emulsion 

speed loss of about 1/3 lens stop at 0°F, 
and about 1/2 lens stop at -30°F. Since 
this loss is less than the exposure lati¬ 
tude safety margin for this film, it 
would not seem that the low tempera¬ 
ture caused the underexposure. Have 
your meter checked and be certain to 
read the scene properly to avoid a 
misleading high reading which would 
result in underexposure. 

Ql wish to produce the effect on 
the screen of a scene as viewed 

through binoculars. 

A If you are shooting with one of 
the professional cameras, purchase 

a binocular matte and place it in the 
camera when photographing the scene. 
The effect of the binocular masking can 
also be produced when the film is 
printed. 
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TOP-SIDE PHOTOGRAPHY 
Continued from Page 906 

the screen. One hour of projection room 
viewing with the prints side by side 
convinced Peter and me that I had to 
give that awful, back-breaking camera 
another try. 

Okay! The lens, the zoom motor, the 
blimping worked as well as they were 
going to work. Everyone suggested that 
we wait for the blimped 35 Arri. But we 
knew we had to work in 1969 with the 
best compromise we could engineer. 

The worst feature of our contraption 
was the viewing system. The eyepiece 
projected almost a foot behind the 
camera. We knew that the only way I 
could possibly "wear” that camera for 
months on an expedition was to get the 
eye piece beside the camera and the 
camera in a straight line over my back¬ 
bone. 

It ought to be possible, we reasoned, 
to build a viewer for the Arri that would 
come out the side of the camera rather 
than the rear. Then we could try to 
make the eyepiece take a jog forward, 
then a jog out before turning back, 
positioning the eyepiece beside the 
blimp rather than behind it. 

Accomplishing this little business 
called for twisting the image 90 degrees 
in six different turns. How much light 
would we lose? No one knew, but we 
had to try. 

Getting someone to build the viewer 
proved very difficult. We must have 
talked to half the optical engineers on 
the East Coast and found few who were 
hopeful about doing the work in the 
time required or for less than a percent¬ 
age of the Company. 

Finally, Ray Emeritz, now of Gen¬ 
eral Camera, took on the job. For weeks 
the thing grew twisted and changed in 
his shop. I dropped in from time to 
time, as to a tailor for fittings. 

Finally we had a finished eyepiece 
and it worked! Light loss was negligible 
and definition remained good enough 
for me to focus the zoom through the 
viewer. Now the camera rested solidly 
on my shoulder beside my head. 

We had great doubts about how long 
such a twisted optical tube would hold 
up in the field so Ray built us an extra 
viewer as a back up. We never used it. 
For six months, in dugout canoes in 
Ceylon, on pitching decks in Indian 
Ocean storms, on rigid-springed jeeps 
bouncing on pot-holed roads, it never 
failed. Lens elements dropped out, cam¬ 
eras choked and magazines jammed, but 
Ray's viewer worked. 

While he was making the viewer, Ray 
helped re-engineer our custom door 

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. 

CAMERA CREWS/PRODUCTION ASSISTANCE ANYWHERE IN THE WORLD 
• i I I I H 1 1 1 M i i | a 

P. O. Box 8037 • San Francisco, California 94128 | § | M 1 - 1 I 8 | 
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. ini 
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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 

ENTERPRISES, INC. 
Call or write now for further information. 
Leopold Enterprises, South 
729 West Sunrise Blvd. • Fort Lauderdale, Fla. 33311 • (305) 764-1315 
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MAGNASYNC SOUND EQUIPMENT 
FOR MOTION PICTURES & TELEVISION 

MODEL 2300-R SOLID STATE DISPLACEMENT RECORDER - makes single system editing possible. 
Automatically re-positions the sound track of a processed 16mm single-system release print 
film to “editors sync” . . . sound and corresponding picture “in line” ... for rapid, accurate 
editing, and then automatically re-positions sound track to “printer’s sync” or “projection 
sync” for immediate projection. The unit may be interlocked with other magnetic film re¬ 
cording equipment and projectors including conventional TV chain projectors. $2495 00 

MODEL 230 MIXER — NAGRA COMPATIBLE SOLID STATE MICROPHONE MIXER — Specifically 
designed to conform to the input characteristics of the Nagra 1/4" tape recorder, with special 
consideration given to their aesthetic compatability. $395.00 

SERIES 2500 SOLID STATE TRANSFER SYSTEM — 16mm, 17.5mm or 35mm synchronous mag¬ 
netic film. Unit consists of a heavy-duty quarter-inch magnetic-tape reproducer, a solid state 
sync pulse amplifier, and a sprocket magnetic film recorder/reproducer, all mounted in a 
single rack cabinet. This system is capable of transferring a pre-recorded quarter-inch tape 
to sprocketed film without tying up the field recorder. From $4650.00 

SERIES 2200 SOLID STATE PORTABLE RECORDER — for 16mm, 17.5mm or 35mm synchronous 
magnetic film. Utilizes Magnasync Transport Mechanism. Available with all standard film 
speeds and voltages for complete international compatability. Extremely versatile input 
switching circuits allow use of three low or high level microphones and line, or up to four 
line inputs. Input and output transformers on all channels for complete isolation and mini¬ 
mum noise. Modular plug in construction. The unique “quick slip” head cover permits sync 
marking directly over head gap. From $2775.00 

MODEL 250 - SOLID STATE PORTABLE FOUR CHANNEL MICROPHONE MIXER — is designed 
for motion picture sound recording and remote broadcast transmission. The high level mixer 
features dialogue equalization on each incoming channel, master gain control, built-in micro¬ 
phone talk-back system. Versatile input circuitry allows various combinations of microphones 
and lines (high & low level) to be mixed. Portable. Self contained rechargeable batteries 
provide economical operation where A.C. power is not available. $795.00 

SERIES 900 SOLID STATE STUDIO MIXING CONSOLETTE — Features non-obsolescent solid 
state circuitry, modular construction. This unit is capable of fulfilling the requirements of 
any studio . . . large or small. Other special features include up to 12 microphone or line 
inputs, complete 6-position equalization with echo send and cue on each input channel, up 
to 4 program output channels with large illuminated VU meters and echo & cue channels as 
required. $5255.00 

Send for complete information & descriptive literature. 

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

blimp for the 35-140 zoom and move 
the start-stop switch, the inertial button 
and the sync slate button to convenient 
locations on the side of the blimp. 

Six months of fiddling and fooling 
gave us a practical, well-balanced, 35mm 
blimped camera, quiet enough to use in 
a small room. We all knew that with 
more time and money we could do 
better, but at least we had something 
usable. 

Weight remained the big problem. 
Camera, lens, blimp and belt-battery 
weigh an enormous amount of pounds. 
When I first balanced it on my shoulder, 
I was outraged. How could anyone be 
expected to make a movie like that! 

But part of the problem, I convinced 
myself, is psychological. I wasn't used 
to such a heavy camera so I resented it 
like a newlywed who discovers, belated¬ 
ly, that changing diapers is the price of 
loving. 

Many times in my life I've climbed a 
mountain for the fun of it, and I've 
carried back-packs which weigh more 
than that camera—and that was sup¬ 
posed to be fun. So tell yourself, I told 
myself, that making this movie is just a 
long hike. 

As the time before departure short¬ 
ened I began to wonder whether the 
weight of such a camera wasn't a threat 
to my health. The family doctor oblig¬ 
ingly checked my ticker, blood pressure 
and cholesterol count, then smilingly 
said, ''If you want an excuse not to go, 
try a head doctor.” 

So we set out. Peter and I knew that 
our method of filming and our camera 
were compromises. You pay a price in 
control and quality when you determine 
to shoot a true cinema verite film, and 
we paid another price by shooting in 
35mm and in Techniscope. You pay 
that price because you believe there are 
other values to be gained. You want to 
catch a no-fooling, nose-picking reality, 
a sense of "being-there” that will com¬ 
pensate an audience for the technical 
limitations of the method. 

Film societies and TV give us a 
chance to look at the popular Holly¬ 
wood triumphs of a decade or so ago, 
and seeing them, we realize how quickly 
most films become dated. The fantasies, 
like the Chaplin films, maintain their 
effect best because they never pretend¬ 
ed to be "real”. But it seems incredible 
now that viewers could have accepted 
the "realistic” films of the 30's and 40's 
as having anything to do with reality. 
AFRICAN QUEEN, which won such 
praise in 1952 for its location shooting 
and realism, looks soap operaish now. 
The reason is, I suspect, that we viewers 
are often unaware of the contemporary 

920 AMERICAN CINEMATOGRAPHER, SEPTEMBER, 1971 



cinematic conventions of fictional films. 
We are so close to them that we accept 
stagey direction and improbable plot 
uncritically. Time and distance bring 
those make-believe fictions to the sur¬ 
face of our awareness where they spread 
across the landscape like noxious weeds. 

I don't think the sense of reality in 
cinema verite films will date so quickly. 
We hope that 1971 audiences will like 
our film, but whatever the popular 
verdict now, it pleases us to believe that 
in the future—ten years or maybe even 
fifty years from now—a viewer will be 
able to look at the film and know what 
it was really like chasing the Great 
White Shark on the Terrier VIII in the 
Indian Ocean during the summer of 
1969. ■ 

4 U.S. FILMS WIN HONORS AT 
CANNES, ANTWERP, BERLIN 

"l5011/2”, a producer's first short 
film effort, captures top prize at the 
Berlin Film Festival. Paul B. Price, a 
New York TV commercial producer 
who has tried his hand at a different 
medium, has won the Berlin Golden 
Bear award for the film ''15011/2". 

At another European film festival, 
the Antwerp International Labour and 
Industrial Film Triennial, CINE (Coun¬ 
cil on International Nontheatrical 
Events) has received word that two 
American films were cited for honors. 
John and Faith Hubley received an 
award “Engraving” for the best artistic 
film in the information category offered 
by the Hoger Institute Voor Schone 
Kunsten of Antwerp. Their film, “OF 
MEN AND DEMONS”, was sponsored 
by IBM World Trade Corporation. The 
film “THE BILL OF RIGHTS IN AC¬ 
TION: EQUAL OPPORTUNITY" pro¬ 
duced by Bernard Wilets and sponsored 
by Bailey-Film Associates was awarded 
the prize “Sculpture" for the best film 
concerning socio-cultural labour aspects, 
offered by the Minister of Culture. 

A five minute film “STAR SPAN¬ 
GLED BANNER”, produced by Roger 
Flint, was awarded the Special Prize of 
the Jury "for the cinematographic script 
and the concise way in which a serious 
and real subject was exposed" at the 
Cannes Film Festival. 

"15011/2“ is a delightful 10 minute 
comedy concerning the housing short¬ 
age and a man who converts a small 
bathroom into an apartment. The film 
was written and financed by Paul Price. 

The winning producers and sponsors 
will receive the trophies and diplomas at 
the 14th Annual CINE Awards Program 
during the week of November 8 in 
Washington, D.C. 

THE QUESTAR 

CINEMA MODEL 

can focus 

from the craters 

of the moon 

to the eye of a fly 

... instantly! 

Questar, with the assistance of famed cinema 
photographer David Quaid, has redesigned the 
focusing mechanism of its world-reknown tele¬ 
scope especially for the professional cameraman. 
Now this lens system, the only one in the world 
of 1400 mm. focal length that can focus from 8 
feet to infinity, permits the cinematographer to 
adjust his focus from an extreme telephoto situa¬ 
tion to a macro-closeup within the same film take. 
And all of this, the barrel containing the optical 
system, the control box, and the beautifully engi¬ 
neered system of controls, all mounted on a sup¬ 
porting platform, is light in weight. Moreover, it 
is possible to mount the Questar system on the 
Arriflex 35 mm. camera in approximately the 
same time required to mount a conventional lens. 

The great thing about this system, David Quaid 
says, is that it will permit the cinematographer to 
do something that nothing else in the world will 
let him do. For example, from a distance of 8 or 
10 feet, he can pick up an ant full screen, balanced 
on the tip of a blade of grass, and as the ant begins 
to move he pans, keeping it in exact focus as it 
crosses over to a tall tree and then climbs to its 
very topmost branch, the whole trip in perfect 
focus. He may then, if he wishes, switch to a 
woodland a mile away and focus sharply and 
instantly on leaves swaying in the breeze. 

The precise engineering that has gone into this 
equipment makes it virtually vibration-free. It can 
be used not only with the Arri 35, but with 16 mm. 
reflex cameras. Special accessories are avail¬ 
able, such as the Questar Calibrated Follow- 
Focus Gauge, a Barlow lens to increase the size 
of a distant object on the film, a positive lens 
which will diminish the size while increasing the 
light on a nearby object, and an aerial-image 
groundglass. 

David Quaid says that the prototype of the 
Questar Cinema Model was used in producing 
several of the award-winning films made by David 
Quaid Productions. 

© QUESTAR CORPORATION 1971 
All Rights Reserved 

Questar, world's finest, most versatile telescope, is 
described in our booklet containing photographs by 
Questar owners that demonstrate its superb resolu¬ 
tion. Send $1 for mailing in N. America. By air 
elsewhere in West, hemisphere, Europe, N. Africa, 
$3. Others, $3.50. 

QUESTAR 
BOX 100, NEW HOPE, PENNSYLVANIA 18938 
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CANADA? 
MOTION PICTURE & TV 
EQUIPMENT SALES ‘ RENTAL - SERVICE 

CAMERAS AND 
ACCESSORIES 

LIGHTING 
EQUIPMENT 

GRIP EQUIPMENT 

GENERATORS 

CAMERA CARS 

SPYDERS, DOLLIES 
& CRANES 

SOUND 
EQUIPMENT 

MOBILE TRAILERS 

COMPLETE STAGE 
FACILITIES 

PRODUCTION STORES 

EQUIPMENT SALES 

WRITE OR PHONE FOR CATALOGUE 

WILLIAM F.WHITE 
LIMITED 

356 Munster Ave., Toronto 18, Ontario. Tel. (416) 231-6569 

1382 Main Street, North Vancouver, B.C. Tel. (604) 980-3022 

SALES OFFICE: 41 SCOLLARD ST., TORONTO 5, ONTARIO. Tel. (416) 920-2600 

ATLANTA AWARDS 
Continued from Page 903 

CAMERAMAN: Roger Brown/Robert 
Fulton 

EDITOR: Robert Fulton 
RUNNING TIME: 28 minutes 
COLOR; 16mm 
COLOR SYSTEM: Ektachrome 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

D. W. GRIFFITH: AN AMERICAN 
GENIUS 

A 60 minute program about the life 
of D. I/I/. Griffith, a Louisville-area na¬ 
tive, often referred to as "the father of 
American film." 
CATEGORY: History 
PRODUCTION COMPANY: WAVE-TV 
PRODUCER: Art Metzler 
DlRECTOR: Walt Lowe 
NARRATOR: Richard Schickel 
SCRIPT: Schickel & Lowe 
MUSIC: Don Murray and Cliff Shaw 
CAMERAMAN: Walt Lowe 
EDITOR: Walt Lowe 
RUNNING TIME: 60 min. 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

HEARTBEAT OF A VOLCANO 

Dramatic film of one of the earth's 
most powerful land building processes— 
a volcano eruption. Viewers watch vol¬ 
canologists quietly making their precise 
measurements as the volcano expands 
and erupts. 
CATEGORY: Earth Science 
PRODUCTION COMPANY: Encyclo¬ 

pedia Britannica Education Corp. 
PRODUCER: Bert Van Bork 
Dl RECTOR: Bert Van Bork 
NARRATOR: Lee Ranger 
CAMERAMAN: Bert Van Bork 
EDITOR: Ulf Baeckstroem 
RUNNING TIME: 20 min. 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

HIS LAND 

HIS LAND is the thrilling story of 
Israel from ancient to modern times. 
HIS LAND, a one-hour color motion 
picture, takes you on a journey through 
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space, time and current events. You see 
graphically the fact that Israel today is 
a living testimony to the words of the 
prophets when they proclaimed that 
Israel would take her place among the 
nations of the world. 
CATEGORY: History 
PRODUCTION COMPANY: World 

Wide Pictures 
PRODUCER: Frank R. Jacobson 
DlRECTOR: James Collier 
NARRATOR: Cliff Barrows/C. Rich¬ 

ards 
SCRIPT: James Collier 
MUSIC: Ralph Carmichael 
CAMERAMAN: Paul Lohmann 
EDITOR: Gene Pendelton 
RUNNING TIME: 54 minutes 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

IMOGEN CUNNINGHAM, PHOTOG¬ 
RAPHER 

The film combines interview and 
candid footage of Imogen Cunningham 
with a full selection of her work. 
Through the course of this film, we 
come to feel both a sense of her 
achievement as a photographer and a 
feeling for her radiance as a still vital 
human being. 
CATEGORY: Documentary Films, 

Graphic & Cultural 
PRODUCTION COMPANY: Korty 

Films 
SPONSOR: American Film Institute 
Dl RECTOR: John Korty 
NARRA TOR: Roger Bowen 
CAST: Imogen Cunningham 
MUSIC: L. Alexander; B. Haynes 
CAMERAMAN: John Korty 
EDITOR: Richard Chew 
RUNNING TIME: 20 minutes 
COLOR; 35mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

THE INSOMNIAC 

A group of children see their world 
as a peaceful country garden at the 
beginning of a summer day. Suddenly 
they are called in to bed. For the adults 
see their world only as an ugly city at 
the end of a grey, tiring day. 

The children's father reads them a 
bedtime story which hints at the ambi¬ 
guity of these two worlds. Later at 
midnight, unable to sleep, the father 
looks out of his apartment window. But 

now there’s a 
choice choice. 

The Royal 16mm Manual 
Models from $650.00 

The Royal 16mm Self Threader 

Unique features on both projectors: 

HIGH POWER LAMP 
TWICE AS BRIGHT 
Newly designed General Electric or Sylvania 
EJL200 W, 24 V Halogen lamps produce 
double the screen brightness of 1000 W 
Tungsten lamp. Won’t blacken during entire 
25-hour rated life, yet generates less heat 
than standard lamps. 

MAINTENANCE 
TWICE AS EASY 
Fewer moving parts. All major parts (ampli¬ 
fier, film pull-down mechanism, and motor) 
are modular units which can be quickly re¬ 
placed with simple tools. Full year warranty 
on parts and labor. Royal projectors cost 
much less than competitive equipment when 
true Total Life Cost (purchase price plus 
5-year maintenance) is figured. 

CONVERTIBLE 
TWICE AS USEFUL 
Standard Royal projectors convert to spe¬ 
cial power source and Marc 300/16 lamp 
or Colorarc 300/16 in minutes. The class¬ 
room projector can produce auditorium 
brightness for special shows, then go back 
to work in the classroom with the standard 
Halogen lamp. Conversion kit can be pur¬ 
chased with the projector, or added any 
time in the future. 

For further information call or write Mr. Bob Roizman: 

THE CAMERA MART INC. 
456 W. 55th ST., NEW YORK, N. Y. 10019 • (212) 757-6977 
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All about Super 8 
Geo. W. Colburn was one of the first Labs 
to perfect the printing of the Super 8 format 
in both sight and sound. Over the years 
we have gathered much Super 8 knowledge, 
which we wish to share with you. 
Send today for this FREE Booklet 
“Colburn Comments on Super 8”. 

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

They’re good men to know. Because 
today’s tighter schedules have 
less margin for breakdowns. 
Because today’s higher standards 
demand more exacting perform¬ 
ance. And because today’s lenses 
are increasingly more expensive 
and complex. 

When something happens, you 
need someone who knows what to 
do and does it. Fast. 
If it fits on the business end of a 
camera, they can fix it—television 
or film —manual or servo. 

The lens doctors aren’t just lens 
mechanics...the foundation of 
their sizeable organization is lens 
repair. So service isn’t just the 
name of a department to them... 
it’s a way of life. They guarantee 
completion of most repairs in 
under 24 hours. And right —the 
first time! 

But all the commitment in the 
world won’t fix a stripped gear or 
damaged element. That takes skill. 

And equipment. The calibre to 
repair virtually any lens on the 
market, including Angenieux, 
Canon, Taylor-Hobson and dozens 
more. And the kind of knowledge 
that convinced the selective 
Schneider people to bestow their 
coveted factory-service authoriza¬ 
tion. Backed by extensive optical 
and electronic testing facilities, 
including equipment to test color 
tracking. 

Not that repair is all the lens 
doctors do. People around the 
world have created a demand for 
their innovations, including cus¬ 
tom work such as special remoted 
and automated focus, zoom and 
aperture controls. 

If you have a problem (or want 
to prevent one), call the lens doc¬ 
tors; Max Blaim and Walter 
Reiche. You don’t need an appoint¬ 
ment. And the staff makes house 
calls in emergencies. 

ERSTTOnST 
CnmERR CERTER, Hit. 

248 LAFAYETTE STREET, NEW YORK, N.Y. 10012 • (212) 966-5433 

instead of the usual city skyline, he now 
sees the children's country garden, 
brightly lit by the midday sun. 

Projected into the children's world, 
he decides to explore it. He finds 
himself invited to a party where all the 
guests still believe it is the middle of the 
night. He persuades a girl at the party to 
see things as he does, and escapes with 
her into the deserted, sun-drenched 
countryside. 
CATEGOR Y: Short Subject—Live Ac¬ 

tion 
PRODUCTION COMPANY: Auriga 

Films, Ltd. 
PRODUCER: Rodney Giesler 
DlRECTOR: Rodney Giesler 
SCRIPT: Rodney Giesler 
CAST: Morris Perry; Valerie Ost; Pa¬ 

tricia Leventon; Neville Marten 
MUSIC: James Stevens 
CAMERAMAN: Tony Richmond 
EDITOR: Mike Pavett 
RUNNING TIME: 44 minutes 
COLOR; OPTICAL; 35mm 
COLOR SYSTEM: Eastmancolor 
COUNTRY OF ORIGIN: United King¬ 

dom 
LANGUAGE: English 

THE KEY MAKER 

"The Key Maker" deals with an 
elderly retired locksmith-who is not 
willing to give up the vitality of living as 
his neighboring contemporaries have. 

Mr. Tod's somewhat secluded life 
enabled him to develop private amuse¬ 
ments through the years. His beloved 
wife, Helen, was the greatest single 
spark to his life. But now, living alone, 
Mr. Tod cheerfully carries on, dwelling 
in a room filled with a wealth of 
enchanting, imaginative things and tak¬ 
ing his daily walk to the park and back 
again. 

In the park the old men sit about in a 
self-pity, loneliness—caught up in lifeless 
thoughts. 

Beneath the old, weatherbeaten sur¬ 
face of a certain alley wall vibrates 
another world—a colorful, beautiful di¬ 
mension. Every day during his walk, Mr. 
Tod enjoys looking into it, and then 
remembering these sights (that no one 
else has seen) as he falls asleep at 
night. 
CATEGORY: Experimental Live action 
PRODUCTION COMPANY: University 

of Southern California Division of 
Cinema 

PRODUCER: U.S.C. 
Dl RECTOR: Trace Johnston 
SCRIPT: Trace Johnston 
CAST: George Prud'homme, Walter 
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Overman, Paul Davis 
CAMERAMAN: Doug Knapp 
EDITOR: Andy London 
RUNNING TIME: 20 minutes 
COLOR SYSTEM: ECO 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

DAVID LEAN: A SELF PORTRAIT 

David Lean rose to fame in a British 
cinema dominated by the literary adap¬ 
tation executed with taste, intelligence 
and expert craftsmanship. Though it is a 
long way from "In Which We Serve”, his 
first directorial assignment, to "Ryan's 
Daughter" these qualities have become 
characteristics of his style. The attempt 
to create an epic portrait of an era 
through the intimate story of a family 
or closely-knit group of people is a basic 
element of his works. "A Self Portrait" 
explores film as a director's medium, 
using interviews with Lean and his 
associates and scenes from his films. 
CA TEGOR Y: Documentary— Television 
PRODUCER: Thomas Craven 
DlRECTOR: Thomas Craven 
CLIENT: N.E.T. 
CAST: David Lean 
RUNNING TIME: 55 minutes 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 
DISTRIBUTOR: Pyramid Films 

LIGHT, STRONG AND BEAUTIFUL 

A shimmering metallic element 
brings together exciting people, prod¬ 
ucts and places throughout the world in 
"Light, Strong and Beautiful," a new 
16mm color film about aluminum. The 
film tells the story of the aluminum 
industry and its influence on the lives of 
people and the products they make and 
use throughout the world. The film also 
creates a sense of astonishment at alumi¬ 
num's versatility . . . passing quickly 
from the familiar to the unexpected and 
spectacular. 
CATEGORY: Industry and Business 
PRODUCTION COMPANY: Francis 

Thompson, Inc. 
PRODUCER: Neil Tardio 
DIRECTOR: Neil Tardio 
NARRATOR: Charles Kimbrough 
CLIENT: Kaiser Alum, and Chem. Corp 
SCRIPT: Richard Olmstead 
MUSIC: Elmer Bernstein 
CAMERAMAN: Alan Green, Neil 

Tardio 
EDITOR: William Bruder 

Advanced scheduled processing techniques move your jobs rapidly 

through a world of quality control. 

☆ Silver Sound Track 7389 ☆ 16mm Ektachrome 
M-4 process 

☆ Super 8mm Ektachrome 
SO-105 

☆ 16mm Ektachrome ECO-3 
process 

☆ Super 8mm & 16mm 
B/W Reversal 

☆ Vi" 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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□XBERRY’S 

4/ TWO 
4/ TWO 

SWITCHES 
REGULATORS 

AND plug in a 
liquid gate. 

$ iPtatiggoDtsu 

NOW you can pull 
out a dry gate  

Available for j ACWE & 

I RESEARCH PRODS. 

A self contained, normal loading, unit that’s ready to go in minutes. Virtually 
eliminates scratches and passes splices easily without causing bubbles, liquid 
spillage, streaks or turbulence, at freeze frame, normal speed and up to 600 
f.p.m., with a pin registration system. 
The systems liquid is maintained at approx, two pounds pressure 
by a pump and regulator, bypassing all excess pressure back to 
the reservoir, which contains a regulated bubble trap. The vac¬ 
uum pump maintains approx, five inches of mercury vacuum, 
which returns all fluid to the reservoir. With a constant flow 
of filtered fluid, the film is totally immersed and eliminates 
scratches and dirt. The two thick optically flat glass windows 
minimize the effect of dust and dirt on its' outer surface, and 
is specially coated to maximize light passage. The film is held 
at your normal focus plane for follow focus. 

Division of Richmark Camera Service, Inc. 

□XBERRY 516 TIMRSON PL., BRONX, N.Y. 10455 
Tel. [212] 585-0730 Cable OXBERRY, N.Y. 

Sale * 16mm Color Processor 

Pako 56-EK 
Ektachrome ME-4 

or 
ECO Process 

Designed to handle 

large volumes of film 

with minimum labor 
Features- 

Modular construction — easy installation 
Lightweight bottom drive racks - constant tension maintained 
Spray-bar washing 
Air squeegee “wiping” 
Remote main control panel 

Only one machine available at sale price. Machine presently in operation. 
Available for immediate delivery. 

Sold new for over $30,000.00 
Sale Price: $15,250.00 

SERVING THE WORLD 

aiangordon enter prises me. 
1430 N. CAHUENGA BLVD. • HOLLYWOOD, CALIFORNIA 90028 

SALES (213) 985-5500 • RENTALS (213) 466-3561 

RUNNING TIME: 26 minutes 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: 3200 Kelvin 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

MASTERS OF THE SKY 

"Masters of the Sky" is a film captur¬ 
ing man's highest sense of joy and 
accomplishment in skydiving today— 
"relative work." Swarms of jumpers exit 
en masse from their lofty birds miles 
above the earth, enjoying minutes upon 
minutes of free-fall, maneuvering freely 
in 3-dimensions, building world-record 
stars and formations. Witness for your¬ 
self man expanding his universe, form¬ 
ing the world's first 12-man "snow¬ 
flake" and the world's first 16 and 
18-man "stars." Watch him being towed 
on a rope behind an airplane like a 
glider; watch him jump in snow, over 
water, and land in trees. "Masters of the 
Sky" is poetry and grandeur; it is the 
most comprehensive and contemporary 
film on jumping today. 
CA TEGOR Y: Short Subject—Live Ac¬ 

tion 
PRODUCTION COMPANY: Photo- 

Chuting Enterprises 
PRODUCER: Carl Boenish 
DlRECTOR: Carl Boenish 
MUSIC: Michale Lloyd 
CAMERAMAN: Carl Boenish 
EDITOR: Carl Boenish 
RUNNING TIME: 14 min. 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 

OUT OF SIGHT 

A boy wanders thru a day seeing 
things in an ordinary way until they 
transform into new dimensions which 
can only be realized thru the power of 
the camera—making what is usually out 
of sight—and out of mind—a present 
reality and new awareness. 
CATEGORY: Education 
PRODUCTION COMPANY: Morton 

Goldsholl Design Associates 
PRODUCER: Goldsholl Associates 
Dl RECTOR: Millie & Morton Goldsholl 
CLIENT: Eastman Kodak Company 
SCRIPT: Millie Goldsholl 
CAST: Bradley Elias 
MUSIC: Dick Boy el I 
CAMERAMAN: Tom Freese, Mert 

Knapp, Millie Goldsholl 
EDITOR: Millie Goldsholl 
RUNNING TIME: 18 minutes 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English (title only) 
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THE QUARRY 

The film, contracted for by a large 
chemical company, was produced to 
inform young people of the potentially 
fatal dangers of inhaling concentrated 
vapors from aerosol products to achieve 
a "high”. So far more than 100 young¬ 
sters have died, and the numbers are 
rapidly rising, as a result of abusing 
various aerosol products. The film was 
based on a composite of details taken 
from actual case histories of young 
people who have been victims of aerosol 
inhalation in order to create a believable 
and medically authentic picture. It is 
hoped that the film will have some 
influence in discouraging youngsters 
from abusing these otherwise safe and 
useful consumer products. 
CA TEGORY: Medical & Health 
PRODUCTION COMPANY: Artz Pro¬ 

ductions 
PRODUCER: Tony Artz 
DlRECTOR: Tony Artz 
PRODUCT: Aerosols (Safety) 
SCRIPT: T. Artz, Kay Hines 
CAST: Tony Bruno, Diane Spiro, Vat 

Kirschoffer, Rick Losey 
MUSIC: Bill Smith 
EDITOR: Tony Artz 
RUNNING TIME: 30 min. 
COLOR; OPTICAL; 16mm 

REPLAY 

This is a film that gives the He to the 
generation gap by humorously docu¬ 
menting the existence of the generation 
link. 
CATEGORY: Short Subject—Live 

Action 
PRODUCTION COMPANY: Concepts 

Unlimited 
PRODUCER: Richard Barclay 
Dl RECTOR: Robert Deubei 
MUSIC: Charles Strouse 
CAMERAMAN: Robert Bail in 
EDITOR: Gary Youngman 
RUNNING TIME; 8 minutes 
COLOR; OPTICAL; 16mm 
COLOR SYSTEM: DeLuxe 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 

SAD SONG OF YELLOW SKIN 

A film of the other Saigon, where 
bombs seldom fall and blood seldom 
flows, where the wounds of war are of 

a different sort, and the people suffer a 
different kind of dying. 

If you wonder what ordinary people 
Continued on Page 933 

excellent 
wildlife stock footage 

North American and African 

Great slow motion action scenes 
Superb close-ups 

Buy only what you know you can use 
at far less cost than sending a 

cameraman afield. 

Our film vault protects 300,000 feet! 

BORDEN PRODUCTIONS, INC. 
Great Meadows Road - Concord, Massachusetts 01 742 - 617-369-5030 
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TYLER CAMERA SYSTEMS 

Academy Award Winning 16-35-65mm 

Vibrationless Camera Mounts 

Write or call TYLER CAMERA SYSTEMS 
clo EGON STEPHAN, Tel. (305) 757-5988 

SERVICE W 
RENTALS /v\ 

SALES I ■ 1 4^ 

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. 

INTERLOCK 
SCREENING ROOM 

FROM ONE DAY TO 
ONE YEAR 

10 MINUTES 
AWAY FROM LABS, 
HOTELS, TERMINALS, 
NETWORKS, ETC. 
LOCATED IN 
THE SAME BUILDING 
AS BELLEVUE-PATHE 
SOUND FACILITIES 

THE EDITING PLACE is intended to 
provide the most convenient and modern editing 
facilities available in Toronto at this time. Each room is 
equipped to provide good working conditions with the latest 
equipment available. The customer will be given a key to his 
editing room, and he can come and go as he pleases. 

EDITING ROOM 
RENTALS 

MOVIOLAS 

(division of Bruce Sabsay Productions Ltd., 290 Jarvis Street, Toronto) 

121 ST. PATRICK STREET • TORONTO 2B, ONTARIO • TELEPHONE 864-1440 

THE FILM SCHOOL 
Complete instruction by award winning Professionals 
at a seashore academy near SAN FRANCISCO 

IDEAL CONDITIONS - 
CLASSES LIMITED TO EIGHT STUDENTS 
INDIVIDUAL INSTRUCTION 
WE PROVIDE ALL EQUIPMENT, FILM, PROCESSING. 

WORKPRINTS, AND MATERIALS REQUIRED 

Learn film production by doing it with a professional at 
your side. Clear-cut explanations about cameras, exposure, 
liqhtinq, editing, sound, to the finished print ready for 
distribution. 

Write for our catalog with complete descriptions of all classes 
with prices. Fall quarter starts Sept. 14! Write THE FILM 
SCHOOL. BOX 926, Dept.C, HALF MOON BAY, CALIF. 94019 

BOOK REVIEW 
BIOGRAPH BULLETINS, 1896-1908. 
Compiled with an introduction by 
Kemp R. Niver, edited by Bebe Berg- 
sten. Los Angeles: Locare Research 
Group, Publishers, 1971; 464 pages. 
Profusely illustrated. $20.00. 

Of all the early motion picture studi¬ 
os, the American Mutoscope and Bio¬ 
graph Company was, perhaps, the most 
important. The company developed the 
Biograph camera and projector, as well 
as the card-flipping Mutoscope. These 
were inventions that did much to sup¬ 
port the first faltering steps of the 
moving picture. Somewhat later, Bio¬ 
graph, as the company was popularly 
called, furnished the setting and where¬ 
withal for D.W. Griffith and his cadre of 
players, cameramen and technicians 
which gave such impetus and direction 
to the art and craft of the American 
motion picture. 

Biograph advertised their product by 
issuing a series of handbills giving a brief 
synopsis of each picture together with 
length, release date and, quite often, an 
illustration from the film. Although no 
cast list or credits were given, much to 
the dismay of present-day film histori¬ 
ans, these handbills have provided inval¬ 
uable information in studying the devel¬ 
opment of the American motion picture 
industry. Unfortunately, it has been 
very difficult for historians and students 
to obtain these bulletins, since the rare 
existing copies can only be seen in a few 
libraries or in the hands of private 
collectors. Biograph Bulletins compiled 
by A.S.C. Associate member Kemp R. 
Niver, makes this invaluable reference 
material easily available for the first 
time. It will be a welcome volume for 
anyone with a serious interest in motion 
pictures. 

In the introduction to this book, Mr. 
Niver explains how the company invent¬ 
ed the Mutoscope, a flip-card wheel 
fitted into a viewing device so one could 
view moving pictures. Subsequently, 
Biograph built a projector. Moving pic¬ 
tures could now be shown in theaters, 
thus enabling the company to reach 
more customers. The projector eventual¬ 
ly replaced the flip-card viewing ma¬ 
chines. Biograph was now launched as a 
full scale producer of theatrical films. 
Some of these early movies were mem¬ 
orable and are of historical importance. 
For example, films were made of Major 
William McKinley at Canton, Ohio in 
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1896 when he was a presidential can¬ 
didate. 

Beginning with "My Rag Time Gal", 
a Mutoscope release of April 1896, most 
of the handbills Biograph issued for all 
of its product, until December 1908 
with "The Helping Hand", are repro¬ 
duced in this book. The most important 
thing that happened during that period 
was Biograph's signing of D.W. Griffith 
as a director. Bulletins of most of the 
pictures Griffith directed in 1908 are 
included. 

Cinematographers will be particularly 
interested in the index of titles listing 
the name of the cameraman responsible 
for the photography of each Biograph 
picture between 1896 and 1908. G.W. 
("Billy") Bitzer is usually mentioned by 
film historians as the one responsible for 
most of the Biograph product. Bitzer 
was the cameraman in quite a few 
Biograph releases, but there were also a 
number of other men responsible for 
photographing Biograph pictures. 
Arthur Marvin, for one, photographed 
D.W. Griffith's first picture, "The Ad¬ 
ventures of Dollie". Other Biograph 
cameramen were: F.S. Armitage, a Mr. 
Ackerman, a Mr. Bonine, a Mr. Cong- 
don, F.A. Dobson, O.M. Cove, a Mr. 
Louisti, Wallace McCutcheon, H.J. 
Miles, F. Ormiston-Smith, A.E. Weed 
and William K.L. Dickson. This same 
Dickson was Thomas Edison's chief 
assistant when Edison invented the mov¬ 
ing picture camera. Dickson photo¬ 
graphed the first moving picture and 
thus became the first Director of Photo¬ 
graphy. He was one of the early found¬ 
ers of Biograph and probably trained 
Billy Bitzer, Arthur Marvin and the 
other early Biograph cameramen. Mr. 
Niver has listed all of Dickson's Bio¬ 
graph pictures in this index. 

In addition to the bulletins, repro¬ 
ductions have also been made of Bio¬ 
graph press clippings, as well as many 
letters written by Biograph executives 
to early motion picture exhibitors and 
other people in the film trade. 

Biograph Bulletins is a large, hand¬ 
some book. All of the illustrations, 
letters and bulletins are well repro¬ 
duced. Throughout the book, Mr. Niver 
has included many explanatory nota¬ 
tions. In the forepiece and backpiece, 
photographs of many early Biograph 
players have been included: Lillian Gish, 
Lionel Barrymore, Mary Pickford, 
Blanche Sweet, Harry Carey, Robert 
Harron, Alfred Paget and others. 

This book will add to Mr. Niver's 
reputation as an authority on the early 
American motion picture industry. ■ 

GEORGE J. MITCHELL 

SERVING THE WORLD 

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

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

STACK 
UP ON 
TAPE 

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

Order # Price 
GE511C-2 Gaffer 2"x60 yds. grey dull $5.95 
GE520C-2 Gaffer 2"x60 yds. grey shiny $5.50 
GE511C-1 Gaffer l"x60 yds. grey dull $2.75 
GE609C-1W Paper l"x60 yds. white .. $2.40 
GE609C-1B Paper l"x60 yds. black .. $2.40 
GE500-1W Camera l"x60 yds. white .. $3.40 
GE500-1B Camera l"x60 yds. black .. $3.40 
GE654C-V2 Editing V^"x60 yds. masking $ .75 
GE654C-1/4 Editing t4"x60 yds. masking $ .90 

(Minimum order: $10.00. 
California residents 
please add 5% sales tax. 
All prices FOB Plant, No. Hollywood.) 

CHANNEL 8 COLOR LAB 
FOR BEST TELEVISION TRANSMISSION 

16mm EXTACHR0ME EC0-7252 PROCESSING 16mm CREATIVE & CONFORMING EDITING 
16mm EKTACHROME ME-4 PROCESSING 16mm CREATIVE SOUND PRODUCTION (INTERLOCK) 
16mm COLOR WORKPRINTING (1 DAY SERVICE) PROFESSIONAL SLIDE PRODUCTION 
16mm RELEASE PRINTING 3400K - 5400K TRANSPARENCY DUPLICATION FROM 
16mm SOUNDTRACK APPLICATION 35mm TO 30" x 40" 
16mm ULTRASONIC CLEANING 35mm FILMSTRIP SERVICE 

905 JACKSON STREET/P.O. BOX 1410 
TAMPA, FLORIDA 33601 / 813 228 -7781 
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'the automatic thermal unit 
With recirculating system/Type 316 S.S. construction 

cools or heats as set 

1/10 degree temperature 
maintained 

smaller models available 

model 
70a-20 
(for 250 gallons 
or less) 

price: 
$1295 

write for details 

FRIGIDHEIIT II1DII5TRIES 
Box 12037, 1401 21st Avenue South 
Nashville, Tenn. 37212 
Telephone: (615) 383-4255 

CRYSTAl! 
CONTROLLED 

CAMERAS/RECORDERS » ]rnageJ_Je-szlces]rico3rpora,teca. 

811 Northwest 111th Street • N Florida 33138 USA • (305) 754-4141 

J/'Z'ZY/'Z’ t^fiZ^ZYO^ 

THE RIGHT SOUND 

E R 
IQOO/N 

marteL 

THE "RIGHT” SOUND BEGINS WITH THE RE¬ 

CORDER. IT CANNOT BE MADE RIGHT IF IT 

ISN’T ON THE TAPE IN THE BEGINNING. AND 

THERE IS NO WAY SURER THAN WHEN YOUR 

SYNC SOUND IS RECORDED WITH THE UHER 

1000/N NEO-PILOT RECORDER. WHETHER YOUR 

PHOTOGRAPHY IS ACCOMPLISHED WITH THE 
BEAULIEU, ARRIFLEX, ECLAIR, OR ANY OTHER 
PROFESSIONAL SYNC/SOUND CAMERA, THE 
UHER 1000/N IS THE PERFECT RECORDING 

MEDIUM. ASK YOUR HERVIC DEALER, OR WRITE 

FOR DETAILED INFORMATION. 

EXCLUSIVELY DISTRIBUTED IN THE U.S.A BY 

Hervic 
EXECUTIVE OFFICE: 14225 VENTURA BOULEVARD 

SHERMAN OAKS, CALIFORNIA 91403 

FILMS AT ONTARIO PLACE 
Continued from Page 897 

through the use of twin projectors, are 

projected onto clusters of large plastic 

balloons speckled with matte white 

paint to make them partially reflective, 

but not so opaque as to prevent some of 

the light from passing through to a 

second layer of balloons in back of the 

first one. 

If one regards this presentation as 

simply a montage of fluid light and 

color, the effect is quite beautiful, but 

the huge balloons (which appear to be 

at least five feet in diameter) form such 

a lumpy "screen" that it is impossible to 

get any of the images sufficiently into 

focus to be able to tell what they are 

supposed to be. It's a case of the means 

having defeated the end result. 

The second pod features a presenta¬ 

tion called "EXPLOSIONS", which is a 

mixed-media show involving both slides 

and film. Each of the four walls of the 

darkened room has the identical screen 

configuration, so that spectators, stand¬ 

ing or seated on the floor, can see the 

same presentation, no matter in which 

direction they are pointed. The center 

of each screen is a 32 x 16-foot panel 

for the projection of a motion picture 

segment in the anamorphic format. 

Framing this panel on both sides and 

the bottom are 10 rear-projection 

screens. Each is mounted on the front 

of an eight-foot cube with two Carousel 

slide projectors inside. 

The central motion picture screen 

panels include sliding doors which open 

on computerized command to reveal 

various three-dimensional artifacts, such 

as the circular blade from a saw mill. 

The doors are, of course, covered with 

the same reflective material as the re¬ 

mainder of the screen, so that when 

they are closed they simply become part 

of the screen. The film segments are 

projected from a central booth which 

houses four Ernemann IX 35mm inter¬ 

locked projectors with 2500-watt xenon 

lamps—one projector for each of the 

four screens. 

Fully computerized, the 12-minute 

show is cued by an 82-channel program¬ 

mer which operates the 35mm film 

projectors, the 80 slide projectors (for 

the four screen areas), opens and closes 

the doors of the artifact capsules, keeps 

the 12 channels of stereo sound in sync 

and cuts the light off the screens at the 

conclusion of each showing. 

As for the content of the show, it is 

an imaginatively visualized panorama of 

the progress of civilization in Ontario 

from the earliest pioneer days up to the 
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present. The 6,480 super slides involved 
in the production were shot by various 
still cameramen under the direction of 
chief photographer Leonidas Zour- 
doumis. Veteran Canadian film-maker 
Pat Crawley produced and photo¬ 
graphed the 35mm Panavision film seg¬ 

ments for "EXPLOSIONS” and cut 
them expertly to key in with the sur¬ 
rounding slide images. 

The third pod features a film presen¬ 
tation known as "ONTARIO STYLES" 
(a title more appropriate to a fashion 
show), that is projected in accordance 
with a far-out mechanical concept 
which, however novel, doesn't quite 
work. The subject content spans an era 
in the development of Ontario from the 
Indian times through the War of 1812, 
the two World Wars, and the arrival of 
the post-war immigrants. 

The scenes which compose this pano¬ 
ply are arranged in groupings and 
thrown, by means of 28 RCA 1600 
16mm projectors onto clusters of tall, 
cylindrical white bags which are sus¬ 
pended from the ceiling and left to 
dangle freely about two feet off the 
floor. The bags are similar in shape to 
those which boxers pummel while train¬ 
ing in the gym, but are much larger and 
lighter in weight. In order to make his 
way across the pod to the next presenta¬ 
tion, the spectator is required to push 
himself through tiers of these swinging 
bags. The idea is that, in so doing, he 
will feel that he is right in the midst of 
the battle action. Perhaps, if a single 
person were to run this gauntlet, the 
effect would be as visualized by its 
creator. But with hundreds of people 
simultaneously pushing and shoving 
their way through this obstacle course 
of dangling bags (with movies projected 
all over them), the result is a kind of 
colorful chaos. 

It's one of those ideas that must have 
sounded great on paper, but ran afoul of 
the realities of the situation. Which is a 
pity, because obviously a great deal of 
thought and effort went into the plan¬ 
ning and shooting of the films produced 
by Pat Crawley. He even went so far as 
to compose his battle action shots so 
that each soldier would fit neatly onto 
his own bag when the scene was project¬ 
ed. Similarly, great care was taken to 
film the advances of troops head on, 
since horizontal action would have "rip¬ 
pled" across the bags in an unseemly 
fashion. 

Some ingenious effects were also 
planned in terms of the cutting and 
sound perspectives. For example, a can¬ 
non is fired by a group of British 

Continued on Page 935 
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f/T INSERTS 
!* STAGE fr POOL \\ 
' FACILITIES AVAILABLE 

5 SPECIAL PHOTOGRAPHIC EFFECTS JJJ 
n> OPTICALS FOR TELEVISION £ 

ft MOTION PICTURES Cyj 
^ 663-9331 STjl 

SDECiAl \ 
EffECTS I, 

NTIES 
4241 Normal Ave.r 

Hollywood, Calif. 90029 

T iTt-J 

Give your 
family a special treat! 

W Take them to see and enjoy.. flL 

Bruce Brown’s 

ON ANY 
SUNDAY’ 

MacGillivray - 
Freeman’s 

SUNSHINE 
SEA’ 

k\ 16mm blow-up negs, special effects 
and titles byC^(Li 

6860 LEXINGTON AVENUE 
HOLLYWOOD, CALIF. 90038 

(213) 461-3235 
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The only reason offers 

i angenieux lenses is.. B... because they want 

to ensure 

you of the very 

best picture 

quality. 

■ ■ 
A study of the Motion Picture and 
Television Arts and Sciences within a 
degree program, taught by a distin¬ 
guished faculty. 

Now Registering. Write for a descrip¬ 
tive brochure. 

■1 
m 

m 
m 

COLUMBIA 

COLLEGE 

m 

m 

m 

m 

m m 

■ COLUMBIA 

COLLEGE COLUMBIA COLLEGE 
925 No. La Brea Ave. 

Hollywood, Calif. 90038 

851-0550 Approved for Veterans 

the ONLY Thermo-Fusion Butt-Weld 

SPLICING EQUIPMENT 
for 

MOTION PICTURE 
FILM 

and VIDEOTAPE 
■ Get “end-to-end" splices in seconds 

for Super 8,16mm, 35mm, and 70mm film 
■ No scraping of emulsion 
■ No messy cements 
■ No pressure sensitive tape 
■ No added thickness 
■ No extraneous noise on magnetic 

sound tracks 

■ Perfect film alignment 
■ Mends broken 16mm sprocket holes 

without loss of frames 
■ Simplifies and cuts cost of A & B 

editing process 
■ Models available for every splicing need 
■ Request literature on 

Prestoseal Butt-Weld Splicers 

RECOMMENDED BY THE BRITISH BROADCASTING CORP. 
AND MANY OTHER LEADING ORGANIZATIONS 

PC “The 
Thermo-Fusion 

People” 

Prestoseal Manufacturing Corp. 
37-12 108th St.,Corona, N.Y. 11368 

(212) U57-5566 

By GEORGE L. GEORGE 

"The filmmaker has learned that his 
art depends on the way his camera 
shapes the scene he is recording" is 
Gerald Mast's approach to screen art in 
A SHORT HISTORY OF THE MOVIES 
(Bobbs-Merrill.) Mast considers film as a 
basically visual medium, integrated with 
sound, and creative despite awesome 
financial pressures and mechanical bur¬ 
dens. 

Significant trends in film history are 
aptly outlined, concentrating on Ameri¬ 
can feature production and noting Eu¬ 
rope's part in its early years. While the 
directors' contribution is stressed, many 
cameramen are mentioned—Karl 
Freund, "Billy" Bitzer, Joseph August, 
Lee Garmes, Gregg Toland, Raoul 
Coutard (Breathless) and Edouard Tisse 
(Potemkin) among others. 

* * * 

Richard L. Bare's THE FILM DI¬ 
RECTOR (Macmillan) is a practical and 
thorough-going manual on film and tele¬ 
vision directing techniques, written by a 
successful, full-time practitioner of the 
craft. 

Reflecting its author's extensive ex¬ 
perience (the long-running Green Acres 
and many other film/tv productions) 
the book stresses, on the one hand, the 
director's "absolute control" function 
and, on the other, the essential co¬ 
operation he expects from his associ¬ 
ates. The cameraman's work is discussed 
at length in the "Telling a Story with 
the Camera" section. This is an eminent¬ 
ly useful and authoritative manual for 
all filmmakers. 

* * * 

The increased realism of television 
fare is made technically possible by the 
imaginative proficiency of cameramen, 
optical experts and propmen. The wide 
diversity of the illusions they create is 
discussed in THE TECHNIQUE OF 
SPECIAL EFFECTS IN TELEVISION 
by Bernard Wilkie (Hastings House.) 

This indispensable guide to practical 
tv production surveys in specific terms 
and with detailed illustrations the work¬ 
ing principles and procedures involved 
in each effect, and the equipment re¬ 
quired. 

* * * 

The first reference work of its kind, 
FILM & TV FESTIVAL DIRECTORY 
(Back Stage) has been ably researched 
and edited by Shirley Zwerling. 

Offering a comprehensive, world¬ 
wide listing, with full details, of nearly 
400 events in 50 countries, it spells out 
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Equipment 
failure 

gotyou 
down? 

If you buy from Helix, you’ll never 
have to do without. 

You know how even the best equip¬ 
ment can break down when you least ex¬ 
pect it and when you need it most. You 
know how inconvenient and how costly 
temporary replacement can be. 

At Helix, if we sold you an Arriflex, 
Beaulieu, Bolex, Canon Scoopic, Dear- 
dorff, Eclair, Hasselblad, Leica, Nikon 
or Sinar camera and it needs repair; we’ll 
loan you one of ours for up to two whole 
months for only twice the daily rental 
fee. There’s a $10.00 minimum, but you 
pay nothing extra for the loaner once 
you've paid the initial fee. Should re¬ 
pairs take longer than two months, we’ll 
negotiate a reasonable rental fee for the 
rest of the time you have the loaner. 
Helix will provide this service as long as 
you own the equipment. 

This “guarantee” was designed to 
keep you in business when your equip¬ 
ment fails. It’s another way Helix has 
found to solve professional equipment 
problems. 

If you’re thinking of buying new 
equipment, you should talk to Helix. If 
you’re only interested in renting, you 
should still talk to us (we’ve been known 
to show people how buying can some¬ 
times be cheaper than renting). 

For our free rental catalog, write to: 
Helix Limited, 679 North Orleans Street, 
Chicago, Illinois 60610. Or call Russ 
Kirk; for prices, catalogs, or other infor¬ 
mation at: 312/944-4400. 

HELIX 
Pro shop to the Industry,. 

date, place and purpose of each festival, 

names of directors and sponsoring or¬ 

ganizations, categories of competition 

and classes of participants, awards (cash 

or otherwise), entry requirements, fees 

and deadlines. 
* * * 

The contribution of underground 

filmmakers to other forms of art, par¬ 

ticularly because of its revolutionary 

camera techniques, is stressed in EX¬ 

PERIMENTAL CINEMA (Universe) by 

David Curtis. 

Boldly innovative movies appeared 

after World War I, when almost simul¬ 

taneously in France, Germany and Sovi¬ 

et Russia, artists from various fields 

turned to camera work and began ex¬ 

ploring the then infant medium. The 

book discusses film's fifty year evolu¬ 

tion and finds that today, experimenters 

like Jonas Mekas, George and Mike 

Kuchar, Ron Rice and Stan Brakhage 

depend on their cameras in the search 

for new creative effects. 
* * * 

"Location" shooting of a very special 

type is considered in Denis Gifford's 

SCIENCE FICTION FILM (Dutton.) It 

is a lively and extensive survey from 

Georges Melies' 1902 Trip to the Moon 
to current space epics like John Sturges' 

Marooned, which was so exceptionally 

well photographed by Daniel Fapp, 

ASC. The fascinating s-f field is faith¬ 

fully reflected in this well illustrated 

book. ■ 

Complete “PhotoTron” drive system. 

ATLANTA AWARDS 
Continued from Page 927 

do and feel who have grown up on the 
fringe of perpetual war, then this film 
will let you draw your own conclusions. 
It is a view of a different kind of war, as 
seen by three young Americans con¬ 
scripted by their own personal ideal of 
winning peace for themselves and the 
Vietnamese by cracking the wall of 
distrust into a genuine human accept¬ 
ance. 
CATEGORY: Social Welfare 
PRODUCTION COMPANY: Nat. Film 

Board of Canada 
PRODUCER: N.F.B. of Canada 
DlRECTOR: Michael Rubbo 
NARRATOR: Michael Rubbo 
SCRIPT: Michael Rubbo 
MUSIC: Vietnamese folksong 
CAMERAMAN: Martin Duckworth, 

Pierre Letarte 
EDITOR: Torben Schioler, M. Rubbo 
RUNNING TIME: 58 min. 5 secs. 
COLOR; OPTICAL; 35mm 
COLOR SYSTEM: Eastman 
COUNTRY OF ORIGIN: Canada 
LANGUAGE: English 
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Enrollments Now Being Accepted 
for our next course — commencing Monday, September 27, 1971 

MOTION PICTURE PRODUCTION COURSE 
CAMERAS — SOUND RECORDING — LIGHTING — EDITING — ETC. 

Evening Classes — Enrollment Limited — Literature on Request 
DANNY ROUZER STUDIO 

7022 Melrose Avenue Hollywood, California 90038 (213) 936-2494 

Jnage J^Je-szicesJcicorporateca. 

811 Northwest 111th Street • Miami, Florida 33138 USA • (305) 754-4141 

f A \ % 1 if-,: 

PARAMOUNT STUDIOS 
5451 MARATHON STREET 

HOLLYWOOD, CALIFORNIA 90038 
463.0100 HOWARD A. ANDERSON CO. 

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

MOTION PICTURES AND TELEVISION. 

THE PACESETTER IN TECHNOLOGICAL ADVANCES. 

20TH CENTURY FOX STUDIO 
10201 PICO BLVD. 

BEVERLY HILLS, CALIFORNIA 90064 
| 277-2211 1 ■■■ 

TITLES -MINIATURES -BLUE BACKING 

•MATTE PAINTINGS 

MOBILE PRODUCTION UNITS 

•INSERTS 

SPEND IT ALL 

Documentary on the French-speak¬ 
ing Cajun people of Louisiana Bayou 
country. 
CATEGORY: Music and Dance 
PRODUCTION COMPANY: Flower 

Films 
PRODUCER: Les Blank 
DlRECTOR: Les Blank 
MUSIC: Dewey Bat fa; Nathan Abshire 
CA ME RA MA N: L es Blank 
EDITOR: Les Blank 
RUNNING TIME: 41 minutes 
COLOR; OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 
Distributed by Grove Press 

THEY'VE KILLED PRESIDENT 
LINCOLN! 

"Vintage" newsreel footage, integrat¬ 
ed with authentic stills, forcefully in¬ 
volves audiences in the events and in¬ 
trigue leading up to the assassination of 
President Lincoln . . . and its bizarre af¬ 
termath. Emphasis is placed on the 
futility of political assassinations, for 
while a great public leader can be 
murdered, his ideas often live on to 
inspire succeeding generations to their 
loftiest ideals. 
CATEGORY: Documentary—History 
PRODUCTION COMPANY: lA/olper 

Productions, Inc. 
PRODUCER: Robert Guenette 
Dl RECTOR: Robert Guenette 
NARRATOR: Richard Basehart 
CLIENT: The Quaker Oats Company 
SCRIPT: R. Guenette & Theo. Strauss 
MUSIC: Director—Jack Tillar 
CAMERAMAN: Adam Giffard 
EDITOR: John Link II 
RUNNING TIME: 51:38 minutes 
COL OR; and BLACK A ND WHITE; 

OPTICAL; 16mm 
COUNTRY OF ORIGIN: USA 
LANGUAGE: English 
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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 go to work for you. 

CAMERA MAKERS SINCE 1909 

FILMS AT ONTARIO PLACE 
Continued from Page 931 

soldiers shown on one cluster of bags, 
and it supposedly travels across consid¬ 
erable space to explode on an opposite 
set of bags where American soldiers are 
seen falling as a result. The idea was 
good enough, but the reasons why it 
doesn't quite come off are best ex¬ 
plained in the words of Ontario Place 
Audio-visual Post-production Supervisor 
Ken Heeley-Ray: "When you get the 
British redcoats coming toward you and 
you hear the 'bang' off their sound 
track, you see the Americans fall over. 
We had to dub those things as if we had 
stereo track running. In other words, we 
had the two pictures running on the 
screen. In the recording studio we 
played both films on either side of the 
screen. 

"When we dubbed it, we opened up 
all the pots to get the sound of the rifles 
and cannon firing. Then we sort of 
panned the thing—but the panning does¬ 
n't work because we only have two 
tracks to pan on—so we more or less 
faded it out on the one track and faded 
it in on the other. The effect is that of 
an actual stereo track." 

In practical terms, what with the 
throngs of people shoving their way 
through the bags, it's hard to tell who is 
shooting whom—let alone from what 
direction. Nevertheless, the people who 
dreamed up "ONTARIO STYLES" de¬ 
serve an "E" for Effort. 

In the final pod is a more conven¬ 
tional (and more effective) film presen¬ 
tation called "ONTARIO CHAL¬ 
LENGES", which deals with the quality 
of life, present and future, in the prov¬ 
ince. The audience sits on carpeted steps 
to watch a pair of 35mm anamorphic 
films which are projected off of two 
large mylar mirrors mounted directly 
above and behind the audience. Two 
interlocked Ernemann IX projectors are 
mounted overhead and aimed at the 
mirrors. Sound is on four channels, with 
two speakers for each screen mounted 
over the screens and beamed directly 
down at the audience. The films them¬ 
selves are sprightly and "mod" in style, 
clipping along at a brisk pace. 

Throughout the various pods of the 
Pavilion there are several other film 
presentations on a less ambitious scale, 
ranging from 16mm rear-projected end¬ 
less loops to Super-8 films made by 
Ontario school children, the latter being 
made viewable simply by dialing any 
one of 12 Super-8 "tracks" on Zeiss 
Panacolor machines. 

It is, however, in the imposing Cine- 

(3 
W\ 

Interchangeable 16mm and 35mm 
sprocket drives. 

only at 
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GHEST 
PRICES PAID 
CASH WAITING 
FOR YOUR SURPLUS 
MOTION PICTURE 
AND EDITING 
EQUIPMENT 

L camera service center, inc. 
L 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 

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

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. 

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. 

The only reason 

MITCHELL 
offers 

angenieux 
lenses is... /TJp 

— because they want If" 

to ensure you of the very 

best picture quality. 

sphere that film at Ontario Place really 
comes into its own—a fact attested by 
the long lines of visitors patiently wait¬ 
ing to get inside. Just now, Graeme 
Ferguson's IMAX production of 
"NORTH OF SUPERIOR" is being 
shown alternately with a well-made 
35mm Panavision featurette, "SEA¬ 
SONS IN THE MIND". Predictably, it is 
the IMAX film that is the real mind- 
blower, judging from the comments of 
the viewers emerging from Cinesphere. 

As for the IMAX format itself, there 
has been extensive editorial coverage of 
the system in previous issues of this 
journal (See American Cinematog¬ 
rapher, July/1970 and August/1970), so 
I shall not repeat that data here. An 
in-depth technical description by Multi¬ 
screen Development Engineer William 
Shaw, which follows, aptly describes the 
modifications to the IMAX projection 
equipment which were necessary in or¬ 
der to tailor the presentation to the 
huge Cinesphere screen. 

And huge it is. A screen that is 60 x 
80 feet in area may not sound so large 
in terms of cold figures, but when one 
realizes that the height of the screen is 
equal to that of a six-story building— 
and that the width is even greater—the 
figures begin to mean something. 

The giant screen is not rectangular 
but, rather, somewhat oval-shaped. It is 
also concave, dipping in 10 feet, 4 
inches from the perpendicular at its 
deepest point. The 57 speakers that 
project sound from the basic six-channel 
track of "NORTH OF SUPERIOR" are 
located in many different areas of the 
dome, so that the viewer is surrounded 
by sound. 

Before the screening begins, I seat 
myself in the center of a middle row of 
the sharply rising circular tier of seats. 
This is an unaccustomed vantage point 
for me. It is one of my eccentricities 
that, when viewing a film, I try to sit as 
far forward in the theatre as possible- 
even in the front row, if there is any 
set-back at all to the screen. When my 
somewhat horrified, more "normal" 
friends have asked my why I do this, 
I've always replied, quite truthfully: "I 
like to feel that I'm in the picture." 

Invariably they have gone away shak¬ 
ing their heads—as one does when trying 
to get a straight answer out of an 
amiable idiot. 

But now, on Graeme Ferguson's ad¬ 
vice, I settle for a seat in the middle of 
the theatre. It turns out to be very good 
counsel, for the Cinesphere is unlike any 
theatre ever built and, even though the 
seats tilt backward, if one were to sit in 
the very front row, it would be almost 
Continued on Page 938 
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Don’t ask about the options. 
There aren’t any. 
One low price gets you the most modern, 
fully equipped combination 16mm and 
35mm optical printer you can buy — even 
if you spend $20,000 to $40,000 more. And 
it’s not a stripped-down model that needs 
thousands of dollars in options, but a 
completely equipped printer ready to handle 
your most challenging jobs. And keep on 
handling them, thanks to the exciting new 
“PhotoTron,” the solid state, electronic 
film drive that obsoletes cumbersome gears, 
shafts, pulleys, belts and stop-action 
clutches. 

This fresh design approach — coupled with 
over 25 years experience in the optical 
printing business — allows us to offer you 
the Model 2101 with all the features 
normally considered options at a price Vz 
less than the next-lowest comparably- 
equipped printer. Our brochure lists the 
standard items that you get for $68,000. But 
we didn’t list the additional “plus” factors. 
“Dine” (orlnrc that ma lea the rlifferftnrO in 

quality and customer service. 

And here are just a few: 
• Guaranteed no flash frames even at top 

speeds. 
• Guaranteed not to lose synchronization 

between all printing heads. 
• Vibration-free operation for sharper 

reproduction. 
• Unlimited combinations on the skip frame 

controller at all printer speeds. 
• The Autofocuser that works smoothly and 

efficiently from 4 times enlargement to 8 
times reduction. 

• No gear shifts — all controls are on one 
panel for faster, easier operation. 

• And, oh yes! Our trouble-free printer 
doesn’t even need an oil can. 

For complete details contact Research 
Products, Inc., 6860 Lexington Ave., 
Hollywood, Calif. 90038; 
phone (213) 461-3733 or cable “Research.” 

Purchase or lease plans available. 

and it’s 
the lowest! 

RESEARCH PRODUCTS 
ARE PRODUCTS OF THE FUTU 



SOUTHWEST 
FILM 
LABORATORY 

liiillil 

PROCESSING 
QUALITY & 
SERVICE 

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 withj 
TRIAD® Additive Scene-To-Scenel 
Color Corrections. 

5. Editorial Services — Creative Edit* 
ing, Conforming, Editing Room 
Rental, Interlock Projection Facili¬ 
ties. 

6. Complete Recording, Re-Record¬ 
ing, Music Scoring, Multiple Chan¬ 
nel Mixing, Westrex Optical Track 
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 

FILMS AT ONTARIO PLACE 
Continued from Page 936 

like looking straight up at the facade of 
a six-story building. 

"NORTH OF SUPERIOR" begins 
conventionally enough, with relatively 
small white titles on a black back¬ 
ground. Then a frame no larger than 
that projected in a conventional 35mm 
theatre reveals that the camera is flying 
low and swiftly over water. Suddenly, 
the frame opens out to full IMAX 
proportions and fills the giant screen 
completely. The audience gasps. It is no 
longer the camera that is flying—it is all 
of us, the entire audience, as if soaring 
on a magic carpet. In every direction, as 
far as the eye can see, there is a 
magnificent lake surrounded by vividly- 
colored autumn foliage. Then the plane 
suddenly zooms up and over the face of 
a cliff. The audience shrieks. The sense 
of involvement is absolutely total and 
real. 

I've finally got my wish. I'm in the 
picture! 

And so is everybody else who is 
watching "NORTH OF SUPERIOR". 
During the course of the film's running 
time, we find ourselves shooting the 
rapids in a canoe (which turns over 
unexpectedly and dunks us in the 
drink), plunging down a snow-covered 
slope in a giant innertube, and seeming¬ 
ly trapped in the inferno of a raging 
forest fire. It is impossible to simply sit 
there and watch objectively, so compell¬ 
ing is the sense of participation engen¬ 
dered by both the IMAX format itself, 
and the subjective camera techniques 
employed in the filming of "NORTH 
OF SUPERIOR". 

When it's over, the viewers leave the 
Cinesphere in a kind of post-orgasmic 
daze, but still atingle with the stimulus 
of having shared in some pretty wild 
experiences. 

So this is IMAX in the Cinesphere. 
I like it! ■ 

IMAX IN THE CINESPHERE 
By WILLIAM SHAW 
Development Engineer, Multiscreen Corp. 

Ltd. 

The lens which we are using to 
project "NORTH OF SUPERIOR" in 
the Cinesphere dome is quite a wide- 
angle lens compared to the one used on 
the IMAX projector at EXPO '70. It was 
designed and built by Ernst Leitz Can¬ 
ada Ltd. in Midland, Ontario and is a 
60mm, F/2.4 retro-focus lens, covering 
a 70-degree diagonal angle. It has ten 

TIRED OF 
MISSING 

DEADLINES? 

SUPER SERVICE 
for 

SUPER EIGHT 
And 

EXTRA SUPER SERVICE 
for 

1Gmm Eastman Color 

High quality Super 8 release 

prints by optical reduction 
from 16mm internegative — 

acknowledged to be the best 
method in the industry today. 

Printed for any cartridge or 

reel-to-reel system using 
magnetic track or silent. 

16mm interneg and release 
with WESTREX optical tracks 

made in our own plant. 

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 84111, 

Phone (801) 521-3505 
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WESTERN 
Cute 

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 

UlWESTERN Cme 
DENVER 

312 So. Pearl St. - Denver, Colo. 80209 

HOLLYWOOD 
Cine Craft 

8764 Beverly Blvd. - Hollywood, Calif. 90048 

elements in the focusing barrel, plus the 
two quartz elements that make up the 
field-flattener. These are adjacent to the 
film and are fixed in position (as to 
focus) within the projector. They are 
actually interchangeable for cleaning 
purposes, since the film is laid against 
the face of the rear element. 

We were originally concerned as to 
whether we could have a lens built that 
would be of sufficient quality for our 
purpose, so we had micro-densitometer 
studies done on a length of 70mm film 
that we judged to be of excellent 
quality and the lens was matched to the 
available information that would appear 
on the film in terms of the MTF curve. 
To get that MTF value, Leitz said that 
the maximum speed that they could 
design to was probably F/2.4. But this 
slightly slower than normal lens speed 
for big projectors meant that the lens 
and the optical system in the illumina¬ 
tion side of the projector had to be 
well-matched and, with that in mind, we 
did some studies in Japan at the end of 
EXPO '70, using pinhole patterns to 
find out the light angles from the film 
to the back of the lens. As a conse¬ 
quence, the field-flattening elements 
were modified and redesigned accord¬ 
ingly, and the result has been very good. 

We are getting on this screen which is 
approximately 64 by 82 feet, a screen 
brightness at the center of approxi¬ 
mately 10 foot-lamberts. The screen 
gain is probably only about .75, so we 
are getting pretty good illumination. 
Also, we are getting brighter corners 
than we expected to get. In Japan we 
accepted corner brightness that was 
about 50% of the center brightness and 
we were expecting that we might get 
down to a third or even less here but, in 
fact, the corner brightness is more like 
60% of the center brightness and, with 
so wide an angle lens and that screen, 
that is very acceptable. 

We had really designed toward the 
SMPTE screen brightness range, which, 
if I recall correctly, is 10 to 16 foot- 
lamberts at center. While we are right at 
the bottom of that range, we don't seem 
to be in trouble because I think the eye 
accepts the very large scale of view and 
it gets a lot of light and so it really 
perceives the picture as being somewhat 
brighter than it is. This is because it's so 
big and covers such a large angle of your 
view. 

By comparison, the regular 70mm 
projectors in here which are running at 
5000 watts with xenon lamps versus our 
25,000 watts, are getting just about 
1/5th of the light to the screen, so our 
optical efficiency is equal. Because they 
are blowing the 70mm pictures up to 

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 Corner Avenue, Los Angeles, 
Calif. 90025 
TELEPHONE: (213) 478-0711 
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£§gt 
cooka- 

loris? 
You’re 1,000 miles from a studio- 
in the middle of a set-up—and no 
cookaloris. 
Lucky if that’s all you’re missing. 

Suppose 
you had to 
work with¬ 

out flags. Or 
a cutter, sun 

diffuser, background 
support, floor-to-ceiling 

poles ... any piece of grip 
equipment. It happens all 
too often. And it’s just as 
embarrassing whether 
you’ve brought atruckload 
or a trunkload of conven¬ 

tional gear. 
It won’t happen with a 

^ Lowel Link Kit. You 
x can quickly interlock 

rugged, modular components 
into hundreds of versatile rigs . . . 
even an on-the-spot ‘cooky’. All 
without tools. And if 
you carry a Lowel 
Quartz Kitaswell, 
you’re equipped^ 
for virtually 
any location 
lighting con¬ 
tingency. 
Next time you 
goon location, 
go with the 
world’s most 
flexible 
portable 
I ighting 
system. That way, you’ 
won’t forget anything . . . even if 
you don’t need a cookaloris. 
For more information, visit 
Lowel dealer or write/call: 

your 

421 West 54th Street 
New York, N.Y. 10019 
(212) Circle 5-6744 

something around 75 feet wide, they 
are, in fact, running rather low on 
brightness at screen center but I assume 
that, in this theatre, they probably feel 
that the bigger picture, though not at 
full brightness, is better than the small¬ 
er, slightly brighter one. There could be 
some discussion about that I think, but 
they do really need more illuminating 
power to stretch a picture to 75 feet 
than they have. 

The Leitz lens, as I said, is a retro- 
focus lens and it is made as if it were 
going to be a lens with cemented ele¬ 
ments in it, but there has been no 
cementing done on it because of projec¬ 
tion heat. We and Leitz were rather 
concerned about that but, in fact, the 
lens just gets kind of comfortably warm 
all over while running at full power with 
film in the projector and we limit the 
operation without film to perhaps 5 or 
10 seconds at a time to avoid damage to 
the elements from cracking. And, of 
course, the projector has pretty good 
heat separation in it. It has a big quartz 
cold mirror in it which was made by 
OCLI in Santa Rosa, California. It's a 
multi-layer coated quartz slot that 
works at about 90% efficiency in terms 
of separating the visible from the infra¬ 
red and ultra-violet, so we dump ap¬ 
proximately half the heat output from 
the lamp at that point into a water- 
cooled heat sink. The end result is that 
the lens is not force-cooled in any way. 
The film gate is not force-cooled either, 
except by the movement of the film. 
The rolling loop passing the gate creates 
an air disturbance, windage action, 
which helps, and the gate runs quite 
cool without any supplementary cooling 
at all. 

The film, of course, with its large 
format area, runs only nice and warm. 
Our tests have indicated that it would 
probably stand four times the heat load, 
at least, before we would get into 
trouble with film embossing or anything 
like that. So, it's been quite good and 
the lens quality has turned out to be up 
to the design specifications fully. We 
think that's pretty remarkable. It cer¬ 
tainly produces a picture quality that 
you can't get by pushing 70mm project¬ 
ors. That's due to a combination of 
things, of course; it's the large format, 
first of all; it's the camera lenses, on 
which extensive testing was done for 
selection purposes; and the field-flatten- 
er in the projector, which stops all the 
breathing that occurs in normal project¬ 
ors. And, finally, it's the good registra¬ 
tion. 

We took a check on registration just 
the other day because we got a first test 
from a full-frame IMAX-size printer 

world famed 

GOSSEN® 

TRI-LUX® 
FOOT CANDLE METER 
Cinematographers, lighting engineers and 
others seriously concerned with critical 
measurement of incident light, logically 
choose the Gossen Tri-Lux C because of its 
wide measuring range (0.2 to 12,000 ft.cdls.), 
and dependable accuracy ( ± 5% of scale 
value). 

The Tri-Lux C utilizes an ultra-sensitive 
photoelectric cell mounted in a hand-held 
probe and connected to the micro-galvanom¬ 
eter by a 3-foot extension cable for utmost 
measuring ease. 

Whether your task is to determine light dis¬ 
tribution, achieve even illumination or spe¬ 
cific contrast, or, in cinematography, to 
calculate exact exposure - you’ll find the 
Gossen Tri-Lux C an indispensable instrument! 

SIX MEASURING RANGES 
■ BASIC RANGES 

0 to 12 ft. cdls. 
0 to 60 ft. cdls. 
0 to 600 ft. cdls. 

■ with 20x multiplier 
0 to 240 ft. cdls. 
0 to 1200 ft.cdls. 
0 to 12000 ft. cdls. 

Complete with 20x multiplier disk, 
and adjustable leather carrying 
strap. Built-in easel stand for 
galvanometer housing. 

leather case 

$95°o 
Write for literature 

KLING PHOTO COMPANY 
P.O. Box 1060, Woodside, N.Y. 11377 Fgj Befkey 
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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... 

I 
I 

Rentals • Sales • Service 
1331 Ponus Ridge 

New Canaan, Conn. 06840 

head that Film Effects of Hollywood 
has built. We ran it with the frame lines 
in the middle of the picture and found 
that the combination steadiness errors 
in the printer and the projector amount 
to approximately a %-inch unsteadiness 
in an 82-foot-wide picture, which is less 
than .03%. I think the motion picture 
standard is .5%, so we are running much 
better than the standard. 

Of course, when we set the projector 
up here we ran tests on it to make sure 
that the projector itself did not touch 
the emulsion in any way. The emulsion 
is not touched at any point through the 
projector and, in a test run after a 
thousand passes, we expect to make a 
microscopic examination and find 
nothing in the way of marking on the 
emulsion. 

The usual print life on big format 
prints at EXPO seemed to be 120 to 
250 passes and then they would throw 
them out. We expect reasonably to run 
prints from 1500 to 2000 passes here 
before we throw them out. And even 
then I think the picture quality will still 
be considered to be excellent. 

The Cinesphere theatre is not the 
usual EXPO sort of theatre where the 
screen is often placed high up and the 
audience is standing below it, which is 
pretty common practice in order to get 
good traffic and high-volume flow. This 
is a theatre in which people sit down. 
Once that was decided, the seating and 
the screen and the projector could be 
put into a better relationship. The bet¬ 
ter relationship here consists of, first of 
all, having a large enough screen so that 
a reasonable-sized audience can all have 
a view which uses a large portion of 
their vision. The rearmost seat in the 
theatre provides a person with more 
than a 60-degree field of view. The seats 
number about 800 in the theatre and, of 
course, as I mentione/f before, the 
screen is about 82 feet wide and 64 feet 
high. 

Actually, that's the image size. The 
screen itself is a big dish about 90 feet 
in diameter and it has a dish radius, of 
80 feet, so that it's a spherical-shaped 
screen rather than a cylindrical or a flat 
surface. This combination of a good- 
sized audience with a large screen and 
large field of view, even for the back 
seats, means that the projector has to 
have that wide-angle lens in order to be 
in the same building. Another important 
factor is how the audience should be 
placed in relation to the screen, particu¬ 
larly for the vertical angle of view. 

The IMAX picture is more like the 
Academy format—3 x 4—so we have 

Continued on Page 956 

JoinThe Un 

New ho<>ked Generation! 

CORDLESS 
CRYSTAL 
CONTROLLED 
MOTORS 
From Cinema Products! 
Designed and manufactured by the 
unquestioned leader in crystal 
controlled motors for 35 MM 
professional motion picture 
cameras... 
BNC/NC • ARRI 35 • MARK II S35 R 
These camera motors offer the 
ultimate in quality and reliable 
operation — consistent with the needs 
of professional cinematography ... 
Teamed with Cinema Products’ new 
Sealed "Gel Cell” Battery Pack & 
Companion Charger, the motors share in: 
• High efficiency, low power 

consumption 
• High torque 
• Solid state integrated circuitry — 

for maximum reliability 
• High accuracy — 15 parts per 

million over a temperature 
range of 0° to 140°F. 

• Out-of-sync warning tone 
• Buckle trip circuit 
• 24 and 25 fps sync speeds 

1 BNC/NC: The quietest / 
and most powerful ^ 
motor ever built for all 
reflex and standard BNC 
and NC cameras! 
Features variable speeds 
at 12, 16. 20, 32 fps 
forward-reverse. 
Operates from 24-36 
volt battery! 

2 ARRI 35: Motor, 
flat-base combination 
designed to work on 
tripod, body pod or in 
“Cine 60’’ blimp. In 
blimp, total sound level 
is reduced 2 db. Draws 
less than 2 amps full 
load from standard 
16 volt Arri battery. 

BATTERY AND 
CHARGER: 30 volt-12 
amp/hr unit in rugged 
fiberglass housing . . . 
High reliability and 
unusually low cost. 
Color-coded voltmeter 
and sync pulse output. 
32 lbs — Fully sealed — 
Zero maintenance. 
(Charger provides fully 
automated sophisticated 
charge cycle — constant 
current followed by 
constant 
voltage-tapered current 
to automatic shut off. 
Works anywhere in the 
world 100 to 21,0 V.A.C. 
50/60 Hz.) 

3 MARK II S35R: 
Designed to work in or 
out of blimp. 
Continuously variable 
speed from 8 to 32 fps, 
forward-reverse. 
Operates from 24 to 36 
volt battery 

I? SYNC PULSE 
MODULE: Provides the 
same high accuracy 
temperature 
compensated crystal 
oscillator — for use 
with both NAGRA 
III and IV. 

Technology in the 

service of creativity. 

CINEMA PRODUCTS 
2044 Cotner Avenue, Los Angeles, 
Calif. 90025 
TELEPHONE: (213) 478-0711 
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WHAT’S THE WORLD 

MACHINE FOR: 
16mm editing 
35mm editing 

16/35mm editing 
1 picture—3 track operation 
2 picture—2 track operation 
3 picture—1 track operation 

4 track operation 
breakdown and cataloging 

syncing up rushes 
lining up rushes 

correcting sync-drift 
lip-sync editing 

slow-speed operation 
sync-speed operation 

double-speed operation 
120 fps operation 

ultra-high speed picture searching 
high-speed winding/rewinding 

4-gang synchronizing 
multi-screen films 
multi-track films 

sound cutting 
sound modulation pinpointing 

track building 
synchronous test mixing 

16-35 footage/frame counting 
3-track full-coat editing 

interlock screenings 
composite print previewing 

print checking 
single-frame analyzing 

print handling 
reel-to-reel operation 
reel-to-core operation 
core-to-core operation 

print comparison 
film to video operation 

super 8 editing 
super 16 editing 

techniscope editing 
cinemascope editing 

65/70mm editing 

ONE MACHINE. 
THE KEM UNIVERSAL. 

ELECTRONIC 

MECHANIC 
CO RPC RATI ON 

225 Park Avenue S. / New York, N.Y. 10003 
Telephone (212) 260-2150 

Cable: KEMOTION NEW YORK / TELEX ITT 421856 KEM Ul 

. HOELWOOD: 6253 Hollywood Blvd., 

Hollywood, Calif. 90028 (213) 461-4396 

KODAK USES LARGEST 
AUDIOVISUAL SCREEN 
Continued from Page 911 

available in long rolls, was decided 
upon. It was lightweight and strong 
enough to be stretched over a frame of 
those dimensions, securely fastened to 
the frame, but it wouldn't sag—or worse 
yet, tear," says Reisem. 

The screen was designed and con¬ 
structed by Warnecke Studios in Chi¬ 
cago. Once set up, it could not be taken 
down and used again, due to the pucker¬ 
ing effect of the stretched plastic when 
removed from the frame. 

The room configurations and the 
screen dimensions were not the only 
problems faced by the program design¬ 
ers. Time was an important element. 
The workers, 14 in all, had exactly 13 
hours in which to completely set up the 
presentation, synchronize the equip¬ 
ment, rehearse the show, and get all of 
the bugs worked out. 

A list of the equipment used in the 
show reads like an Egyptian scroll: 27 
Ektagraphic slide projectors, model B, 
two 16mm Pageant sound projectors, 
model AV-126-TR, two programmers 
each utilizing an 8-channel punched 
paper tape, nine Kodak Carousel dis¬ 
solve controls, 18-20 amp circuits, 900 
feet of remote control cords, and rough¬ 
ly 1000 slides. 

The presentation ran 45 minutes. 
Equipment was placed along a balcony 
opposite the screen; and a man, seated 
in the center, ran the show from one 
console, following word cues from Zor- 
now's speech. 

Setup for the show began at 11:00 
the night before the speech, when the 
room became available. The screen, 
equipment, motion pictures, and slide 
trays were in place and ready to go by 
5:30 a.m., leaving about six hours for 
rehearsal, and the usual last-minute 
checks required in any large AV presen¬ 
tation. 

"This is an incredibly short period of 
time," explains Reisem. "Two to three 
days is normally required for any audio¬ 
visual presentation this size. 

"The show went without a hitch. We 
had four standby slide projectors on the 
line and four standby dissolve controls, 
just in case a lamp blew or something 
did malfunction, but we never needed 
them," says Reisem. 

"Nevertheless," he concludes, "I 
wouldn't mind having a little more time 
and slightly less unusual circumstances 
next time around. Our next AV presen¬ 
tation in a standard auditorium ought to 
be a breeze!" ■ 

Hervi-Quartz 
A new name 

in 
location lighting. 

Portable “quartz” lighting kits specially 
designed for the cinematographer, still 
photographer and TV-cameraman who 
have to move rapidly from one location 
assignment to another. 
Enough high intensity “quartz” lighting 
packaged compactly into a rugged at¬ 
tache-type case to meet all basic loca¬ 
tion lighting needs. 
Light in weight and quickly set up, 
Hervi—Quartz location lighting kits are 
ready to travel with you anywhere at 
anytime — in a car, boat or plane. 

I lervi - Quartz 
JR/650 
FIXTURE _ 
400FC @ 5 FT. 

JR/650 SIDEVIEW 
41/4" x 43/4" x 21/8" DEEP 

WITH 
INTEGRAL 
4-WAY BARNDOOR 

For further information, write to 

Hervic 
14225 Ventura Boulevard 
Sherman Oaks, California 91403 

Hervi-Quartz Location Lighting Kits are 
manufactured by Bardwell & McAlister 
Inc. exclusively for Hervic. 
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ALL THE 

PROFESSIONAL 
MOTION PICTURE 

EQUIPMENT 
YOU NEED FOR SALE, 

DAILY OR WEEKLY RENTAL 
OR LONG TERM LEASE 

AVAILABLE THROUGH 

Colortran 
Eclair 

Magnasync/Moviola 
Eastman Kodak 

Electro-Voice 
Technicolor 

National Cine Equipment 
Maier/Hancock 

Arriflex 
Sylvania 
Beaulieu 

Canon 
3M 

Nagra 
Fairchild 

Guillotine 
Bach-Auricon 

Lowell 
Kinoptic 

Paillard/Bolex 
Bohn-Benton 

Neumade 

And many, many others including 
film and magnetic stocks. 

— 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. 

Phone: (215) 563-1686 16110 

"NORTH OF SUPERIOR" 
Continued from Page 912 

when the canoe was righted, the camera 
was still going and the film was still 
running happily through it. 

We had tried to waterproof the cam¬ 
era by putting gaffer tape over the 
cracks and openings, but when we were 
halfway through with it we could see 
that we were not going to be successful 
in the waterproofing operation, so we 
didn't complete gaffer taping it. At any 
rate, everything got wet. We called 
MGM and said: "We've got a wet film. 
What do we do now?" 

They said, very simply: "We had that 
happen on one of our stages two days 
ago and they just put the film into a 
bucket of water and brought it over to 
the lab and we developed it and there 
was no trouble. You've got to do the 
same thing." 

The only difficulty was that we were 
3,000 miles away from their lab, in the 
middle of a forest. We did what they 
advised, however. In the darkroom, we 
took the film out of the camera and put 
it into a film can which we filled with 
water. Then we taped the can shut with 
the water inside it and our Production 
Manager took the film can and held it in 
his lap on the plane and hand-carried it 
to Los Angeles. He took it straight to 
the MGM Lab and they developed it. 
The results were perfect. 

Our efforts to put the audience into 
the picture seem to have been especially 
successful in the sequence devoted to 
the sport of "tubing"—if one can judge 
by audience reaction. Tubing is, as far as 
we know, a pastime that is unique to 
Northwest Ontario. It uses huge inner- 
tubes from the tires of earth-moving 
machinery and giant tractors. People get 
into these tubes and slide down a 
snow-covered run—rather like a tobog¬ 
gan run-and it's a very exciting sport to 
engage in, I assure you. 

We wanted the audience to enjoy the 
sensation of tubing, so it became neces¬ 
sary for the camera to go tubing. We 
tied three of these huge tubes together 
so that a group of kids could ride down 
in two of them, with the camera crew in 
the other. Our big problem was that we 
wanted the tube to behave in exactly 
the same way with the camera on it as it 
would with people on it, and that really 
wasn't very easy to achieve. 

Providing some sort of mount for the 
camera was a sticky one, also. What we 
actually used was a semicircular piece of 
plywood which sat on half of a tube. It 
was tied onto the tube with rope and 
then the camera was bolted onto the 

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. 

Brackets and gearing available for full com¬ 
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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The only reason ALL MAJOR 
MOTION PICTURE CAMERA 
MANUFACTURERS offer 

angemeux 
lenses is ... 

angemeux corporation of america 

440 MERRICK ROAD 
OCEANSIDE, NEW ,YORK 11572 

(516) 678-3520 

.. . because they 
want to ensure you 
of the very best 
picture quality 

angenieux service corporation of California 

13381 BEACH AVENUE 
VENICE, CALIFORNIA 90291 
(213) 821-5080 

& ACADEMY AWARO WINNER 
M "BEST DOCUMENTARY FEATURE” 

il 05,000 feet of 
“WOODSTOCK” 

original 16mm 
commercial & high speed 
Ektachrome footage 

WAS DEVELOPED 
normal & forced 

AND PRINTED 
at V 

bebell 
MOTION PICTURE LAB DIVISION 
416 West 45 St. New York 10036 
PHONE: (212)245-8900 

board through its tripod screw. The 
IMAX camera, as I've said, weighs 50 
pounds and it has pointed corners. We 
were afraid that, if we flipped over, the 
camera might fall on us and hurt some¬ 
body. So we all wore football helmets as 
a partial protection. Even so, it's not the 
type of thing I would like to repeat very 
many times, because eventually you'd 
get hit by the camera and get rather 
badly wounded. 

I rode on the tube with the camera 
and another chap rode as additional 
ballast, so that the tube would balance 
out. He was replaced by the Soundman, 
Nagra and all, in those scenes where we 
wanted to shoot sync sound. 

As some sort of safeguard for the 
camera, we fastened on top of it a little 
thing known as a ''satellite", I believe. 
It's a child's toy—a circular plastic dish 
which children sit in to ride down 
snowbanks. We put one of those on top 
of the camera, so that if the camera 
flipped over, it would then ride on its 
top in the snow a little more satisfactori¬ 
ly, and that is precisely what did hap¬ 
pen. On the first run we flipped over 
beautifully and we all went flying 
through the air. It was fortunate that we 
were wearing the football helmets, be¬ 
cause we landed on our heads. But we 
weren't hurt and the camera wasn't 
hurt. 

Every cameraman, at one time or 
another, has encountered situations that 
call for him to continue shooting while 
it is raining or snowing. The main 
problem is not only to keep the rain or 
sleet off the lens, which can usually be 
done by means of a protective glass 
slide, but also to keep the raindrops or 
snow particles from showing up in the 
picture. 

We had that problem with the IMAX 
camera while shooting several sequences 
for "NORTH OF SUPERIOR" and we 
solved it by using a device that was 
designed for the wheelhouses of ships, 
in order to provide clear vision during 
inclement weather. 

It is basically a whirling glass disc 
which revolves at a very high speed and 
whisks water or sleet away the instant it 
touches the glass. It works equally well 
with wet snow. In fact, it would im¬ 
mediately get rid of a snowball thrown 
at the glass. 

The device is available at ship supply 
companies and it operates off the cam¬ 
era battery without any difficulty. We 
take no credit for adapting it to motion 
picture use, however, because it was 
suggested to us by producer-cinemato¬ 
grapher Robert Gaffney, who first used 
it during the filming of "SKY OVER 
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HOLLAND", which he made for EXPO 
67. 

More recently, this device, or one 
very similar to it, was used by Freddie 
Young, BSC, while shooting the storm 
sequences for David Lean's production 
of "RYAN'S DAUGHTER". 

We never tried to hand-hold the 
IMAX camera, in the true sense of the 
term, but we did hang it from stationary 
bars occasionally, using our rubber band 
helicopter mount. For example, we had 
a sort of hook that projected out from 
the camera car and it could pivot 
around. We were able to hang the 
camera from that hook and walk around 
for a short distance, hand-holding the 
camera, so to speak. 

When we filmed our Indian village 
sequence at Big Trout Lake, it took a 
bit of doing to pack the equipment 
around. This is a village where there are 
no cars, no roads, no vehicles of any 
sort. When we went in we were dumped 
off by a bush plane at the dock and we 
had to do all of the filming then. 
Everywhere we went we walked, so this 
was a real test of the portability of the 
equipment. Ronald Lautore organized a 
way of carrying the camera on his back, 
using the kind of pack arrangement that 
campers use and we just piled every¬ 
thing onto our shoulders and took off. 
In spite of all that, I don't think any of 
us have ever been on a location where 
we have had so much fun as during 
those three or four days in that village. 
We were treated beautifully by the 
people. They loved us and they loved 
the filming. It didn't matter that we had 
to carry everything everywhere. It was 
really a very pleasant way of working. 

As might be expected, the most 
spectacular sequence in "NORTH OF 
SUPERIOR" is the forest fire, and there 
have been many comments about how 
lucky we were to be in the right place at 
just the right time to capture the fury of 
the fire on film. In actual fact, we 
waited all summer, the whole summer 
of 1970, trying to find a fire that we 
could get close to. The main problem 
was that the service that fights these 
forest fires is so efficient that during 
that summer they put out every fire 
before they told us about it. We were 
getting pretty discouraged, until, at the 
end of August, we learned that the 
Department of Lands and Forests of the 
Imperial Government had a program of 
setting forest fires on their own. They 
burn about three of these a year as 
experimental forest fires in certain areas 
where the timber is worthless. For 
several years now, they have been burn¬ 
ing in small selected areas, pruning off 
the timber and replanting, and in a few 

Now... 
Capital Film 
offers two 
Full Service 
Laboratories... 
• in Washington, D.C. • in Miami, Florida 
In May of this year, Capital Film completed expansion of its Miami lab into a full 
service facility with editorial, sound and processing capabilities. 

Also, because of a growing demand from regional customers, the Miami facility 
has created a special slide film and film strip department. 

Here's what a Capital Film customer NOW receives... besides the recognized 
quality and renowned customer service: 

FROM MIAMI: 
1. Full 35 and 16mm color positive printing and processing services as well 

as black and white. 
2. Full 16mm color reversal printing and processing services including 7389 

sound track prints. 
3. Slide film and film strip department. 
4. Optical printing department for blowup or reduction with new wet-gate. 
5. Complete editorial and sound transfer facilities under one roof. 
6. Color control with new Eastman Color Analyzer. 

FROM WASHINGTON: 
1. Full 35 and 16mm color positive printing and processing services as well 

as black and white. 
2. Full 16mm color reversal printing and processing services including 7389 

sound track prints. 
3. Full Super 8mm color printing and processing services. 
4. Super 8mm cartridge and cassette loading and repair. 
5. Complete editorial and sound dubbing, re-recording, and transfer services 

-RCA WESTREX. 
6. Optical printing department with wet-gate. 
7. Color control with Hazeltine color analyzer. 

It's a CAPITAL IDEA to give you full service... night or day. 

For further information, fill in the coupon below for our NEW Corporate Infor¬ 
mation File, including price lists and reservation for 1972 desk calendar: 

Please send me facts on the Full Service capabilities of Capital Film from 
■  Washington, D.C Miami, Fla. 

Name  , 

Title  I 
I 

Address  

City State Zip  I 

FILM LABORATORIES, INCORPORATED 
Capital of Washington Capital of Miami 
470 E Street, S.W. 1998 N.E. 150th St. 
Washington, D.C. 20024 North Miami, Florida 33161 
(202) 347-1717 (305) 526-0505 
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IJFWsmTH 
iwC FW VICTOR 

Model 710 

HI-FI STUDIO LIGHT 

New iWrfh-Victor Hi-Fi Quartz Studio Lights are 
made to meet the needs of the most discrimi¬ 
nating professional photographer. Housing is of 
Double Wall Aluminum which provides coolness, 
strength and light-weight. They are high quality 
lights for photography or T.V., and are ideal for 
Key, Fill or Punch Lighting. Focusing lever ad¬ 
justs the light from a 15° spot up to a 60° 
flood. Write for complete specifications and 
price sheet. 

MODEL 710 HI-FI STUDIO LIGHT 
(less lamp)  $35.00 

MODEL 711 BARN DOORS   13.50 
Single and Double Scrims available 

AT YOUR PROFESSIONAL DEALER 

SMITH-VICTOR CORF. 
Griffith, Indiana 46319 

THE MOST COMPREHENSIVE 
AND CONCENTRATED 

MOTION PICTURE TRAINING 
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. 331-9 
112 W. 31st St.. N Y. 10001 Phone: CH 4-3462 

Please send free brochure on Motion Picture 
Production Courses. 

Name (Please print) 

j Address 

I   
| City State Zip 

I |—| | | Check if eligible under G. I. Bill 

years they hope to be able to determine 
whether or not this is a practical way of 
improving the forest yield. It's quite 
dangerous, because a forest fire that 
they set on purpose might get out of 
control and burn more valuable timber, 
and that has happened a few times. One 
of the fires last summer did get away 
from them and burned a few hundred 
extra acres. However, the one that we 
eventually decided to film did not get 
away and there was no great problem 
about it at all. It was an area which had 
been logged off in part and, therefore, 
had some logging roads through it, so 
we were able to drive into it. 

We had a Chevrolet station wagon on 
a truck chassis which we used as a 
camera car. It was a four-wheel-drive 
vehicle with a heavy winch and heavy- 
duty springs and tires. With this vehicle 
we were able to get right into the heart 
of the forest fire, really drive right up to 
the point where the fire was going to 
break through. Since the program of 
setting experimental forest fires allows 
for three days of burning, we were able, 
on a number of occasions, to get up to a 
station where the fire was about to 
burn. We would just go there and the 
fire boss would tell us where he was 
going to burn next. This made it possi¬ 
ble for us to set up the camera and 
photograph the fire "on cue", so to 
speak. 

It wasn't, however, quite as easy as I 
make it sound, because some very tricky 
problems can develop when the fire gets 
close. Most of the time we set the 
camera on top of the station wagon and 
we had the production manager sitting 
at the wheel waiting nervously for the 
signal. The signal was usually a scream 
when the fire got so hot that we 
couldn't stand it anymore and he would 
take off and get out as fast as he could. 
What allowed us to get even as close as 
we did was our use of what is called a 
"space blanket." It's made of a plastic 
developed by NASA for the astronauts' 
clothing. It's a very thin, very flexible 
plastic that reflects heat. It is also sold 
in blanket form to help keep audiences 
warm at football games. We discovered 
that if the assistant held one of these 
blankets between the camera and the 
two of us on one side, and the fire on 
the other, we could work until the fire 
got very close. The problem is, of 
course, that a tremendous wind arises 
with the fire, and so the blanket tends 
to blow away at the crucial moment. 
That's what causes the screaming. We 
tried once to shoot the fire from the 
ground, actually, without the car being 
close and that was a mistake. We nearly 
lost the camera on that occasion, just 

ARRIFLEX • AURICON 

BEAULIEU • BELL & HOWELL 

BOLEX • ECLAIR • KODAK 

Fast, expert check-out and repair 

to factory specifications. 

Lens collimation and 

correction for zooms, 

wide-angles, and telephotos. 

Prompt estimates! 

Phone (303) 433-3873, or write: 

stan phillips & associates 
camera service 

2245 w. 30th avenue denver, Colorado, 802II 

SICKLES - RICHARDSON 
ANIMATION STAND 

and Accessories 

IF YOU MAKE- 
Animation films 

Film strips or slides 

WRITE FOR COMPLETE 

SICKLES INC. 
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mniprmt 
for 

REDUCTIONS 
35 to 16mm • 16 to Super 8 

and 
CONTACTS 

35 to 35mm *16 to 16mm 

The Arri Miniprint is a compact tabletop 
step-printer, designed for the high quality 
reproduction of 16 and 35mm black and 
white films. Excellent picture steadiness 
and sharpness is assured by the precision, 
cam-driven film transport assembly and the 
long stainless steel film gates. The printing 
light is controlled manually with a dia¬ 
phragm or slide-in filter stages. The Mini¬ 
print holds up to 1200 ft. of film and print 
stock with an output rated at 650 ft. of 
16mm film per hour (8 fps). 

The Arri Miniprint is ideally suited for in¬ 
dustrial, scientific, medical and X-Ray film 
production departments, or wherever it is 
necessary to print in-house for security, 
quality control or for the rapid evaluation 
of filmed data. 

Arri Miniprint machines are available in 
several combinations of 35mm/16mm and 
16mm/Super 8mm and other formats. 

For further information and detailed literature, 
please write or call us. 

/—\ f « in r—in f iT\/7 /SJSraOtSmSS 
COMPANY OF AMERICA 
P.0. Box 1050, Woodside, N.Y. 11377 

1011 Chestnut Street, Burbank, Calif. 91502 

because it got so hot that it was difficult 
for us to get it out in time. And so my 
recommendation is that if you are going 
to let the fire burn right up to you, it's 
better not to be on the ground. 

Our shooting ratio for "NORTH OF 
SUPERIOR" was 10-to-1, and the budg¬ 
et totalled $270,000, which according 
to the standards of the films made for 
EXPO '70, is a very low budget. 

Audience reaction to "NORTH OF 
SUPERIOR" has been most enthusiastic 
at Ontario Place, but for the future, it is 
our hope that the IMAX system will be 
used in many more locations than just 
the Cinesphere. We hope that eventually 
it will become a "new generation" 
motion picture medium and that other 
theatres will be built according to the 
prototype of Cinesphere. We hope, too, 
that audiences everywhere will see mov¬ 
ies much like "NORTH OF SUPE¬ 
RIOR" (in terms of the unique viewing 
experience which it affords), except 
that these pictures will be full-length 
feature films. 

RECORDING THE SOUND FOR 
"NORTH OF SUPERIOR" 
By BRIAN AVERY 

The challenges of recording sound 
for this particular IMAX production 
were quite considerable, but I suppose 
one might say that the main problem 
was the fact that we were shooting with 
an unblimped camera—which got a bit 
rough at times. Generally, the sort of 
stuff we were shooting was of such a 
nature that, most of the time, Graeme 
could run up and do his pictures and I 
could run up and do my sound. Though 
we worked more or less independently 
at times like that, we always kept an eye 
on each other. We were pretty well 
coordinated. 

We tried to get as many wild sound 
effects as possible, because we knew we 
were going to have to build a multi¬ 
channel sound track for screenings of 
the film in the Cinesphere. It becomes a 
challenge to try to record enough of the 
right kinds of sounds for six channels 
when you're running around with just 
one single-channel tape recorder. You 
have to be especially careful to record 
every little sound component of every¬ 
thing that happens. 

For example, when you're doing a 
forest fire sequence you have to get in 
there and record individual crackles, 
almost. Then there's the roar of the 
huge flames and the fire-fighters yelling 
at each other. You try to get different 
qualities of the sound—a variation of 
distances and perspectives. You have to 

attention-- 
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 
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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. 

MICROFILMED 

BACK ISSUES OF 
AMERICAN CINEMATOGRAPHER 

Per Page- 

Sold only by complete issues 
• 

1921 through 1967 available 

UNIVERSITY 
MICROFILMS 

EDITORIAL SERVICES 
300 N. ZEEB RD. 

ANN ARBOR, MICHIGAN 48106 

go in and isolate each sound and identi¬ 
fy it, so that when the editors ultimate¬ 
ly get all of those wild sounds, they will 
have a very large variety of "closeup" 
effects that they can assign to the 
various channels for the building of the 
overall sound mosaic. I would say that 
this was the most important difference 
between shooting our kind of film and 
most others that one would work on in 
this business. 

Where not having a blimped camera 
became a special problem was in those 
sequences where we showed people talk¬ 
ing. We tried to record as much of their 
actual dialogue as possible in order to 
capture the flavor of the people in a 
particular area and the kinds of lives 
they lead. We managed to get a great 
deal of that—and relatively free of cam¬ 
era noise, too. 

The sound recording equipment had 
to be very reliable and as portable as 
possible, because it had to be carried 
most of the time and we needed the 
kind of gear that could take the rugged 
conditions and not break down in the 
field. I used a Nagra IV recorder and 
took along an extra Nagra III as a 
back-up machine but, as it turned out, I 
never had to use it. The Sennheiser 805 
was the microphone used to record 
most of the sound, but I also had a 
couple of Sennheiser radio mikes which 
I used in recording things like the 

canoeing sequence. We simply hung 
them on the lads who were paddling the 
canoes and they worked out quite well. 
The main drawback of using radio mikes 
in areas like that had to do with the 
range and reach of the equipment. I 
couldn't get the very best results out of 
the mikes because they were, in some 
way, influenced by the rocks, by the 
terrain itself. I tried to keep the mikes 
on the people as long as I could and 
covered as many passes as possible, so 
that the editors would have a large 
choice of tracks to cut from when the 
picture was finally edited. 

There were times when I used more 
than one microphone, simply because it 
wasn't possible to be everywhere at the 
same time. For example, I was often 
running around with the 805 to catch 
sound effects in my area. But at the 
same time I would have a radio mike 
wired onto one of the other people, 
with the receiver strapped on the side. I 
played a lot of games like that and the 
system worked particularly well in the 
forest fire sequence. I wanted to cover 
as much of the sound as possible, but I 
couldn't be in two places at once. So I 
just wired up the leader of the fire-fight¬ 
ing group with a mike so that I could 
Continued on Page 950 

mail order service 
■ Laboratory 
■ Recording 
■ Music Scoring 
■ Special Effects 
■ Animation 
■ Editing 
■ Titles 

Write for details. 

W. A. PALMER FILMS, INC. 
611 HOWARD STREET • SAN FRANCISCO. CA 94105 
San Francisco’s complete 16 mm film service 

6-Week Intensive 
16mm Film Courses 

■ Camera technique 
■ Editing 
■ Lighting 
■ Sound 
■ Budgeting 

“MAKE YOUR OWN 
SOUND FILM!” 

Next course starts September 20. 
Other sessions begin November 1 
and January 9. 

ENROLL NOW I 

8625 SANTA MONICA BOULEVARD 
LOS ANGELES, CALIFORNIA 90069 

PHONE: (213) 659-2320 
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EDITED BY 

Two Veteran Cinematographers 

ARTHUR C. MILLER, A.S.C. 

AND 

WALTER STRENGE, A.S.C. 

THIRD EDITION 

AMERICAN 
CINEMATOGRAPHER 
MANUAL 

COMPILED AND JEANNOT SZWARC 
DIRECTOR-WRITER, SAYS: 

This is an age in which the film 
industry sees drastic changes that are 
affecting concepts which were once 
thought unchangable. 

It is essential, more than ever, for 
the creative film maker to be familiar 
with the potentials and characteristics 
of existing equipment. The Third Edi¬ 
tion of the AMERICAN CINEMA TO- 
GRAPHER MANUAL provides an ex¬ 
haustive, comprehensive, and very 
practical guide to the tools of film 
making. 

OFFICIAL PUBLICATION 
AMERICAN SOCIETY OF CINEMATOGRAPHERS 

HERBERT ALLER 
INTERNATIONAL PHOTOG¬ 
RAPHER SAYS: 

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

To possess the MANUAL and un¬ 
derstand its contents enables one to 
speak with authority on a subject 
which today is a topic of conversation 
whether discussed by one 7 years or 
70 years of age. 

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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NOBODY makes BETTER 16mm 

COLOR POSITIVE PRINTS 
- than TEKNIFILM! 

• Small enough to give you 
PERSONAL ATTENTION 

• Large enough to meet your 
DEADLINES —40,000 ft./shift 

TEKNIFILM, INC 
1923 N.W. Kearney • Portland, Oregon 97209 

Telephone 503/224-3835 

TRY US ON YOUR NEXT PRINT ORDER 

jf^SEA 
W FILMS 

PROFESSIONAL 
UNDERWATER 
PHOTOGRAPHY 

A Division of Giddings (415) 362-6694 
Underwater Enterprises 

584 Fourth St., San Francisco, CA 94107 

PROJECTION LENSES 
New and Used 

Rent — Buy — Sell 
16 - 35 - 70mm 

Prime — Anamorphic — Zoom 

Alan Gordon Enterprises Inc. 
5362 Cahuenga Blvd. 

No. Hollywood, Calif. 91601 
(213) 985-5500 

MOVING? 
PLEASE NOTIFY US 

6 WEEKS IN ADVANCE 
Miss/Mrs./Mr.  

Name (please print) 

New Address Apt. No. 

City State Zip 

MAIL TO 
AMERICAN 
CINEMATOGRAPHER 
P.0. Box 2230 
Hollywood, Ca. 
90028 

ATTACH LABEL HERE for address change or 
inquiry. If you are receiving duplicate copies of 
AMERICAN CINEMATOGRAPHER, please send both 
labels. If moving, list new address above. 

"NORTH OF SUPERIOR" 
Continued from Page 948 

get the sounds of his crew working. 
Then I used the 805 to cover the other 
fire-fighting group that was working in 
my vicinity. 

Somehow I managed not to get 
burned up or have any of my equipment 
suffer damage from the fire. Actually, I 
think Graeme was the one who came 
the closest to being incinerated. 

One of the most frantic things in the 
whole picture to try to record was the 
tubing sequence. The first time I slid 
down on the tube we were attempting 
to film a sort of semi-sync scene, with 
the camera and recorder rolling to¬ 
gether. I was hanging on the tube with 
my Nagra, while trying to hold onto 
Graeme and other people. What hap¬ 
pened was that my 805 microphone fell 
out and hit the ground on the way 
down. So that first take, which looked 
like a very good one, unfortunately got 
ruined, as far as the sound was con¬ 
cerned. I had to make that trip many, 
many times more afterward with the 
Nagra in order to get good sound tracks 
of the activity. 

I came back with about 120 wild- 
track tapes and Tony Lower did a 
fantastic job of sorting through all of 
that stuff and cataloguing it, then going 
through it again with Graeme to decide 
what was going to be used. I admire 
most of all his incredible patience in 
cutting those hundreds of effects— 
which were all recorded wild—and get¬ 
ting them properly synced onto six 
channels to go with action that is quite 
big. It was a tremendous lot of work on 
his part, and he's really very, very good 
at it. The sound gives the picture a very 
"live" feel, although it was all recorded 
wild. 

In the Cinesphere theatre, there are 
speakers for three channels located at 
the front, behind the screen—at center 
left and right. Then there are two 
surrounding ones at the rear, and a 
center one at the top. That one is used 
mainly for effects to go with scenes of 
helicopters and airplanes and one scene 
in the forest fire sequence where the 
flames go roaring up to the ceiling. That 
effect is really quite powerful; it brings 
the audience's attention right up. 

I feel that the sound in the Cine- 
sphere theatre is really very good now. 
When we first went there for prelimin¬ 
ary screenings there were pneumatic 
drills going off and all sorts of other 
things happening, and I was a bit nerv¬ 
ous. But it's all turned out very well and 
we're happy with the way the tracks 
sound in the theatre. ■ 

COMPLETE LABORATORY AND 
POST PRODUCTION SERVICES 

fST 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 
color-16mm and 35mm. 

Cutting Rooms & Facilities For Rent 
HO 3-4111 

3215 Cahuenga West 
Hollywood, Calif 90028 

>S 
COVERED 

BY 

FARKflS FILM COMPANY 
MARINA HOUSE 

HONG KONG 

COMPLETE 16/MM & 35/MM 
PRODUCTION FACILITIES 

When filming in 

the New York City Area 

...or anywhere else... 

CONTACT 

JOHN WEBER 
“The King of the Generators”. 

FOR 

We go anywhere in the USA. 

We also custom build generators to 
your specifications. 

Write for literature. 

JOHN WEBER CO. 
6944 76th St. 

Middle Village, New York, 11379 

Phone: (212) 274-9393 
(212) 894-1448 
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KEEP VALUABLE FILM 
CLEAN AND DUST-FREE 

ECCO 202 
FILM CLEANING AND 
CONDITIONING SYSTEM 
WITH ANTI-STATIC 
ECCO 1500 
Cleans Filmstrip and 
Movie Film in 8, 16 
and 35 mm — 
Color and B&W 

Inexpensive compact system for do-it-yourself 

users. An extremely simple system to use where- 

ever continuous or instant cleaning and condi¬ 

tioning of film is needed, it will clean, condition 

and stop dust-attracting static in one operation, 

Cleans 400 feet of film for less than 2 cents! 

Comes with ECCO 1500 Anti-Static solution — 
nationally known and accepted by leaders in 

industry. 

See your supplier — write for literature 

ELECTRO-CHEMICAL PRODUCTS CORP. 
89 WALNUT STREET, MONTCLAIR, N.J. 07042 

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. 

WHAT'S NEW 
Continued from Page 850 

Models); $975.00 (Combination Super 
8/16mm Models). 

For further information, contact: 
Richard Freeborg, President, Instrumen¬ 
tation Marketing Corp., 820 South Mari¬ 
posa Street, Burbank, California 91506; 
(213) 849-6251. 

747, 707 MOCK-UPS AVAILABLE 
FOR FILMING 

Full-scale 747, 707, and Constella¬ 
tion theatrical mock-ups are now avail¬ 
able for filming of feature motion pic¬ 
tures, television shows, TV commercials, 
documentaries, and educational films. 
They are located on a large sound stage 
with complete production facilities at 
the CULVER CITY STUDIOS, 9336 W. 
Washington Blvd., Culver City, Califor¬ 
nia. 

These mock-ups, including the jumbo 
jet 747 passenger compartment and 
upstairs lounge, can now be used on a 
rental basis with or without airline 
identification. They are also available to 
all airlines for their own identity in 
feature films, television shows, commer¬ 
cials, and ads. 

Designed especially for filming, these 
mock-ups are on wheels and can be 
moved if necessary; however, you can 
SAVE considerable production and 
transportation time and cost by filming 
on our sound stage in Culver City. 

In addition to the mock-ups, props 
such as ticket counters, inflight food 
service, Halliburton luggage, uniforms, 
and other airline material can be sup¬ 
plied for productions. 

We also arrange for location filming 
at the airport passenger terminal and 
hangar area, and schedule the use of jet 
aircraft. These facilities are made avail¬ 
able on a rental basis with or without 
airline identification. 

A 35mm E.K. Color stock film li¬ 
brary of airline and foreign establishing 
shots may also be purchased. The TWA 
Film and Television Promotions depart¬ 
ment must approve all scripts where 
TWA is identified. 

For information regarding the 
MOCK-UPS, PROPS, and SOUND 
STAGE facilities, please contact me, 
Byron Schmidt, at (213) 276-1194, or 
call the CULVER CITY STUDIO at 
(213) 871-0360 and ask for Mr. Alf 
Jacobsen, TWA Production Manager, or 
Mr. Leo Pepin, studio manager. 

For AIRPORT LOCATIONS and 
STOCK FOOTAGE call (213) 276-1194 

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 

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 
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16mm & 35mm b&w processing and 
printing. Complete 16mm COLOR Ekta- 
chrome processing. Magnetic sound strip¬ 
ing for 16mm-8mm and Super 8mm- 

i Vacuumate film 
treatment. 
16mm Optical 
Transfers. 

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

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 

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! Need 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 ! 

GRATTAN 
PRODUCTIONS 

SHOOTme 
Contact Jim Grattan for 
top equipped crews. Single 
and double system. 

mnnon? 
1440 St. Catherine Street, West 
Suite 507. Montreal 107, P. Q. Canada. 
(514) 878-9638 

THE SEARCH FOR THE 
GREAT WHITE SHARK 
Continued from Page 875 

finder with a fisheye view, such as this, 
enjoys a great advantage over a reflex 
finder when the action is really heavy 
and movements are not predictable 
since you can pick up a target before it 
enters the field of the taking lens. 
Normally, the housing itself obstructs 
your view to the right, but with this 
fisheye finder located at the front of the 
housing, on the left side, the cameraman 
can pick up every target forward of the 
camera. I would often pick up a subject 
through the sport finder, then quickly 
shift my eye to the reflex finder port. 

One problem plagued the underwater 
unit: jams. The jams were rarely, if ever, 
in the camera. They originated in the 
magazine. It has been months since I 
made my last underwater shot, but, 
oddly enough, only quite recently have 
I been convinced of the cause of our 
problem: backlash, caused by momen¬ 
tary hesitation followed by sudden re¬ 
lease of either the feed or the take-up 
roll. The roll hesitation being caused by 
lateral impact against the underwater 
camera housing. Lateral impact against 
what? Either of two objects: a shark or 
a diver's elevator (anti-shark cage). Our 
maximum incidence of jams occurred 
during the shooting on the whaling 
grounds off Durban, South Africa, when 
we were either inside the elevators with 
the housings taking frequent blows 
against the inside of the cages or out in 
the open, with the sharks making fre¬ 
quent impact-lateral and frontal—with 
us and our cameras. 

Visualize what happens. A heavy 
blow against the side of the housing 
suddenly forces, or slaps, either the feed 
roll or the takeup roll against the inner 
surface of the magazine causing an 
instantaneous surge in drag tension. 
Clearly the roll that is most vulnerable 
to this condition is the larger of the two 
since it has the greater side area. Thus, if 
the magazine is a fresh load, the feed 
roll is vulnerable; if more than half the 
film has been transferred to the takeup 
roll, this is the one that is likely to start 
the trouble. It is a fact that we rarely, if 
ever, had jams near the middle of a roll. 
They occurred near the start or near the 
end, more frequently—unfortunately— 
the former. We would find film tightly 
accordionized inside one side of the 
magazine and wadded between the film 
roller and either the feed or takeup 
sprocket. At locations in the Mozam¬ 
bique Channel and at the wreck of the 
Hermes off Ceylon we experienced few 

POSCO 
color media 

ROSCO, PORTCHESTER, N.Y. 10573 

EktaclMi! 
PROCESSING ♦ PRINTING 
B • SUPER B • 16 MM • 3 5 MM 

WETGATE 
BLOWUP 

IB-35 MM 

Super 16 

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

fast • Economical 

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

QUALITY 16mm PRINTS 
OUR SPECIALTY 

Satisfied customers coast to coast 
B&W • Kodachrome • Ektachrome 

Color Interneg • Positive 

TEKNIFILM. INC. 
1923 N.W. Kearney St. ^ 
Portland. Oregon 97209 
(503) 224-3S35 

THE FINEST LINE OF 
PROFESSIONAL EDITING 
EQUIPMENT AND SUPPLIES 
IS SOLD BY? 

 NOPE 
 NOPE 
 NOPE 

C^hristij’s ■ ■ ■ YEP 

Including dealer and distributor¬ 
ships with Moviola, Maier-Han- 
cock, Ziess Ikon, 3M, HFC, MPE, 
CHRISTY’S MFG., GE and Syl¬ 
van ia. 

risty 9s 

EDITORIAL FILM SUPPLY 
2920 WEST MAGNOLIA BLVD. 
BURBANK, CALIFORNIA 91505 
Send for Price List to: Dept. A 

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

Closed Sept. 27 to Oct. 29 
STEVENS ENGINEERING CO. 

Dept- A, 340 Newport Blvd., 
Newport Beach. Calif. 92660  

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 
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3-M Dynarange SOUND STRIPING 
HIGH OUTPUT - LOW NOISE — LUBRICATED 

.035 per foot $12 Minimum 

U6SI WE DO STRIPE FUJI POLYESTER FILMS 

L^WIO AA.quaf tfeclnicaC Sfnbo/tafo/ty 
1616 N e wpor tv i 11 

Cornwells Heights, 19020 
PHONE (215) 757 3915 

SHOOTING IN 
NEW YORK? 

Production management service for 
independent and non-union producers. 

Professional Crews 

Camera and equipment rentals 

Production office and facilities. 

Stages, locations and permits. 

The service of facilitating motion 
picture production is our sole business. 

Universal Creative Personae 
304—A W. 1 8th St. (212) 255-9321 

New York NY 10011 

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 

PSI 

A PALM SIZE COMPRESSOR 
THAT WILL AIR-CLEAN YOUR 
MOTION PICTURE GEAR WITH 
40 POUNDS OF COMPRESSED 
AIR 

ANYTIME —ANYPLACE 
COMPRESSOR/ 10ft hose/3 hose 
tips/Arri plugs/car lighter adaptor 

$37.50 Postpaid 
Send Check or money order to 

R. T0P0R0FF 
219 W. 81st Street 

New York, N.Y. 10024 
10 day money back guarantee 

FILMAKER SUPPLY 
JIMMIE MUNDELL 

The New Professional Motion Picture 
Equipment Supplier for the Southwest 

P.O. Box 1146 501/374-6005 

Little Rock, Ark. 72203 

jams. At these locations we were work¬ 
ing without the cages as sharks were 
scarce and those we saw, mostly black- 
tip and whitetip reef sharks, did not 
bump the cameras. 

The magazines and cameras were 
kept immaculately clean and blown out 
with dry compressed air before each 
load. The changing bags were shaken 
out often, too, as a precaution against 
general shipboard dirt and what our 
engineer, Stuart Cody, referred to with 
disapproval as the “pervasive dog-hair 
environment” caused by the presence 
aboard ship of my Norwich terrier, 
Billie. Virtually no rolls were ruined due 
to dirt or hair along the edge of a 
camera aperture plate. I mention this 
because it is a common problem con¬ 
nected with the use of Techniscope as 
there is no gap whatever between 
frames, and any dirt, hair or emulsion 
on an edge is going to end up in the 
image. 

For recording underwater sound 
Stuart Cody used Clevite hydrophones 
which he would either suspend in the 
vicinity of the action or in a corner of a 
cage. The hydrophone cable led back 
aboard ship to a Nagra recorder. The 
sounds of the divers breathing, the 
noises caused by the cages' buoyancy 
systems, the cameras, sharks bumping 
cages were thus recorded on location. 

We attempted whenever possible to 
shoot underwater using ambient rather 
than artificial light. But obviously, we 
were compelled to light for night shoot¬ 
ing and, because of depth, for much of 
the work around the Hermes. We used 
lamps of two sizes, 5,000 watts and 750 

Valerie Taylor, doubling as a kind of den 
mother to the men aboard the "Terrier VIII", 
gives a home-made haircut to Assistant Cam¬ 
eraman Tom Chapin. 

PRECISION CINE EQUIPMENT 
Designer’s and Manufacturer's 

Super 8 and 8/16 continuous printers and film 
processing machines — 16mm - 35mm preview 
projectors. 

WRITE FOR BROCHURE 

Bl — CEA 
P.0. Box 1602, Orlando, Florida 32801 

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

TALLMANTZ AVIATION INC. 
Frank Tollman, Pres. 

Orange County Airport, Santa Ana, Calif. 

(714) 545-1193 or (213) 629-2770 

Plus: Certified Air Taxi Location Service 

IIHLEIC AtOTION I'ICTIIKE 
i HLAI nrixmrs i 

35, 16, and 8mm. Contact continuous, and optical 
reduction and enlarging for color and B8iW films. 
Please write for information and prices: 

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

(313) 861-4663 

£ Hollywood Volley Tilm £*bjA 

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. 

AURICON and ECLAIR 
CONVERSIONS 

16mm and SUPER 16mm 
Write for price list and information 

CAMERA DEVELOPMENT CO. 
31 Brewster Road West (516)799-5307 
 Massapequa NY 11758  

953 



For the best in quality and 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, Florida 32205 
(904) 389-2316 

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 

► 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. 

WE REPAIR 

ZOOM 
LENSES 
and all other types 
of mp lenses 

^Coast to Coast Service 
Free Estimates 

\ STUDIO 
I REPAIR 

SERVICE 
1350 N. Western Avenue 
Hollywood, Calif. 90027 
(213) 464-1020 

Also: Cameras and Meters 
W 

W E S nr H E I IV! E FM Company 

Joseph Westheimer. A.S.C. 

TITLES, TRAILERS, INSERTS AND OPTICAL EFFECTS 

FOR MOTION PICTURES AND TELEVISION 

HO 6-8271 

736 Seward St., Hollywood, Calif. 90038 

watts. The smaller ones were over-volt- 
aged to yield an actual output of about 
1200 watts at the cost of shorter lamp- 
life. I would not use the larger size 
again. They are too difficult to handle 
underwater due, not only to their size, 
but also to the enormous power cables 
they require (number 8, 2-conductor) 
and to the terrible problem of devising a 
reliable method of switching them on 
and off underwater. The smaller Geo¬ 
dyne lamp housings with their 750-watt 
tungsten-halogen lamps are a more 
practical tool for underwater use. What¬ 
ever lamps are used, they should, for 
safety reasons, be isolated from the 
power source by means of an isolation 
transformer. 

The responsibility for maintaining 
most of our equipment and contending 
with most of the technical problems 
that arose fell upon Cody. In addition, 
the six or eight air conditioners on 
board, the ship's radar and the two 
generators (one 30-kilowatt, one 50- 
kilowatt) provided their fair share of 

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 
Airport - Song of Norway 

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

Phone: 469-5808 Cable: FILMEFX 

Schulke untaw 
films 

in association 
with Black Star ’ 
Productions, Inc.I 
Complete facilities for all types 
of expert underwater and 
topside filming and production. 

For Information: 
Benjamin J. Chapnick 
450 Park Avenue South 
New York, N.Y. 10016 
(212) OR 9-3288 
Miami, London 

" BL UE WA TER, WHITE DEA TH" 

A Cinema Center Films Presentation 
A National General Pictures Release 

A Blue Water Film Corporation Production 
Filmed in Techniscope and Technicolor 

THE PARTICIPANTS 
Peter Gimbel Stanton Waterman 
Ron Taylor Valerie Taylor 
Rodney Jonklaas Peter A. Lake 

John Moen, The Officers and Crew of the “Terrier VIM’’ 

Songs Sung by Tom Chapin 

TECHNICAL CREDITS 

CAMERA STOCKS 
16mm EKTACHROME 7252  06 
16mm EKTACHROME EF 7242  0575 
16mm EKTACHROME 7241, 7256, 7255 .0525 
16mm B & W Neg, PX, DX, TX 025 
16mm Color Negative 7254  065 
35mm Color Negative 5254 from 07 
35mm EKTACHROME 5241, 5242  16 
35mm B & W Neg XT, PX, DX, 4X 035 

LABORATORY STOCKS 
7387, 7385, 7253, 7302, 5302, etc. 

MAGNETIC SOUND STOCKS 
35mm & 16mm New and Reclaimed 

Producer  Peter Gimbel 
Directed by  Peter Gimbel and James Lipscomb 
Written by Peter Gimbel 
Associate Producer Stanton Waterman 
Underwater Photography Peter Gimbel, 

Stanton Waterman, Ron Taylor 
Surface Photography James Lipscomb 
Assistant Cameraman  Tom Chapin 
Assistant Cameraman, Australia  Ian McKechnie 
Production Manager  Phil Clarkson 
Sound and Engineering Stuart R. Cody 
Sound Mixer  Sol Tabachnick 
Sound Editor  Mark Rappaport 
Film Editor  John Maddox 
Production Coordinator  Roland Condon 
Production Assistant Arthur O Connor 
Production Manager. Australia John M. Carey 
Production Coordinator, Ceylon Rodney Jonklaas 
Production Assistant, South Africa Barry Cullen 
Diving Coordinator, Australia  Rodney Fox 
Narrator  Wally King 
Assistant Film Editor Lucille R. Rhodes 
Location Coordinator Elyn Clarkson 
Expedition Historian Peter Matthiessen 
Still Photography Peter A. Lake 
Film Editing Assistants Michael McManus, Randy Roseman 
Maps Priscilla Bowden 
Location Auditor Dennis L. Judd, II 
Production Secretary Valerie G. Bowyer 

MUSIC 
‘‘Come Along’’ by K. Michael Burke 
‘‘Chilly Winds’’  Folksong 
The Music for Durban Night Drive by Walter E. Sear 
“Songs of the Humpback Whale ’ . . . Recording by Roger Payne 

and Frank Watlington; 
Arrangement by John Maddox 

“Someone Keeps Calling My Name” Tom Chapin 
“Rhyme of the Chivalrous Shark” Folksong 

Running Time: 1 hr. 39 min. 

FILM & EDITORIAL LEADERS 
16mm 35mm 

Opaque leader 4.0 Den  19.50 26.50 
Dyed black leader 4.0 Den. . 16.50 18.50 
Academy  35.00 38.00 
Lightstruck   8.90 14.50 
Clear   4.50 7.00 

studio film exchange, inc. 
11555 Ventura, Studio City, Calif. 91604 

213-985-3303 

Distributors: 

Studio Film Exch. SFE Raw Stock, Inc. 
5114 Alcott 366 W. 46th St. 

Dallas, Texas 75206 N.Y.C., N.Y. 10036 
214-828-1303 212-265-3740 

PROFESSIONAL LAMINATED 

MAGNETIC STRIPIWG 

$.03 Per Foot—380 Ft. Min. Order 

18991 RADBY ST. 
LA PUENTE, CALIF. 91745 

(Rowland Heights) 
FAST SERVICE-FREE BROCHURE 
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j. Burgi contnersc 
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 for Price List 

RICHARD ARLEN LAB. 
2214 West'Olive 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 
213-789-4498 • 17040 OTSEGO, ENCINO, CA. 91316 

V Schools, Corporations, TV Stations, Producers 

BUY DIRECT - SAVE BIG! 
Camera Stands, Punches, Discs, Pegboards, 

Cartoon Colours, Cels & Supplies  

ACME OR OXBERRY STANDARDS 

Any Quantity... BEST Prites 

/&. 
8764 Beverly Blvd., Hollywood, Calif. 90048 (213) 652-7357 

Ell MOVIE LAB SERVICES 
16mm,Sup«r 8, Regular 8 

Write (or free brothute 

16MM B&H PRINTERS 35MM OPTICAL PRINTER 

camera exchange 

1612 No. Cahuenga Blvd. Hollywood, Calif. 90028 
467-7189 467-7956 

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 

problems and, since he was the only 
person on board who could deal with 
them, Cody inherited these woes, too. 
By the end of the trip he had acquired 
an almost transparent pallor in contrast 
with the tanned look of the rest of the 
crew. He would sometimes emerge on 
deck from his cluttered electronics shop 
blinking like a sun-blinded mole in the 
bright austral light. 

The main title sequence was shot off 
Bimini well after completion of princi¬ 
pal photography. It presented certain 
peculiar problems of its own. I wanted 
to achieve, through the use of strong, 
saturated colors and black shark silhou¬ 
ettes, a stylized and mysterious effect. 
Specifically, the black forms were to be 
shown swimming through concentrated 
clouds of red (blood) suspended in the 
sun-drenched deep blue of the open sea. 

We experimented with various dyes 
and paints, but when thrown into the 
water they appeared insipid compared 
with real blood. So we brought to 
Bimini, to the utter astonishment of the 
local customs officials, 30 gallons of 
canned, defibrinated animal blood. 
While an outboard towed me at dead 
slow speed at the end of a rope, Cody 
heaved pitchersful of blood a few feet in 
front of my camera. Peter Lake, still 
photographer, swam near me in mid- 
Gulf Stream, shooting stills of this odd 
performance. 

The silhouettes were more difficult. 
Obviously we wanted to get a negative 
of high contrast which, in turn, when 
high-contrast printed, would yield a 
black silhouette on a clear background. 
A bag was fabricated from white ballist¬ 
ic nylon. It was 20 feet in diameter and 
8 feet deep and was supplied with a top 
cover. The bag was stretched between 
the points of a hexagonal steel frame 
made of Unistruct and the whole con¬ 
traption was floated by means of one- 
gallon paint cans taped to the frame. We 
launched this free-floating "swimming 
pool” in the Gulf Stream 25 miles off 
Bimini and placed inside it a shark. I 
filmed this shark for most of a day using 
a closed-circuit oxygen rebreather, 
rather than normal open-circuit SCUBA 
gear, to avoid disturbing the shark and 
to insure that no shots would be spoiled 
by bubbles appearing in them. 

After many generations of high-con¬ 
trast printing, the Westheimer Company 
came up with the desired shark silhou¬ 
ette footage and superimposed this and 
the graphics on the background shots of 
blood and sea. The effect was achieved, 
but not. I'm afraid, until the technical 
difficulties he had to overcome had 
almost driven my friend Joe Westheimer 
out of his mind. ■ 

PROFESSIONAL 
MAGNETIC SOUND STRIPING 

• Super-8 and 8MM originals 
or prints 

• 2(< 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 1213) 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 
V4", 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., Inc. 

Chalfont, Penna. 18914 

(215) 345-1944 

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 NC 27703 (919) 688-7265 

CANADA 

NCE equipment in Canada is available from 

Alex L. Clark, Ltd. 
NATIONAL CINE EQUIPMENT, INC. 

37 W. 65th St., N.Y., N.Y. 10023 
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GUARANTEES 
USED EQUIPMENT 

Over $1,000,000 in used, guaranteed 
equipment always available in all three 
SOS branches, priced at a fraction of orig¬ 
inal value. All items completely overhauled 
and guaranteed. 

■—THIS MONTH’S SPECIALS — 

CAMERAS 

35 MITCHELL Standard, 8 Baltars, 
matte boxes, follow focus finder, 2- 
1000’ mags, 110 v/s motor, cables, 
cases  $2450 

35 ARRI 11C, 3 Cooke lenses, matte 
box, 2-400’ mags, v/s motor,cable, 
battery, hi-hat, case  $2650 

35 EYEMO REFLEX, Super Baltar 
mount, 6 filter holders, crank, key, 
case  $ 695 

35 MITCHELL NC, 220 sync motor, 
110 v/s motor, viewfinder, 4-400’ 
mags, matte box, 4 Baltars   $3190 

16 AURICON Super 1200 wired for 
magnetic sound, 12/120 Angenieux 
zoom lens, 3-1200’ mags, cables, cases $2250 

16 ARRI BL, 12/120 zoom lens, 110 
sync motor, 400’ mag, case $4150 

16 ECLAIR NPR, cons. spd. motor, 
12/120 zoom lens, 400’ mag, hi-hat, 
battery, cable, case   $3995 

16 AURICON Cinevoice Conversion, 
opt. amplifier, 400’ mag  $1500 

16 FASTAX Hi-Speed, 150-8000 frames 
per second   $1590 

LENSES 

25-250 Angenieux zoom, Arri or R35 
mount ...   $1490.00 

125mm Telegon f2.5 ....  $ 49.50 

135mm Kilfit f3.8 ...  $ 69.50 

150mm Kilfit f3.5  $ 115.00 

300mm Kilfit f5.6  $ 129.00 

Full set Cooke, BNC mount   $ 650.00 

20/100 zoom, Arri mount  $ 100.00 

12/120 “C” mount w/finder  $ 815.00 

EDITING, SOUND, ETC. 

Rivas 16mm str. tape splicer  $ 99 

Moviola 4/35 SYD Synchron   $ 102 

16mm Ceco Viewer, opt. sound  $ 380 

Nagra SLO Resolver (demo)  $ 388 

Vega wireless microphone w/trans- 
mitter and receiver  $ 190 

M-R mike boom w/perambulator  $ 950 

AVE 35mm “Rusher” Interlock proj¬ 
ector w/amplifiers, speakers  $2190 
35 Arri Vari Speed    $ 169 

35 Mitchell Vari Speed  $ 375 

100-D Frezzi power pack   $ 290 

Graflex 920R opt/mag proj   $ 625 

RCA BK5B microphone   $ 50 

Sony DCK2400/VCK2400 battery pow¬ 
ered Vi” videocorder, comp    $ 650 

Sony CV2100 portable 1/2" videocorder $ 350 

* 30 Day Parts Warranty 

** All items subject to prior sale 

***25% dep. required all C.O.D.’s 

    TRADE-INS ACCEPTED — 
If you don’t see what you want, we're sure 
to have it in stock anyway. Address your 
request to the SOS branch nearest you. 

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

40 Kero Road, Carlstadt, New Jersey 07072 
•(201)939-5250 

315 West 43rd Street, New York, N.Y. 10036 
•(212)586-1420 

k7051 Santa Monica Blvd., Hollywood, Calif. 90038 
•(213)466-9361 

FILMS AT ONTARIO PLACE 
Continued from Page 941 

significant height in the picture, like the 
panoramic-type of wide screen formats. I 
think Graeme Ferguson would agree 
that this is important, especially if you 
can carry the picture below the horizon 
line significantly, as well as above. To 
carry it below means that the audience 
must not be looking at the backs of 
heads in front of them. So, this means a 
seating area with a very steep break and 
this theatre has it. We think, perhaps, 
that it should be even a little steeper, 
but it's pretty good and each member of 
the audience doesn't look at a head in 
front of him; he looks at the picture and 
he can see below his horizon as well as 
above whether he's in the back row or 
the front row. That, also, means quite a 
bit in terms of being involved in the 
picture. You see the same things that 
you ordinarily see in actual life. You see 
things down below your chin as well as 
up in the air. Also, that extra height 
suits a lot of scenes that a wide panor¬ 
amic picture wouldn't suit, like the 
forest fire, the helicopter flying over¬ 
head and many other things that turn 
up in a film. 

The screen itself, being a spherical 
dish, was, and still is, a bit of a problem. 
It's tough to make a screen in that 
shape. In this case it was done by 
building a triodetic structure and then 
covering it with an expanded steel mesh 
skin, and then covering that with an 
adhesive-backed vinyl screen. The diffi¬ 
culties are that nobody really under¬ 
stood well enough the accuracy require¬ 
ments in terms of uniformity of that 
curve and it really isn't quite good 
enough. Also, there is a problem of 
joining pieces of vinyl so that they are 
adhered but don't overlap too much and 
show seam lines. There are some other 
minor technical problems, but it's a 
pretty good start I think, although we 
would hope that the job can be im¬ 
proved and perhaps that the screen can 
be redone in the near future. 

The curve in both directions, I think, 
is quite useful in terms of satisfying the 
audience no matter where they are 
seated. It wraps the picture around so 
that you are not looking at a very flat 
angle across to the far side if you are 
seated toward one side of the theatre. It 
also brings the picture back actually 
over the heads of the front four or five 
rows, so that panoramic views with sky 
really have sky over your head, and that 
seems to work quite well. The spherical, 
almost a fisheye, type of distortion I 
don't think bothers very many people at 

all. In fact, I don't think they are 
conscious of it. The thing they are more 
conscious of is an odd camera angle 
with a wide-angle lens, like the church 
scene where there is quite a bit of 
camera tilt with an inward-pointing per¬ 
spective to the top. People notice that 
sometimes, but overall the big curve and 
the number of curved shapes that it 
produces don't seem to disturb people 
and it gives them much better sight lines 
than they would otherwise get. 

The main changes that we made in 
the projector besides the lens, which is 
quite significant, were those concerned 
with durability—things that we learned 
in the 2000-plus hours of operation that 
it ran in Japan. There we had some 
electrical problems and some tempera¬ 
ture problems and some mirror degrada¬ 
tion problems, a lot of which we think 
had to do with excessive local tempera¬ 
tures inside the projector. And, of 
course, that's part of the problem of 
trying to handle 25,000 watts of input 
power. That is approximately 85 to 95 
BTU an hour, which is like an average 
home furnace in that part of the world. 

We were getting overheating of some 
components because we had some elec¬ 
trical starter problems in Japan. The 
projector was run without housings on 
it a lot of the time and we didn't get 
good air-flow through it. So we put 
some improved heat sinks into it, plus a 
couple of improved cooling collars up 
around the lamp house, which are 
water-cooled copper rings. We have im¬ 
proved the air-flow through the whole 
projector and it is running significantly 
cooler. We changed the lamp last night 
after we had run 150 hours, and we 
have detected no degradation of mirrors 
at all so far—and we certainly had found 
problems at this point at EXPO. So we 
think, perhaps, that we are in much 
better shape. 

The electrical system in the projector 
has been simplified here, but that's only 
because it's run as a projector and is not 
controlled by a central control room on 
a remote basis. As a result, we were able 
to chuck out a lot of interlock and 
program type relay equipment. Other 
than that it's much as it was. The film 
transport is unchanged. In fact, the only 
thing we did with it was to re-hard- 
chrome the rotor shoes in the projector. 
The register pins and everything are 
practically in mint condition, and this 
after the projector has run more than 
35,000,000 feet of film. We didn't have 
to adjust them or take them out or do 
anything but inspect them under a 
microscope and determine that they 
were in essentially perfect shape and set 
them up to run again. ■ 
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BUY-SELL-SWAP HERE 
STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. STUDIO PRODUCTION EQUIP. 

BACH AURICON PRO 600 with galvo, ampli¬ 
fier, filter slot, sync generator, TV-T shutter, 
1-600’ magazine, deluxe case, battery pack, 
bank SllOv. mod. #2710, $1,473. Shure 
mixer $199.95. Write: DONALD J. STUART, 
609 Broadway East, Seattle, Wash. 98102. 
(206) EM-2-6974 or (206) EM-3-7363 

COMBINATION SOS TEL-AMATIC 16mm 
printer w/fadematic power supply. Excellent 
condition. Best offer. WKBT, La Crosse, Wise. 
54601 

ARRIFLEX 16M with 1-200, 4-400, 2-1200’ 
magazines, constant speed motor and sync 
motor AC, 12-120 Angenieux extremely 
sharp, Arriflex big battery pack, matte box 
and cases for all, excellent, $4,500. Auricon 
Super 1200, with 12-120 Angenieux, 2-1200, 
2-400’ magazines, optical sound, variable 
shutter, excellent, $2,500. Mitchell 35 High 
Speed complete outfit, excellent, $2,800. 
16mm Kodak 12M6 optical magnetic projec¬ 
tor, brand new, $700. CONDE KINSELLA, 
9983 Coddington Way, St. Louis, Mo. 63132 
(314) 994-0317 

16mm BEAULIEU CAMERA equipped with 
zoom brand new. Call: FORDELL FILMS 
(212) CY-3-2400 

ARRI 16 S OUTFIT. H. SPENCER, 1964 
Rosecrans Way, Stockton, Calif. 

16mm FILM, FRESH STOCK “EF” type "B” 
7242 magnetic striped, 100’ rolls; $5.50 each. 
400’ rolls; $20.00 each. All postpaid. R. 
BASTRESS, 3233 No. Parnell Ave., Fort 
Wayne, Indiana 46805 

FOR SALE: Blimp for R-35 Mitchell camera 
accommodating 1.10 zoom lens. Also 220V 
60 cycle 3-phase sync-motor. Best offer. TDF 
FILM PRODUCTIONS, LTD., 980 Yonge St., 
Toronto, Canada 

16mm PRINTER Peterson with soundhead 
and fader, complete with converters. Excel¬ 
lent condition, presently in use. For sale 
$6,800 or long term lease. MURRAY HILL 
PRODUCTIONS, 15 West 46th St., N.Y.C. 
(212) JU-6-0357 

CANON SCOOPIC DEMONSTRATOR $795. 
Folding shoulder pods, new $55. PROFES¬ 
SIONAL 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 
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, Arizona 
85703 

MITCHELL GC high speed camera w/view- 
finder, matte box, 4-1000’ magazines 4-400’ 
magazines, 2 motors 6 Baltar lenses, carrying 
cases. Completely overhauled and painted by 
Mitchell factory-trained technicians. Excellent 
condition $2,650. Mitchell Standard camera 
with high speed movement, same accessories 
& condition as GC $2,250. Mitchell FC 70 
m/m turret model camera $2,400. 
Mitchell BNC interlock motors (7) $250 each. 
Mitchell 110-volt high-speed motor w/rheo- 
stat $375. 
CINE/PRECISION ENGINEERING CO., 
1038 No. Highland Ave., Hollywood, Calif. 
90038 (213) 462-8787 

MOVIOLA 16mm model UL20S modified for 
composite. Excellent condition. C.E.C., P.O. 
Box 27276, San Francisco, Calif. 94127 (415) 
661-9716 

TDC COLORMATE PROCESSOR demon¬ 
strator model 16mm Ektachrome—20 FPM 
$7,500 (normally $10,900). TERMINAL 
DATA CORP., 16130 Stagg St., Van Nuys, 
Calif. 91406 (213) 988-4301 

MITCHELL R35 Reflex 35mm camera, 
35mm, 50mm, 75mm Super Baltar lenses, 
2-1000’ magazines, 115V variable speed mo¬ 
tor, follow focus unit, bridge plate w/rods, 
matte box/sunshade, cases. Price $7800. 
(212) 679-0712 

ANGENIEUX 9.5/95 C-mount, $900. Clean. 
JACKIE PAPER FILMS, Box 326, El Cerrito, 
Calif. 94530 (415) 526-0842 

ARRI M, 2-400’ magazines, Angenieux 
9.5-95, sun-s shade, special heavy duty Bayo¬ 
net mount, constant speed-variable speed mo¬ 
tors, belt battery, metal case, $2,950. 35mm 
Arri 2B, 25-50-85 Zeiss lens, variable speed- 
constant speed motors, Cine 60 belt battery, 
hi-hat metal case, $1,650. Beaulieu R16, Pan 
Cinor 17-35, 3 batteries, charger, fitted case, 
$950. STIBER, 134 East 28th St., N.Y.C. 
10016 (212) 685-5516 

ARRIFLEX S 16mm camera, sync generator, 
10mm, 16mm, 25mm Schneider lenses, 
12-120mm Angenieux with 2 hoods and 4 
proxars, 2-400’ magazines, 3 torque motors, 
constant speed motor, variable speed motor, 1 
belt battery, 2 box batteries, matte box, 4 
Arri filters, 2 cords, 1 sync cord, Arri camera 
case, fibre mag case. $2,700. Canon Scoopic 
16mm camera, 2 batteries, 1 charger, lens 
hood, metal case. $800. LIVESEY, (201) 
652-7543 

AT HELIX-MINT CONDITION ULTRA 
SPECIALS! 16mm Bolex Supreme w/3 Switar 
lenses—25mm, 16mm, 75mm — w/case 
$199.50. 16mm Beaulieu R16 w/1” 0.95: 
15mm f 1.3:3” f2.5: all Angenieux lenses 
w/electric handgrip, battery $895. 16mm 
Bolex battery, case & Unimotor $69.50. 
16mm Canon Scoopic unit, excellent $645. 
16mm B&H 240 Automatic exposure fl.9 
control w/W.A. lens & case, perfect $149.50. 
16mm 70D body turret, good $95. 8mm 
DS8 BTL Pathe movie, body only $349.50. 
300mm f3.5 Birns & Sawyer w/85 filter in 
Arri Mt. $459., excellent. $744. special Lietz 
Leicina Super "8” camera, factory demos 
w/new Leitz warranty $375. Bolex 150 
Super ”8” camera, perfect $99.50. On hand: 
new Bolex 280 model Super “8"; Rollei 
SL84; Beaulieu 4008 ZMII. Write or call for 
Helix special prices. 16mm Arri S #6567: 
2-400 mag. 1-torque motor, power cable; 
12/120 Ang. zoom with motor: Cine 60 belt 
8.8 and additional power cable, list 
$4,964.—Sale, used, perfect $2850. 16mm 
B&H 273 silent projector $175. Bolex H-8 
Reflex cameras $325 to $475 including lens¬ 
es. 16mm Eiki sound projector, Helix special 
$695. $1295 Akai VT-100 portable video 
recording outfit, includes video tape deck, 
video camera, video monitor, 3” charge/ 
adapter, special $1036.20 net. What have 
YOU to trade? Call, write Director of Sales, 
Selwyn S. Schwartz, HELIX CAMERA, LTD. 
“Pro shop to the Industry” 679 No. Orleans, 
Chicago, III. 60610 (312) 944-4400. All major 
bank cards accepted. 

35mm EYEMO, 5 lenses, 2 motors, 1 maga¬ 
zine, all accessories $595. 35mm Devry pro¬ 
jector, excellent condition $695. 
35mm— 16mm C 22 continuous film dryer 
$150. Write DAVID ROSENBLATT, P.O. 
Box 17425, Tampa, Fla. 33612 

ECLAIR NPR FOR SALE. Used on one 
documentary film. Perfect condition. Two 
mags, sync pulse, 12 volt motor, auto-clapper. 
P.O. Box 237, Durham, New Hampshire 
03824 (603) 888-2067 

MITCHELL NC CAMERA outfit for anima¬ 
tion $3,950. Mitchell NC sound outfit 
$3,375. Eclair NPR outfit $3,300. Bell and 
Howell 16 stop motion $1,050. Sun gun 30 
volt $150. Bolex 16 outfit $375. Write for 
list. MAX GORDON, 135 So. La Brea, Los 
Angeles, Calif. 90036 (213) 938-3858 

220V-3 PHASE INVERTER camera drives. 
Operate from 30 volts of battery. Automatic 
frequency controls. Originally $1,500 new. 
Now $500 used. RYDER SOUND, 1161 No. 
Vine St., Hollywood, Calif. 90038 
(213)469-3511 

BEAULIEU 16, late model, with Angenieux 
zoom, deluxe battery, grip, charger, 200 ft. 
magazine, deluxe metal case, sync-pulse, sync 
Sony tape recorder, Miller head, legs, hi-hat 
and B&H 500 series projector. $1,950 takes 
all. Call (714) 492-6464 NOEL TILDEN 

BOLEX H-16 REX 5—10 & 26mm Macro- 
Switars, Pan-Cinor compact, Rexofader, etc. 
Used 100 feet. $1,680 value—asking $1,075. 
GREGG CHMARA, 6639 Calle Cappela, 
Tucson, Ariz. (602) 296-4547 

ARE YOU READY for crystal sync shooting? 
Now you can afford the freedom and versatili¬ 
ty of crystal sync with the Quartz-Loc sync 
generator. Use it with your Nagra externally 
mounted or internally mounted, or with any 
other recorder. Fully compatible with all sync 
systems. ‘Temperature stable from -22°F. to 
140°F. ‘Accuracy—not one frame lost from 
roll to roll. ‘Compact “1C” solid state design. 
Write for free literature on the lowest priced 
crystal sync generator in the U.S. today. And 
ask about a custom built crystal driver for 
your sync-motor camera. The Quartz-Loc 
Crystal Sync Generator only $200. IMAGE 
DEVELOPMENT CO., Box 1014, Parsons, 
Kansas 67357 

BOLEX H-16 Rex 4 camera, 3 lenses—16, 25 
and 75mm—plus Vario Switar 86EE, bellows 
attachment with 75mm lens, carrying cases, 
matte box, lens supports and many other 
accessories. All equipment in perfect condi¬ 
tion. $1200 plus shipping. BILL SCHOEN- 
ING, 4300 E. Whitman, Tucson, Ariz. 85711 
(602) 325-9952 

16mm PRINTER, model 1557 Herrnfeld. 
Excellent condition. $1600. PACIFIC FILM 
ENTERPRISES, INC., Box 1203, San Luis 
Obispo, Calif. 93401 

SS3—LIKE NEW, 12 to 120 zoom, long & 
short finders. M-10 mag., sound amp & head. 
Two 400 ft. mags. Built in sync gen. & cables 
for Doub. system sound. AC & battery power 
cables. Carrying case. Pro. Jr. tripod. Price 
$2,850. 
SS3—Excellent condition. Camera head only. 
Price $1,250. 
Arri tripod with boot—$125 
Auricon Cine door with finder mattes, new— 
$25. 
Two Auricon optical amplifiers. Dual mike 
inputs $25 each. 
Three Filmos, two at $100 each, one at $250. 
WILLIAM H. BIRCH & ASSOC., 161 E. 
Grand Ave., Chicago, III. (312) 527-2135 

BEAULIEU R16B auto w/Angenieux 
12-120mm, sync generator, power grip, extra 
battery, charger, fitted case. Mint condition. 
Tested, but not used. $2,000. MONTE L. 
STUCK, 831 Tulane Ct., Redlands, Calif. 
92373 

MOLE-R ICHARDSON PERAMBULATOR 
mike boom $850. Eight 2000-watt B & M and 
M-R spots with stands $500. WILLARD 
PRODUCTIONS, 1842 Briarwood Rd. N.E., 
Atlanta, Ga. (404) 634-2433 

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 
lightface 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. SERVICES AVAILABLE WANTED 

CONTACT PRINTER automatic Morse $650. 
Reader & printer-Kodak $125, ex. cond. 
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 

SERVICES AVAILABLE 

PRODUCTION AIDS. Write for literature. 
CINEPHONICS, Box 534, Del Mar, Calif. 
92014 

PRODUCER: Your program distributed 
through Europe, Africa. 16 or 35mm at no 
cost to you. Contact A.S.P. DISTRIBUTION, 
5716 Vecino Dr., Glendora, Calif. 91740 
(213) 963-6761 

SUPER 8mm B&W PROCESSING $1.50 per 
cartridge. 16mm B&W processing 2'h.i per ft. 
One day service. SOUTHWESTERN CINE 
SERVICE, 2406 Classen, Oklahoma City, 
Oklahoma 73106 

THE CAMERA DOCTOR repairs Arris, 
Eclairs, Mitchells. Call ALAN GORDON EN¬ 
TERPRISES, 1430 No. Cahuenga Blvd., Hol¬ 
lywood, Calif. 90028 (213) 466-3561 

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 

PROFESSIONAL CINE PRODUCTS gives 48 
hour service on Filmo & Auricon filter slots. 
Also quick service on Auricon and Filmo 
repairs 

QUALITY CINEMATOGRAPHY 16mm, 
35mm & still. Sound, editing. Thorough 
knowledge of all phases of film making. Have 
equipment and van. CHRIS NIBLEY (213) 
877-2594, 3760 Wrightwood Dr., No. Holly¬ 
wood, Calif. 91604 

PROFESSIONAL CINE PRODUCTS builds a 
15-oz. magnetic amplifier for Cine Voice 

ALASKA FILM CREW available, with sound 
studio, to work in Alaska. Write CINEMA 
ALASKA PRODUCTIONS, Box 646, Juneau, 
Alaska 99801 

PROFESSIONAL CINE PRODUCTS repairs 
all types of conversions 

COMPLETE 16mm EDITORIAL services. 
Rough cut through A & B rolls. VET PRO¬ 
DUCTIONS, Akron, Ohio (216) 836-4651 

AFRICA. 16mm shooting services available, 
Zambia and neighboring countries. Contact 
LARRY DENNY, P.O. Box 91, Monze, Zam¬ 
bia 

COMPLETE POST PRODUCTION service. 
All those steps from the camera to the release 
printer. Editing, dubbing, scoring, mixing, 
conforming, ad infinitum. LARRY BETTS, 
1663 Florida St., San Francisco, Calif. 94110 
(415) 648-3713 

MISCELLANEOUS 

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 AVAILABLE 

YOUR EXPERIMENTAL, art, or student film 
can make money for you. If interested, write 
G A F C, P.O. Box 4173, Santa Barbara, Calif. 
93103 

WANTED 

WANTED: COMPOUND only for Oxberry 
Master Animation camera. Write or call 
AGS&R STUDIOS, INC., 425 No. Michigan 
Ave., Chicago, III. 60611 (312) 527-4070, Mr. 
Gordon 

WANTED: CINEMATOGRAPHERS ONLY 
to join network of “likes”. . . particularly 
middle west—(no west coast) and out of 
country. Also, those interested in sales/as well 
as production. INTER-COM, 130 7th St., 
Pittsburgh, Pa. 15222 

CASH PAID FOR used 16-35mm cameras, 
and lenses, 35mm portable and booth projec¬ 
tors, color processors and Bell & Howell 
model J printers, we buy, sell, trade. CONDE 
KINSELLA, 9983 Coddington Way, St. 
Louis, Mo. 63132, 994-0317 

SOS PHOTO-CINE-OPTICS 
New York—New Jersey—California 

urgently needs used equipment 
Cameras, zoom lenses, accessories, projectors, 
sound recorders, mikes, moviolas, editing 
equip. Anything and everything useful for 
film production. Spot cash or on consign¬ 
ment. 

FLASH!!! 
Call the SOS office nearest you 

N.Y.—Hy Roth—(212) JU-6-1420 
315 W. 43rd St., N.Y.C. 10036 

CALIF—Phil Dewald—(213) 466-9361 
7051 Santa Monica Blvd., Hollywood 90038 

N.J.—Wally Robbins—(201) 939-5250 
40 Kero Rd., Carlstadt 07072 

WANTED: ENTERTAINMENT FILM 
SCRIPT. Producer searches for script to make 
low-budget film for theatre release. COUNT¬ 
ESS de TESSIERES ENTERPRISES, Suite 
306, Mall 1, Crystal City, 1911 Jefferson 
Davis Highway, Arlington, Va. 

16mm FEATURE FILMS. Want to purchase. 
Send for pricelist/catalog. Box 1872, Pretoria, 
South Africa 

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 

SECOND EDITION 

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 
lor 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. 

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

j Please send me copies of PROFESSIONAL 
CINEMATOGRAPHY @ $10.CO ea., postpaid. No 
C.O.D.'s. Single book orders will not be billed. 

I Check or money order must accompany orders 
I for single bocks. J Name   

| Street  

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

I City 

l ?tati 

j California residents please remit 5% Sales Tax 
■ (50f 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 



Byron Announces 
5 Million Dollar 
Expansion Plan. 
NEW high speed tape 

duplicating equipment 

. . . includes two new Ampex AVR-1 recorders and one 

Ampex ADR 150-1 master and three slave high-speed tape 

duplicating machines. We will be one of the few companies 

able to produce five or more copies of a one hour taped 

show in six minutes. 

NEW post-production 
Video tape equipment 

. . . includes the latest audio and video switchers with spe¬ 

cial effects, telecine multiplexer chain with 16mm, 8mm and 

35mm projectors, electronic editors and programmers. 

NEW studio facilities with 
latest color cameras 

.. . with the acquisition of additional adjoining property, we 

are designing one of the most unusual production studios 

in the world. A small studio 60 x 80 and later a large studio 

150 x 200. Two new model PC-100 Norelco color cameras 

will be available temporarily in a small studio in our present 

building. 

NEW motion picture 
laboratory services 

. .. will be added to our present services. This will include 

color reversal intermediate negative in 16mm and 35mm. 

NEW film strips and 2x2 
slide film services 

... we are presently completing installation of the finest 

film strip and slide film equipment available, incorporating 

new production techniques. 
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ELECTRON BEAM RECORDING 
FOR BLACK AND WHITE 

byron COLOR-CORRECT’ 

65 K Street, Northeast, Washington, D.C. 20002 202/783-2700 

World's Most Sophisticated Video Tape and Film Laboratories 


